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FOREWORD

Some of the most significant writing in English on our
music in recent times has come from the pen of Swami
Prajiiin@inanda. So itisa pleasure to be asked to launch
still another volume from him—perhaps his most scholarly
and most searching one to date.

Swamiji's historical study of our music covers a wide
range from the earliest historical traces of our music to the
present day. At a time when most “historical” studies
degenerate into a mixture of pseudo-legendary and mythology
with large doses of sentimentality and platitudes, his scholarly
approach is like a breath of fresh air.

He starts with the Naradisikgd and the Nafyasasira and

ends with Rabindra-Sangit and Rabindrapth Tagore's own
theories, And apart from detailed analysis of every text that
matters, he explores practically every relevant field—ancient
musical instruments, the nature of orchestra and the chorus
in apcient  India, the Sapta-tantri-Veend in the Buddhist
Caves, the concept of Rdga, Aryan and non-Aryan theories,
the origin and development of Dhruvapada, of the Kheyal.
He examines the close relationship that exisis between Music
and Dance and has some revealing things to say about
acoustics, aesthetics, the psychology and philosophy of music,
iconography.

There are, naturally, areas where he is completely at home
and areas where he gropes a little. No one person could be
the complele master of the entire situation,

Where I feel he is happiest and most authoritative is when
he examines early texts and authorities in detail, Swamiji is
one of those rare beings in India who has both the requisite
musicianship and the scholarship for such a task. He has
the critical and discriminating eye of the scholar who does
not miss apy relevant point and the artiste’s appreciation of
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the finer aesthetic implication of such points. His commen-
taries on the early texts are thus like those of a poetand a
musician and illuminating in a very special way.

By the very nature of his vocation in life he is also inti-
mately familiar with such epics as the Rimayana and Mahii-
bhdrata, not to mention the Purapas all of which contain
material without which our knowledge of those early days of
ritual and music-making would be incomplete.

There are two ways of approaching an art like Indian
music. There is the cold analytical approach of the research
worker like Curt Sachs or Marcel Dubois which has its value,
There is also the approach of the scholar who is steeped in
tradition for whom everything has a deep significance at
various levels, History, as traditionally understood, enables
one to place every artistic activity in the perspective of con-
temporary life and thought. Swimiji belongs to the latter
category, but is not unware of the value of the former.

There is an excellent and comprehensive Bibliography.
There are a number of Appendices on topics which are
important but do not fall strictly within the scope of the main
subject.

Altogether, the present book seems to be one of the most
important contributions to the study and understanding of
our music and I commend it wholeheartedly to the reader.

Satigeet Natak Akademi, Nirdyana Menon
New Delhi, (Dr. V. K. Marayana Menon)
16th December, 1964.



PREFACE

Though I was nurtured in an atmosphere of music and
received impetus and inspiration in the culture of music
from my family tradition. and afterwards learnt classical
music from many reputed teachers, including my elder
brother, Shri Pafich Kari Banerjee of Prasidpur (Hooghly),
yet I adumic, in all humilicy, thac I received real inspication
in music form my revered Master, Srimac Swami
Abhedinandaji  Mahardj, che direce disciple of Shi
Ramakrishna Paramahansa Dev and the spiritual brocher
of Srimac Swami Vivekinanda, 1 came in touch with
© Swami Abhedinanda in 1924, and took initiation 1o
Sannyasa and joined the Ramakrishoa Order in 1927.
Ileiene classical music, specially dbravepads (dbrupad)
from different teachers like Nikufija Bihari Dute (of Sibpur,
Howral), the direct disciple of Sangitaratnikara Aghore
Nach Chakravurey (of Harinabhi, 24 Pargands), Sangira-
nayaka GopeSwara Banerjee (of Bishnupur, Bankurid),
Sangiticharya Harindrayana Mukhopadhyaya (of Devnath-
purd, Varanasi) and others for a pretey long year.
1 also took training from JAdnendra Prasid Goswami
(of Bishnupur) in dﬁr#wp#d& and kbeyal.

[ consider music as a spiritual sidhand and as a better
means to rouse the real aesthetic sense and spiricuality in
man. My spiritual teacher, Swami Abbedinanda used
to tell me many a time chat music is the best medium
that leads sincere seckers after truch to Divine knowledge
(Brabmajiiana). 1ty to follow the deep significance of his
words, and I believe that practice as well astrue knowledge
of music lead mankind co che life divine.
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I have dealt with various problems of the Niradifiksa
-and the Natyaidstra, the evolution of ancient musical
Anstruments of India, the concept of rdga, orchestra and
chorus, the classical prabandbas like dbruvapada and kbeyal
or kbyal, differenc music-types of Bengal and theit evolution,
different types of dance, etc. in this book. Besides, I have
striven to solve some problems of acoustic science, icone-
graphy, aesthetic-cum-psychological as well as philosophical
aspeces of Indian music. [ have also shown that philosophy
of music is mainly concerned with the theory of sound i.e.
-dbyani or sphotd, which is the basic and essencial pare of
‘both Eastern and Western music. I am aware cthac  many
-of the studencs and teachers of music are not ordinarily
.accuscomed to take keen interese in the psychological and
;philosophical aspects of music, and yee ic is understood that
-chere are students and teachers, who are really serious and
«critical in their approach towards the culture of genuine
.and rraditional form of music, and as such 1 have wvencured
to deal wich this difficule task of discussing briefly the
.psychology and philosophy ot music,

Further I would like to add that though many of the
subjects, dealc with in the present book, were discussed
before in my previous books, yet I can assure che readers
thac I have thrown new light upon those subjects and have
discussed some new problems which were not handled in my
previous works. In the last chapeer of the book, I have
.discussed about the main problems of the prime aim and
.object of music, and have pointedly shown that che realiza-
«tion of one’s Self is the prime object of music, and by means
-of music it is possible for all to achieve that state which
-enables them to remove the nescience or ajfiana and to enjoy
«everlasting peace and blessedness in their mundane life.
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In this historical study of music, I have maintained
throughout the book that undl and unless music is
viewed in its hiscorical perspective, it will be furile ro
solve its various problems. In connection with the ancient
musical inscruments of India, 1 have mainly deal
with the cvolution of veend, vens and pushara in the
chapter IV. It is a fact that not only the musical instru-
ments, but also all the ingredients of music should properly
be investigated with historical perspective, Well has it been
said by Dr, B, C. Deva thac in order to trace the history
of any instrument *““we have to rely upon the following:
(1) References in musical ctexts; (2) References in the
general literature on people; (3) Paintings, sculptures, These
(paintings, sculptures) are not always reliable, as the depic-
tion is often stylized and wue to life). » #; (4) Epigraphic
references; (35) Folk-lore and mythology, often scantily
dismissed, bur yielding fruicful clues on careful stdy”
(CL his article on the Mukbavipi in the Sur-Sphger
joutnal, vol, 2, Octo., 1964, No. 2).

De. Deva is of opinion that chough venws, the Hute, is
old as the Vedas, yet the mukbaving family, comprising
the mukbavipi, nigaswara, ottw, shebndi sundari is def-
nicely of later origin. “Mukbavini, a smaller varicty of
nagaswara, he says, “'is referred to in Telugu poet Palkurki
Somandtha’s work, who lived in the 12th-13th century,
Nagaswara is referred to in Telugu poer  Skandapurdna,
Srinatha's Kridibhiraman of the 14ch century and Ahobala’s
Sangeet-parijata (17th century). + # The shebnii is usually
taken to be an imported inscrument from the Middle-East.
Its Persian name is said to be surnd, changed co sandyi in
India. The older Mongolian variety, traced to India, is
also called suru-n@i. While che author of the Sangeersara
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mentions an instrument, suniri veey much like a shebnai,
this perhaps the same as sundari, a diminutive shebnai of
Mabaristea™ (CE. the acticle, Mukbavina).

o the chapter V, 1 have tried to prove that
orchestra and chorus were n vogue in ancient [odia
cven before che beginning of the Christian era. In the 2nd
century A.D., Bharata has mentioned and described about
the form of Indian orchestra, named Antapa in  che
N atyasastra, and afrer him, Abhwavagupea and Si’raﬁg:lnvn
have mude them explicic. I have given genuine evidences of
the orchestras which are depicted in different Cave-temples
of India. A5 in ancienc India, orchestras, constructed out
of different musical instruments, were in practice to
accompany dance and music, so chey were in practice in
different ancient councries like Mesopotamia, Chaldea,
Assyria, Greece, Rome, lealy, Persia, Acabia, etc, Dr Farmer
has stated in the book, 4 New Oxford History of Music,
vol. 1 (1957) that the historians, musicologists and
archaeologists are of opinion that 3000 years before che
Christian era at least, ancient Mesopotamia had numerous
musical instruments, and the Mesopotamians were the
master of them. In face, the musical instruments used to play
an important role in ancienc Mesopotamia, Similacly in
ﬁasyria and oldest Sumeria, musical instruments p]a}'zd an
important part in their social life, and it is evident from
the arc remains, preserved in the British Museum,

Dr, Farmer has said thac from the time of Ashur-
nasit-pal IIl (¢ 883-859 B.C.), we get ample lichographic
materials of music and musical instrumencs. The British
Museum bas-reliefs also illustrate the artistic Intereses
of Ashur-bani-pal (668-626 B.C). In the book of Danicl
(i), written in the second century B.C. the orcliestra of
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the Chaldecan King Nebuchudnezzar (604-562 B.C.) has
been mentioned, and that orchestra was formed out of the
combination of musical instruments like horn (‘qarn),
pipe (masragitha), kithara (githror), trigonal lower-chested
harp (sabbeka) and upper-chested concord harp (psantrin
sinifouyib). The Mesopotamian court minstrelsy, even
in later Atchaemenid days, *was usually conceived on a
grandiose scale. With the Assyrians the position of the
court ministrel was a high one, as his apparel and sicuation
often denote, The singing gitls were the later Arabian
qaindt, a term used to denote both female musicians and
attendants, and the cognate Akkadian word, kinat (female
attendants), had probably the other meaning also™,

Regarding the musical instruments of Mesopotamia,
the historians, musicologists and archaeologists are of opinion
that 3000 years before the Christian era at least, ancient
Mesopotamia had numerous instruments of music, “not only
of a most varied character, but of a very high and advanced
degree of construction, as the harps and ketharas of
Sumerian days alone cloquently testify”. In the chaprer
WIII of this book, I have deale with the historical evolution
of some regional and foreign melody-types or rigas, and
their incorporation into the stock of classical music, so as
to enlarge and enrich the domain of Indian music. In
chapter IX, 1 have discussed about historical evolution
of the prabandbs type of dbruvapada-giti, advancing
evidences from ancient Sanskric treatises.  In the same way,
the evolution and problem of kbeyal or £byal type of giti
has been approached with in the light of historical evidences:
Though I am aware thar there are controversies among some
scholars, regarding theory of evolution as well as classical
forms of both dbruvapada and kbeyal or kbyal, yot 1 have



xiv

dealc with them carefully, citing passages from the depen-
dable Sanskric treatises. I am indebred to the reputed scho-
lats, like Thikur Jaideva Singh and Pandic S. N. Ratanjankac
in this respect, I have quoted freely their rational and
historical views, regarding the evolution and genuine types
of dbruvapads and kbyal, from their papers, read in the
S:.rmpns{ums of the A.LR.,, New Delhi, in 1960 and 1961,

The chaprer XIII has been devoted to the study of
theory and problem of acoustics of music. There I have
set forch the views of different Western scientists and noted
musicologists both of the East and the West. Therein I
have also endeavoured to prove chat the vibrations of sound-
units are the cause of evolution of musical tones and tunes
as well as their colours. Regarding the number of coloue-
vibrations of tones and tupes, the reputed psycholugise,
Prof. Woodworth has said: “Act the red end of che
spectrum, the wave lengeh of che light is 760 millionths.
In between are waves of very intermediate lengeh, appearing
to the eye as orange, yellow, green and blue, wich all their
transitional hues. A wave-length of 6oo gives yellow, one
of 500 gives green, one of 470 gives blue, etc.”. Prof.
Tain has also supported Prof. Woodworth, while he has
said: “An increase of speed and diminution of Iengths
in the waves are sufficient to deteemine che vibrations which
our sensation of colour undergoes in passing from red to
violet. # # Helmholez distinguishes these following successive
colours—red, orange, golden, yellow, pure yellow, green,
blue of water, cyanic blue, indigo, violer and ultravioles™,
Helmoltz's determinations of the vibration-units of C,,
C,D,E FEG,AZB, ¢dbef, g8 b, clcctctare
32, 64, 72, 8o, 85} 9o 106}, 120, 128, 144, 160,
170%, 213}, 240, 256, 512, 1024, 2048 per sccond.
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Mr, M.A. Bjerregward has mentioned about the colours of
tones of the Evropean music in his book, Great Motber,
The vibration-units of Indian musical tones, Sa, Re, Ga, Ma,
Pa, Dha, NifS4 are 240, 270, 300, 320, 360, 405/
480, The lengths of the wires of a veeni from the bridge
ace, § 5 5 4 3% % 1+ and theic cencs have been
enumerated as, 204+1824112420441824112=

1200. It can be mentioned in chis connection that some
musicologists decermine the vibration-units of the Indian
tones as, 256, 288, 320, 34114, 384, 426, 480 per second.
Questionnaires may be raised as to the definite units of
vibrations of the tones, bur it is a fact chat the Indian
method of determining the vibration-units of the tones has.
been adopted from the European system.

The chapter XIV of the book deals with the iconography
of Indian music. There it has been shown that che
melodic-types (ragas) have been regarded as the icons or
symbols of their presiding deities.  Though the conception
of ‘the icons is not very ancient, as it evolved in the 16¢h-
17th century A.D., yet Indian seers in che sphere of music.
ace fully aware of che divine forms of the rigas and raginis,
and they are confident that through the medium of
rgas and ragipis, the devour artistes and, sincere lovers.
of music ateain the realization of che sura or nida-Brabman.

In the chapter XV, I have deale with the main problems.
of aesthetic-cum-psychology of music. Wherein it bas been
shown that unless and until the aesthetic and psychological
qualities of tones and tunes are realized through che ecstatic
vision of the artistes and audiences of music, appreciation
of music is not possible. The dictionary meaning  of
taesthetics’ is an appreciation of che Beautiful, in accordance
with principles of good taste. Profs, Vivas and Krieger have:
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said:  *‘Aesthetics is the name customarily given to the
theoretical and systematic exploration of the questions which
arise when men reflect on their interest in the beauty of
nature and the products of the fine ares”. In  fact, the sense
of beauty or appreciation of the Beautiful brings wich it
the idea of aesthetics.

Kant has claborately discussed abouc the problem of
aesthetics fcom different angle of vision in his Critigue of
Judgement. In the ‘Critique of Aestherical Judgement’,
Kant has discussed fully the analytic of the Beauciful,
judgement of taste, the analytic of the Sublime, the
Beauciful and che arc of agenius, dialectic of analytical
judgement and other things, The fundamental principle
underlying the procedure of Critique of Judgement is seen
to be chat of the purpusiv=n¢5s of nature, and nature is
everywhere adapted to ends or purpose, and thus constitutes
a well-ordered whole, The taste is che faculty of judging
of an object and the object of satisfaction is called beautiful.
In other words, it can be said chat the beautiful is that
which, apart from concepts, is represented us the object of
a universal satisfaction. But Kant has laid stress, anyhow
or other, on the intellectual satisfaction of beauty of
art, But rhe Indian philosophers chink it in a differenc way.
They say that intellectual satisfaction only prepares the
ground of spiritual satisfaction or feeling of fine arcs, and
it is not the be-all and end-all of the artiste life. So, until
and unless the spiritual satisfaction or spiritual intuition is
reached, so long work of are fails to satisfy the real purpose.

In this book, I have discussed briefly about the
psychological and aesthetic problems of music mainly from
the Indian viewpoint, and have shown that psychological
analysis as well as aesthetic appreciation of the divine
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emotional sentiments (rasas) of the musical tones (svaray)
and tunes (rdgas) bring unto the artistes and the artloving
listeners the tealization of the Beautiful and the Sublime
of Indian music. Now the students of the Kantian
philosophy ace well-acquainted with an agteement and
a disagreement between the two prime principles, the
Beautiful and che Sublime, as according to Immanual
Kaune, the Beauciful implies form and limication, whereas
the Sublime may be found in an object which is formless
and unlimited, and for this reason, the Sublimeis recognised
as great. Bur, in the Upanisads of India, we find a beauti-
ful epither of the Brahman, known as satyam-fivam-
sundaram. There the combined attributes, eruth, peace and
beauty constitute the staff of the Brahman, Buc in the serice
sense of logic, the attributed Brahman is with form and,
therefore, limited. The Advaita Ved3ota states that the
Brahman wich the aceributes is determinate Brahman (sagsna-
Brabman), and so it should be taken that the Upanisadic
epithet, satyam-fivam-sundaram fiest points the determinate
Brahman (saguna-Brabman) and then, symultancously, the
indeterminate Brahman (nirgapa-Brabman). From the serice
Advaita Vedantic standpoint, both the phases of the
Brahman are essentially one and che same,  So, if a sincere
artist gets an intuitive perception of the sublime beauty of
his created art, he will realize the Beauriful, and that is the
prime achievement of fine arts,

The symbols or symbolic representations are as old
as the Vedas and the Upanisads, It has already been said
that in the Upanisads, different kinds of symbols have been
prescribed for realizing the divinity of the Brabman. In the
Pitafijala-dariana, Rsi Patanjali has prescribed the Pramava
as the symbolic representation of the Brahman. Regarding
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the attitude towards symbols, St. Kramrisch has said in her
Indian Seulpture (1933): “Indian plastic sense is averse
to the symbol, which is the substitute for a reality. The
un-formed clamours for form, for this is the way which it
shows ics reality. Symbols are ready-made and block the
approach of the unformed cowards form. They stand in
the way of creation. I in ancient Indian sculpture, of the
Indus civilization and in che Mauryan age, animal or plant
were represented in liew of the corresponding divinicy,
they were meant to tee vahanas, i.e. vehicles of the divinity,
and not abstracts or parts of its appearence, such as foot-
prints or hair relics, or of its presence, such as the seat or
the walk (casikrama), in the case of the Buddha, * * The
sacred tree, alone amongst the symbols for the Buddha,
has maintained some of these eatlier qualities. * * Symbols
again play a considerable part in lacer centuries. But then
they are additional attributes to figures of devinities, them-
selves endowed with form., Wheel, flame, lemon, lotus,
etc. held in the hands by various devinities, are part of
their apparel, and belong to the same category as crown,
scacf or armlet. Nor do they then stand for an entire
reality, they supporc only one of its many qualities,
objectified and rationalised,

Not only the Hindus, Buddhists and Roman Cacholic
Christians, buc also all the civilized nations of the
world, including the Romans, Greeks, Egyptians and
Persians used and still use symbols for their choosen deities
and gods and Saviours. The ancient Eg}rptians used a
Tau-Cross or Crux Ansati, The Christians use the cross,
fish, serpent, rose, dove, lamb, cagle, egg, etc. as the
symbols of Christ and Easter (cf. Swimi Abhedinanda:,
Necessity of Symbols). ]. M. Robertson has said that in
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the Mithraic cule, the bull slain by Michra, the Sun-gud,
was the symbol of the earch and moon; Mithra slaying
the bull was meant the rays of che sun penetrating che
catch, DBesides, lamb, ram, rose, etc. weee used as
the symbols of Michea, the Sun-god, In India, diffecent
teees, fruits and animals were used as the symbols of
the gods. Harold Bayley has mentioned in the Lost
Language o| Symbolism (vols. T & 1I, 1g12) different
symbols of different gods of different nations. So symbols
are the mediums or signs for signifying the real objects
behind them, and in music, symbols of birds, beasts have
been used to signify seven tones or svaras, and different
paintings and pictures have been wused to signify che
ragas and raginis, which have been regarded as the nayakas
and nayikas.

Prof. Percy C, Buck says in his Psychology for Musicians
(1945): “For musicians it will be sufficient to realize
that we develop krom childeen, who judge by the easy
recognition of melody and chythm, into more sophisticared
beings who look for the fecling embodied in the form;
from the rtune to which our itching Feet insist on
beating time, to the hidden meaning, behind the quite
phrase which once may have scemed so  poincless
and unexciting. And one of the greatest contribu-
tions that Psychology makes to Civilization—which
means the education of man in the mass—is by
pointing out that all education, in any subject, must aim
at grasping the inner meaning instead of confining our
ateention to the ourward appearance”. Percy Buck has dealc
with different problems like reaction, habit, commonsense
of technique, ideas and association, interest, altenction,
memory, appreciation, will, meaning of ecducation, element
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of thinking and wrilicy of the knowledge of psychology
in the field of music, and we think cthat these are essential
things for the knowledge of the musicians and music-loving
listeners,

Though I have vot discussed particularly about the
aesthetic qualities like emotional sentiments and moods
(rasas and bbivas) of different rigas and riginis, as
enumerated by the musicologist, Hanuman, yet I have
mentioned the basic principles of the asethetic qualities
of the tones and tunes of Indian music wich their specific
characteristic and applicability. As I have already discussed
in the Appendix of my book, Riga-O-Riipa (Melody and
Form), vol. 1, the aesthetics of the six rigas and chirey
raginis, so [ have refrained from recapitulating them in
this book, Lili Kinnoe Mal, M.A. has discussed this
prablem elaborately in bhis book, Kama-Kald, which was
published by the Punjab Sanskric Beok Depor, Lahore in
1931. [ bave followed him in my Rage-O-Riipa,

Now rake me the privilege of quoting some portions
of 'some notes on Hindu eroties’ from his book, Kama-kala,
where be bas said: ‘o no other country has the fecling
of Love been so minutely observed, studied, analysised,
classified and elaborated into an exaleed science asin  India,
Its whole domain has been assiduously and patiently
explored, its innermost recesses have been opened up
and ransacked, its most bidden secrets wrung our and
displayed to the public gaze. The erotic sentiments has,
in India, formed the background of illumination to all its
poctical, dramatic and theorecical licerature; and it is under
its mild, soft and inspiring ]igh: that the most exquisite
productions of Hiondu literature have bloomed into their
splendour, All the beauties of fine arts of India are so many,
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variegated, and myriad-tine prisms to reflece the soft, subtle

and gentle rays of Love's far-off radience behind them'.
Regarding the fundamental cause (alambapa-vibbiua)

of the erotic sentiment, he has said chac it is che most
important of all the divisions of this feeling, It is the
fundamencal basis on which the manifestation of the
abiding feeling of love depends. Lali Kannoo Mal has
sait: *“This cause consists of a man or a woman, which
is as it were, the veceptacle of the feeling of love. The
classification of men or heroes with reference to this senti-
ment is fonr-fold; viz,

Dhiralalica cen see light-heacted;
Dbicapra$anta ... ,.. calm and tranquil-minded;
Dhicaudacea vie ove exalted or noble-hearted, and

Dbiravddhata ., ... vehement,

Each of them is four varieties; viz,

Daksina e s Clever, one who is kind to his
sweet heart;

Dhrsta o wes deceitful, one shameless
towards his prcviuus love;

Satha vr ese Wicked, one who hides his
unfaithfulness;

Auvukila v wee One faithful o only asingle
lady.love'.

Similarly Nayikds or heroines have been classified from

different points of view. The classifications are:.

1. Classification of heroines with reference to theic
moods and relacions with the heroes. The
classificacion from  this standpoint is eight or
tentold, Prosicapatikd, Abhisirikd and others.

2, Classification of heroines with reference to their
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positions, such us attama (excellent), madbyama
(middling) and adbama (bad).

3. Classification based on the moods of letoines
arising from cheir self-conceit, hnughtint:ss and
personal beauty, such as Premagatviti—one proud
of her Jove; Riipagarviti—one proud of her beauty;
Mainini—one addicted to affecred resentment.

4. Classification based on sex physiclogy, such as
Padmini (the Lotus women);  Chitrini  (che
Variegated woman), and Hastinf (the Elephant
woman). They are in descending order of merit”.

«The classification of heroes and heroine’’, he has said,

wgiveu in the Hindu works on Dramaturgy and  Erotic are
considered to be artificial and fanciful by some cricics, but
this cricicism arises more from cheir lack of intimate know-
ledge of love psychology than from ics minute study, = = All
great dramatists and poets, irrespective of caste, colour and
clime, have portrayed them in cheir own way...".

In Fact, frsigira is the prime sentiment, and chis senti-
ment is the cause of awakeniog the attitude of detachment
(nirveda) in men, The Spigara, the prime sentiment 1s
divided into vipralambba and sambhoga. The vipralambba
is manifested as delightful enjoyment or sambboga,
parvaraga, mana and prema-vicitya, The first qualicy,
sambboga is again divided into two, primary (mukbyas) and
secondary (gaupa) ones. In fact, the primary sentiments
are manifesced as 8 x 8 =64 qualities. The Niyaka and
Nayikas (ragas and riginis) manifesc chemselves in che
mana quality in eight states, and they are known as
abbisirika, vasakasajji, wutkantthita, vipralabdba, kapdita,
kalabantaritd, prositabbatrki and svadbinabbatrkd. Bharata
has beautifully described eight kinds of primary sentiments
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and their different manifestations, Bharata, Kavi Kalidis,
Kavi Jayadev as well as most of the Alamkarikas have
described {rngararasa as adirasa (prime sentiment), as has
been said before. In his Ujjalanilamani, Ripa Goswimi
has mentioned about different aesthetic manifestations
and attitudes of the Nayakas and Nayikds. He has
said that the Nayakas (rigas) are divided into four
dbiralalita, dbiratanta, dbiroddbata and dbiredarts, Like
the Niyakas (or rdgas), the Niyikds (rdgipis) too are
manifested mainly inte two, svakiyd and parakiyi, The
parakiya Nayikis are also divided ioto two, kanya and
parodba, Again among svekiyd, parakiyi and kanya
Nayikas (raginis), svakiya one is divided into three, mugdha,
madhyi and pragalbbi, Fucther the Alamkacikas have
divided madhyi and Prdgdfbbi Niyikis (ragipis) into dhird,
adbira and dbiradbiva. These later Niyikd riginis are also
divided into different forms.

The ancient musicologist, Hanuman has divided the
principal ragas and ragipis into 646 % 5=35. and they are,
1. Bhairava,, Madbyamadi, Bhairavi, Bangali, Bardi,

Saindhavi.

2. Milava-kaufika... Todi, Khambavard, Gauri, Gunakiri,
Kakublai.

3. Hindela,, Veldvali, Rimali, Desikhya, Pacamafijari,
Laliza,

4. Dipaka...Kedari, Kavada, Desi, Kimodi, Nacka.
5. Sri...Vasand (Vasanta), Madhavi, Malabri, Dhanas,
Asavari,
6. Megha,..Mallar, Desakari, Bhupili, Gurjari, Tanki,
Among these main Niyakas and Niyikis (ragas and
riginis), the six Niyaka rigas manifest themselves as
dbiralalita, dbiraiinta, dbiroddbata and dbirodtta, and the



xxiv

thicty Niyika raginis manifest themselves in the states of
abbisariki, vasakasajja, utkantthita, vipralabdhi, kbapdita,
kalabantarita, progitabbatrkd and svidbinabbatrkd. Their
petmanent sentiments (sthayi-rasas) like Srrigara, sambboga-
$piigira, vipralambba-ipigira, ectc. also  differ,  These
sentiments and theit states or moods (rasas and bhavas) are
the object of feeling (anubbava), and che Sadhaka-arcistes
as well as the audiences enjoy celestial peace and delighe
through them, and in this way, their minds are prepared
due to the concencrated attention to the divine feeling
which enables them to atrain gradually che realization
of the Sabda-Brabman, which is in essence the transcending
E.tl“lﬂ-

It should be mentioned in this conpection that mose of
the authors of music, both Hindu and Muslim, described
the emotional sentiments (rasas) and moods (bbavas),
together with the ndyaka-ndyika-bbivas of the rigas and
ragipis, in the Muhammedan period. Some of the Persian
scholars, adminiscrators and courtiers translated some
books on music in Persian language, and some of them
compiled or composed the music works independently in
Persian, As for example, Fakic Ulldl, who lived during
the reign of the Emperors, Shah Jiban and Aurangzeb
‘Alamgir, translated the Mankutibal in Persian ]anguagc.
It is said thac the work, Mankutibal was composed or
compiled by the order of Raja Min Singh (1486-1517
(A. D.) of Gwalior, and the book was named after him.
Fakic Ullih named the translation (of the Mankutabal)
the Rigadarpana. In the fifth chapter of the Rigadarpana,
Fakic Ullah described the emotional sentiments as well as
aesthetic  characters of the rigas (nayakes) and rigipis
(nayikas), after giving the descriptions of the musical
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instruments. From this it is understood that during Raja
Man and his noted dbravapada singers, the emotional charac
ters of che ragas were strictly observed, The Persian book,
Ragadarpapa was again translated in Hindi by Haribarnivas
Dvivedi of Gwalior, and was published by the Vidya-
mandir, Murar, Gwilior in 1954, with detailed historical
accounts, by the name of Mainsingh Aur Minakuiibal,
and it has recently been cranslated in Bengali by Shri
Rajyeswar Mitra of Calcutta,

Similarly Mirzd Khian compiled the Persian wotk on
music, Tﬂbpﬁﬂﬂfﬁbind, ptobably in the middle of the
17th century A. D., and in the chapters, third and fourch
of this book, he described the emortional sentiments (rasas)
as well as the aesthetic characters (n@yaka-nayika-bhivas)
of the ragas and raginis. This Persian book has recently
been translated in Bengali by Shri Rdjye$wara Mitra and
bhas been published (together wich the Bengali tranalation:
of the Ragadarpapa) in book form by the Lekhak-Samaviya-
Samiti, Calcutta-26, by the name of ‘M#gb;f Bharater
Sarigeet-cinta’. Radhid Mohan Sen of Bengal mentioned also-
the name of Tubphitul-bind in his Bengali book on
music, Sangeet-taranga (ck. pp. 130-132).

Hikim Mohammad Karam Imam, a Courtier of Wijid
Ali Shih of Lucknow also touched slightly the aesthetic
sentiments of the rdges and rdgipis in his Persian book,
Ma'adnul Moosique, written in 1856. Some portions of
this book, Ma'adnul Moosigue have been ctranslated in
English by Govind Vidydrthi and were published in the
Sangeet Nitak Bulletins of October, 1956 and April,
1960.

Let me further mention, in this connection, about the
informative book, History of Indo-Pak Music (Decca, 1962}
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by Dr. Abdul Hilim, the Professor and Head of the
Dapartment of History in the Decca University. The
learned author has efficiently discussed about various
historical materials of music, including most of the frag-
ments of the Persian books : (1) Rig-darpan of Faqirullib
and (2) Manj-i-Musigi of Mubammed La'l Khian Baruoi,
His discussion on the Origin and Evolution of Khiyal in
Pak-India (pp. 66-75) is inlormative, Dr. Hilim is of
opinion:  Kbiyil is cteated with the Perso-Arab Music
which the Umayyad and Abdasid Caliphate developed
during the eatly Middle Ages. » # My thesis will have
proved that Kbiyal or ornate music is not really the
invention of a master musician. It is the true product of
Muslim culeure so far as its origin is connected, It is for
this very reason that whoever revived this art-form bas
been designated as its inventor. And it on this very
account that many writers on music and practical musicians
say that Amir Khusraw of Delhi was its inventor, and
others concede this place to Husain Shah Sheqt”
(pp: 62. 75). Dr, Hilim has also mentioned about the
names of the celebrated musicians of the Muslim Period.

Now, regarding the realization of rasa as the prime aim
of the practice of music, it can be said that though the
Vaignava mystics uphold the doctrine **rasa vai sab” 1.e. ‘the
-emotional sentiment is the ultimate reality,” yet it should
be taken that the realization of rasa (parama-rasanubbiiti)
in music is only che highest footstep towards the
achievement of the supreme principle, Atman and not the
Sclf-realization (@tmanubbiti) in iwself, and through the
highest footstep of rasanubbiiti, the dmanubbiiti is after-
wards reached and attained. It is the prime aim of Indian
psychology as well as of Indian philosophy to realize the
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Atman or niada-Brahman, the sammum bonum of human
lite. This realization of the Atman or nada-Brahman can
really be said to be an immediate awareness of the Absolute
(pratyaksa brabminubbiti), and this realization can only
free the music artistes and audiences from the chain of delu-
sion or mayd. So it isa Fact that the psychological aspect
of music can lead the $adhakas to the sacred temple
of realization of the higher Self and thus hielps cthem to
make free from the deceitful world or samisira.

In chapter XVI, I have dwele with the sublime phile-
sophical ideas of music, which is divine and at the same
time essential to the life of the artistes. It is a Fact
that when che Sadhaka-artistes and the sympachetic
listeners realize the real essence of the nadatattva, they
dive deep into the mysterious kimakald or kapdaling,
and come to know at last s secrer. The will-to-know
or urge for knowledge of the ideal of music stirs the
sleeping coiled  kundalini or subconscious mind, and,
consequently, gives a starc for the ascend of che divine
basic energy. Then gradually the awakened energy
penetrates all the force-centres of the body (of the spinal
cord) and finally reaches the thousand-petalled lotus of the
sabasrdra, the scat of the all-consciousness Parama$iva, and
then the Sidhaka-artistes and the sincere music-listeners feel
divine communion of the jivaeman and the Paramitman.
They then attain che fruition of the nada-sadhana, which
enables them to cut asunder the knots of nescience and
realize the transcendent Brahman, And this state can be
said to be the ultimate achievement (parama prapti) of the
practice of music.

In the Sangitalistra, it is also mentioned : “fiva-fakti-
samayogat raganam wdbbabo bbavet” or “‘iambbu-iaksi-
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samjoga ta, pragate satvidbi riga; pafica-patica mukhba te
bbaye, chatau sibi-mukba-bbaga,” i.c. the rigas evolved from
the communion of Siva and Sakti, This conception is purely
a Tantric one. Besides it, there is a Vaisnava conception,
and it has been explained in the chapter sixteen of this book.
MNow, the Tincric interprecations of the above foka and
the dobi are thar, according to the Tantrafdstra, Siva is
prana (or prapaiakei) and Sakei is vak (or ndde). The
melodic forms or rdgas are the combinations of tones
(svaras), which are no ocher than the sweet and soothing
sound-units. The sound is known as nida, and it appeacs
as letcers (varpa) and sound (dbvani). The melodic forms
or rigas ate, in truth, the sounds, having bodies of letters
(varpas like sa, ri, ga, ma, pa, dha, ni). So when the
prapa or prapasakti vibrates (‘spandate’) by will-power
(fechatakti) of che artistes (Sadhakas), sounds (nddas) originace
or emanate, and when those sounds are arcanged in differenc
orders or patterns, different kinds of melodic forms or
ragas evolve, and they please the minds of all the living
beings. To make this idea more explicic, let me quote
some lines from the book, Sidbani for Self-realization by
Swiami Pratyagitminanda Saraswati and Sir John Woodroffe
(rg63). It has been said in connection with the mantra-
sadbana: “Sabda is Sakti, The Vifvasira-Tantra (Ch. II)
says thac Sabda-brabman which is Mantra (Mantramaya)
exists in the body of Jive and is the subtle aspect of the
Jiva's vital Sakti. As che Prapasicasira-Tantra states, the
Brabmanda or Spheroid (universe) is pervaded by Sakti as
Dbuvani, called Nada, Prapa and the like. # & Sabda is
the Gupa of Akaia, but is not produced by it. It manifests
in it; and fnbdﬂ-murﬁpd is the Brahman, In the same way,
however, as in outer space waves of sound are produced by
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movements of air (Vays), so in the space wichin the fiva's
body, waves ot sound are produced according to the move-
ments of the vital air (Prapsvays) and the process of inhala-
tion and exhalacion. The Sibda which first appeats in
Muladbira (See A. Avalon's Serpent Power) is, in fact, the
Sakti which gives life to Jiva. The Jiva who inbreaches and
outbreathes utters a great Mantra, * % Saksi iv is who is che
Cause of the sweet, indistince and murmuring Dhuani which
sounds like the humming of black bees, This sound is Para,
and chen Pafyanti, which becomes subtle as Madbyama
and gross as Vaikhari. Kundalini, who is Varpamayi and
Dbuanimayi, is the manifestation in bodies ofthe Paramatma™,

In the Japasiitram (English edition, 1g961), Swami
Pratyagatmananda Saraswatd bas further said, in connection
with Vak and Prana: ¢lf the creative ‘formula’ be vak,
then what formulates, is prina. % # Prana is abstract and
uncreative without vak; and wvak is empty and dead
without prins. They consort and operate conjointly,
They are the First Creative ‘Pair’ of which this universe
and all possible universes ate *progeny’.

“In Sanskrit, pripa is a masculine word and vak
feminine, # # Prapa instils the creative élan in the original
tstuff’ of existence; vak evolves this ‘stuff’ into created
form. # # So prina consorts with vik when, from this
union, the binds or bija appears. Evidently vak is not
word or sound as we apprehend it. I is the matrix
function, the ‘*causal stress’ as we have before called i, by
which the fundamental plenum of Power:is evolved into
gencral as well as special ‘origins’ or centres of functioning.
Vik is, so to say the ‘Mother’s womb’ into which prana
enters as the necessary flow and fund of power in order to
make it evolve into multiple forms and pateerns”,
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Therefore, it may be said thac discussions on mere skelical
forms of tonal arrangement of the melodies and their
essentials, their mircchanas and alathkiras only throw lighe
on the theoretical side of music, but cannoc go deep inte
its core, and, consequently, the artistes and lovers of music
fail to appreciate the real import as well as the divine
essence of music,  Therefore, music should be approached
not only from the bistorical standpoing, bue also from the
spiritual standpoine as well.

In some of the occasions, 1 got privileges to meec
Papdit Jabarlal Nehru and at every occasion, I was
charmed to see his great personality, cheerful appearance
and sweet and loving nature.  In one occasion, [ presented
him some books of mine and of my Master, Swiimi Abheda-
nanda, which he received wich great incerest and eagerness.
Now | am taking the opportunity of dedicating chis
new book to his sweet and loving memory.

In conclusion, I express my deep sense of gratitude and
ragard to Dr. V. K. Narayana Menon, the Secretary of the
Sangeet Natak Akademi, New Delhi, for his learned
Foreword to this book. He is a man of rare intellece and
learning and is efficient in South Indian music. 1 feel
pride to include his learned ‘Foreword’ in my book.
I am indebted to Dr. B. C. Deva, for giving me some
valuable suggestions about the musical instruments that are
depicted in different Hindu and Buddhist Cave temples of
India. I express my heartful thanks to Shei Subodh Kumar
Chatterji, B.A. for going through the final copy of the
manuscript of this book, I am indebted to Shri Manoraiijan.
Mazumdar, the proprietor of the *Anandadhira
Prakasan” for encouraging me in writing and publishing this
book, I offer my thanks to Messes Calcutea Oriental Press.
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Private Ltd. for the neat printing and prompt delivery of
the book. I also offer my thanks to Khiled Choudhbury,
who has drawn the nice design for this book,

SWAMI PRAJNANANANDA.

Ramakrishna Vedinta Maeh
rgli, Rija Rajkrishna Street,
Caleutta-6
Jansary, 1965
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CHAPTER 1
INTRODUCTION

A historical study of Indian music is meant to unravel
the mystery of different grades of evolution of Indian
music in dilferent periods. I affords a man full scope
for visioning the genuine structure, type and temparament
of songs and melodies, musical insttuments and dances,
prevailing in differenc times.  India has a glorious tradi-
tion of history of her achievements in the field of plastic
art, painting, music, architecture, science, literatute, poetry,
philosophy and religion, bearing on each of them the stamp
of distinctive erait, qualisy as well as of spiric. India also
did not lag behind in making history of music, dating from
the most ancient primitive period up to the present time.
The history of Indian music is full of materials of music,
and they can be classificd under different heads: Ffrsily,
the treatises on music, written by differenc authors of
different times, which can be taken as che principal
materials of constructing an authentic history of Indian
music, Secondly, the rock-cuc temples and inscriptions,
caused to be excavated and cngra\rcd by different rulers of
different times, together with the sculptures, paintings,
copper-plates and coins of different periods. Thirdly, the
writings of foreign writers on music as well as the history,
of music of other nations. Fourthly, the private diaries
of the musicians and the musicologists, the local traditions
ccansmitted orally, folklores and fables of music. All
these should be propetly studied in their historical perspec-
tives, should be consulted for comparative study as well as
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for corroboration of facts, dates and forms of evolution of
materials of music, musical instrument and dance. These
landmarks are distinctive stages in the development of the
art of music, and they may be divided into major and minor
ones. Evolution of music emerged from the concepts of
tones and tunes, along with rhythm, and the emergence of
tones and tunes were possible from the minute tones or
microtones and their arrangements.  So the problems of
tones and tunes, along with the evolution of registers and
scales, perception of consonance and dissonance, emergence
of the concept of the melodies (rdgas) and their classifica-
tions, evolution of mirccband, wvarna, alathkara, tina,
ariga, alapa ot lapti, the manifestation of different musical
phrases (sthayas) and compositions (prabandbas), the
evolution of musical instcuments like deum, fluee, and
lute, along with the question of urigin of mels, or
melakartd, masculine and feminine characters of the ragas,
and the evolution of contemplative compositions (dbyana-
milas) and pictures (rdggmiirtis) are the distinctive features
in the study of history of Indian music,

In order to study the history of Indian music, it is
imperative to divide the whole range of culture and civiliza-
tion of India into several periods like pre-Vedic (primitive
and prehistoric), Vedic, Hindu, Buddhisc, Mohammedan,
British and post-British, i.e. Modern. But these divisions
do not appear to be adequate, as some of the periods,
specially the Hindu and the Buddhist ones ovetlap cach
other, and it is, therefore, difficult to represent precisely
music of those two periods. So it is better to divide the
whole range of Indian history as well as the history of
Indian music into three broad periods, ancient, mediaeval

and modern,
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In the history "of India, we find that the civilized
merchants or Panis really buile the grand structure of
culture and civilization of the prehistoric Indus Valley of
the remote past. Some hold that these builders were the
Aryans, nay the Vedic Aryans themselves, who were the
original dwellers of India and never came from Central
Asia or from any other parts outside of India. Others are
of opinion that the original buildets of the prehistoric Indus
civilization were the Dravidians and not the Vedic Aryans.
Opinions may differ, but we get ample evidence of the
practice of music and dance, as obtaining in the prehistoric
ladus Valley civilization. The archaeological excavations
of differenc ancient sites in India, which are considered by
experts o be continuation of the Indus civilization and
culture, disclese the fact that even in thac remote age of
5,000 or 4,000-2,500 B.C., the people were most civilized,
artistic and culcuged, and they were well-conversant with
the art of playing fute and lutes (vaisfi and veepa) and
different types of deums (mydangas). But unfortunately we
do not know the exact type and technique of cheir music
and dancing, for dearth of definite system of noration and
historical records.

In the Rgvedic age (3,000-2,500 B.C)), we come
across proofs of political, sogial and religious organizacions
among the Aryan people. Their vast literature undoubtedly
prove that they were the most advanced people of the
day. They wsed to perform sacrifices and sacred
rites, and used to sing songs with differenc rones on those
occasions. The rules and regulations, governing the songs,
ate found in the Siksas, Pratifakbyas and the Brabamana
literature, and they also contain copious references of . music
of the Vedic time. Different kinds of lute (veena) and.
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drum have also been described in the Vedic literacure.
The veeni with hundred strings (vdpa) and kafyapi or
kacchapi, piccholi, ksaupi, cc. and primixive drums like the
bbumi-dundubbi, dundubbi, ctc, were used by the Vedic
singers, The references are also found abour dances, songs
and musical instruments in the later Siitra liverature,
Profs. Macdonell, Kecith, Winternitz, Caland, Burnell,
Jacobi, Waber, Sistri, Apte and others have mentioned
about both vocal and instrumental music, while discussing
the Vedic licerature.  In the classical and the post-classical
pertods, many new types of veepa like ddravi, gitra, citrd,
vipaici, raudri, kiirmi, brabmi, katydyapi, etc. and drums
like puskara, bhanda, panava, mydariga, ctc also evolved.

While commenting on the Grhyasitra, Dr. Apre has
made references about music that was culwred by the
Vedic people. He has said: “Music or sarigeeta of all
three types (‘nrtyam, gitam ca vaditram') as well as chariot
taces and gambling continued to be the principal amuse-
ments of this (Sdtra) period™. In the Samaveds (1. 22, 11)
and the dfvalayapa-grbyasitra (1. 14), we find descriptions
of lute playing, dancing and singing, in connecrion with
the simantonnayana ceremony, It is, therefore, proved thac
the Vedic people did systematically culeure the are of
music. The later Hindu society of India borrowed music
from the pre-Vedic and Vedic people thus leaving behind
a tradition of culeure that eoriched the art of music
of India,

Now it may be taken for granted that Vedic music was
much more developed and systematic with its Axed tones
and scales, and that the pre-Vedic and Vedic music owed
much to the undeveloped system of music of the most
ancient primitive people. The diggings of the mounds of
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the prehistotic [ndus Valley cities have astounded the
people of the world, by furnishing some crude types of pipe,
lute (veepa) and drum of different sizes, together with che
bronze figurine of a nude dancing girl, which prove the
practice of music in cthe socicty at least five thousand years
ago. The Vedic literature also furnishes various references
of Vedic music. By ‘Vedic music® we mean the samans
with tunes. When the rc stanzas were ser to tones and
tunes, they were called the Vedic music, simagana. The
simans used to be sung in dilferent forms in different
Vedic recensions (fakbds), The Puspasiitra and the
Naradisiksi have fully described about those recensions
and different mecthods of singing. The Vedic tones
were used in the Vedic songs, and they were prathama,
dvitiya, triiya, caturtha, mandra (paficama), atisvarya (sagtha)
and krusta (saptama). The tones of the Vedic music were
in downward movement (svarobans-krama).  Generally
theee, four, five and six tones were used in the samaging,
and seven tones were used by the followers of the Kanthuma
recension,

The sémans, as mencioned in che Vedas and the Vedic
literature, were the songs, set to tunes, According to Jaimani,
the songs were but the internal effores (abbyantare-prayatna)
of the priestly class: *gitirnama kryabbayantars-prayatna-
janita-svara-vifesinam-abbivyafijikd  sama-fabdaibbilipya”.
Sayana, the commentator, bas said that the samans were
the songs, constituted out of the rc stanzas and the tones
like krusta, prathama, ctc.; ‘‘sima-iabdavicyasya ganasya
svaripamrgaksaresu krugtadibbib saptabbib svaraib aksara-
vikiradibbyasca nispadyate|krastab pratbame dvitiyastrtiya-
caturthab paficamab sasthascetyete saptasvarih’ [ te  cavyan-
tarabbedairvabudbi bhinnih." It is said thac the simans
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used to be sung with different modes and ways: “vabu-
bbib prakarairganatmakam yat simasvariipam niripitam”.
Sdyana has also said: ‘“‘simavede sabasram gityupayah”.
The samans were sung according to akgara-vikira (alteration
of letcers) like wislesana, vikarsapa, abbydsa and virima,
The stobbas used to play an importane pace in the singing,
Jaimind has said in che Mimdnsidarfanse (1. 2. 26): *sa
niyata pramina rei giynu,fm:-'.mm padaniribo ya mypakgara-
vikiro visleso vikarsapamabbyiso virimah stobba ityevami-
dayah sarve simavede saminiyante’ . The eclongated leters
BEE oo s Biommmminbopeiinai annsini Daavanuasi | MG
were known as stobba. In the present-day system of
classical music, the stobbas are used with elongation of the
vowels, which create vital force in the songs, To cite an
example, the parc of the songs: “devadeva mabideva
ganripati mabefvara”', ete. when sung as “de-eva-a de-cva-a
mahi-a-de-e-va-a"' ete., the clongated vowels are the stobbas.
Regarding the stobbs, Siyana has said: ‘“adbikatve
satyrg-vilaksand-varnah stobbap”. The stohba was divided
into varpastobba, padastobba and vikyastobba. Like the
processes of mutilation and elongation of the letcers in the
seanzas, the method of obliteration or deletion of lecters
(varnalopa or akgaralops) in the songs were also found
necessary, and so Sdyana has said : ““aksaravikira-stobbadivat
varpalopo’pi  kvacid gitibeturbbavaii”. As for example,
the word ‘“agna ayahi"" was uttered in che singing as
“ognayi’’. This rule used to be specially observed in the
geyagana, veyagana or vegana, yonigana, etc. In fact, the
simans were composed and practised in ditferent manners,
In the Ré-pratifikbya, the Vedic tones are called the
‘yama’, the root meaning of which is ‘to control® or ‘to
tegulace’.  So, as the tones vse to control, conduct and
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sustain the structure of the simagana, they are known as
‘yama’, The word ‘yama’ has been used in the Yogasitra
of Patafijali to connote the idea of control: “yama-niyama-
sana-prapayama’’, etc. In truth, the seven tones are the
fountain-head of not only of the scales and modes of the
saman singing, buc also of che later evolved ragas, tina,
miircchand, alamkara, mels or melakarti, sthiya, prabandba,
etc. and so they are regarded as the basis or ground of
music of all times,

Some are of opinion that the tones of the Indian music
are borrowed from the foreign nations like the Arabs,
etc., observing the similarity of names of the tones of both
the systems, Indian and Arabian. "But that is not the
fact. The names of the Arabic tones are: jek, du, si,
tschir, peni, schesch, and beft (=sapta), and they resemble
the names of the Vedic tones, prathama, dviiiya, triiya,
caturtha, paficama, sastbs, and saptama. To make it
explicit, it can be shown by means of the chart in a
comparative manner :

VEDIC TONES

Arabic tones Indian tones European
| tones.
Sd:]ukr# Bengali
1. jek prathama cka C
2. du dvitiya du or dui D
3. i trtiya tin E
4. tschar caturcha cir F
5. peni paficama panca or
paiicama G
6. schesch sastha chaya A

7. heft saptama sdta B-Hat

et T g



8 A HISTORICAL STUDY OF INDIAN MUSIC

Catl Engle’s statement can be mentioned in this
connection to make it more clear, He has said in his
article, On the Musical Scales of Nations: “In the
music of the Arabs, we also meet with similar intecvals
than our semi-tones. The notes of che Arabic scales, which
are designated by the number from 1 to }‘......jrcé. du, s,
tschar, poni, schesch, beft (also, as in our own music, by
the fiest seven letters of the alphaber, which are in the
Arabic alif, be, gim, dal, be, wan, zain) ace sub-divided
into seventeen one-third tones”.  As for example,

Yk du si eschidic  peni  schesch  heft
C D E I G A B-Aac

As regards the question of borrowing of the tones of
the Indian system of music from those of the Arabian
system, it may alternately be taken that the Arabs
incorporated in their system the names of musical tones of
the Indian system of music, as there was a close relation
beeween India and Arabia from very ancient time by
means of interchange of trade and commerce, Prof.
Calmet has said thac before the death of the Prophec
Mohammed (632 A.D.), music was current in Arabia in
a developed form. The Arabs also borrowed many cthings
from India chrough the medium of trade and commerce,
and not only the Arabs, but all other nations of the world
were also indebted to India in many respects. Greece,
Rome, Mesopotamia, Chaldea, Assyria, Korea, China,
Japan, Germany, Russia and other ancient civilized countries
enriched themselves by borrowing ideas of art, religion and
philesophy from India. From the pages of the history of
the world it is evident that the Greeks specially borrowed
many materials of culture, art, and civilization from India
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in ancient time. Dr. Lecy O' Leary has admitted thae
the Pythagorean elements can ultimately be traced to an
Indian source.*

Sic John Malcolm is of opinion that the Persians
borrowed many macerials of music from India, He has
admicted:  “They (Persians) have a gamut and notes.
and a different description of melody, but they cannot be
said to be fucther advanced in this science than the Indians,
from whom they are supposed to have borrowed it”.*  Carl
Eagle has also said in cdnnection with his discussion on.
the Arabic intervals that the Persians appear to have em-
ployed ac an early period similar intervals of the semi-tones..
“After the conquest of Persia by the Arabs, about the
middle of the sevench century of our Christian cra, the
music of the Persians and Arabs became, so to say, amal-
gamated, and they are still treatises extent of early Arabian.
and Persian theorists, in which the system of one-third
tones is exhibired. Afterwards, however, some of the
Persian musicians adopred a system of twelve semi-tones.
in the compass of an octave, like our chromatic scale'’.®

Allain Deniélou has also discussed on the similar pro-
blem, though in a different way. He has said: “Ic seems-
that some of the conceptions, which are the basis of Hindu-
theory, were known in Europe at the end of the middle
ages, ptﬁbabl}r not through dicect influence, but by way of
Egyptian and Pychagorian traditions, transmitted to the

1. VideDe Lecy O'Leary: Arabic thought and Its Place in
History, p. 10.

2, CE, Sic 5. M. Tagore: Universal History of Music (1896),.
P- 49

3. Vide The Hindu Music, pt. lI, edited by Sir 5, M, Tagore,.
P. 494 '
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Arabs and Byzantines”.* Regarding the antiquity of Indian
music, Swaimi Abhedinanda has said cthac che “Hindus
first developed the science of music from the chanting of
the Vedic hymns. The Simaveda was specially meant for
music. And the scales with seven notes and three octaves
were known in India centuries betore the Greeks had ic.
l’mhabl}r the Greelis learne it from the Hindus,, '  Allain
Dani¢lou has sec forth many reasons in favour of the anti-
quity of [ndian music in his Introduction to the Study of
Musical Scales. He has said: (1) “The musical syscem of
the Greeks had certainly not originated in ctheir country ..
One is bound to suppose that Pythagoras brought from the
East the musical system which was adopted by country-men
of Hellas. ...It was foreigners coming from [ndia, Persia
and Asia Minor the Phrygians Hyagnis, his son Maursyas
and Olympus, the Thracians Lions, Thamyris and Orpheus,
who imparted music to Greece. We, therefore, believe
until better information is obrained, that the Hellenic tonal
system had its origin in India or perhaps in China; the
Greek inscruments were all of Asiatic origin,,,....”"" (ii)
“Greek music, as it was actually played by musicians, being
of modal form, is necessarily included in the definitions of
ancient Mindu music,,,,Greek music, like Egyptian music,
most probably had its roots in Hindu music, or, ac least,
in that universal system of modal music of which the cradi-
tion has been fully kept only by the Hindus"."

4. Vide A Daniélou: Introduction to the Study of Musical

Seales (1943}, p. 139,
5. Vide India and Her People (1945), p. 216,
6. CE Introduction to the Study of Musical Scales, pp. 93-94.

7. Ibid., pp. 159-160.
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Dr. Arnold Bake's statement has also thrown light upon
this problem, though in a different way. He has sid:
*“The Greek theory dominated the development of music in
the West, to such an extent that even Church music in
Russia followed rules derived from it till the most recent
times, and music in the West of Europe, specially
ecclesiastical, was under its sway for centuries, Whereas
the whole Hellenistic world had adopted it already at the
beginning of the Christian era,.,.....”". Thus from all these
comments we comie to the conclusion that all the ancient
civilized countries of the wotld, drew inspiration and
received impetus in the art of music from lndia.

In the beginning of the Christian era, some new
ragas and gitis were included in the category of formalised
regional (defi) type of music which fourished side by side
of the gandbarva type ot music, the nucleus of which is to
be found in Blarata's Natyasastra, and Fully delineated in
Matafiga's Brhaddesi of the 5eh-7th century A, D,

The gramardgas had their origin in the jatis or jatirigas,
having their bases in the two gramas, sadja and madbyama,
(““jati-sambbutarvas gramarigani”). The' gandbira-grima
fell out of practice at that time. Later on different kinds of
mixed (mifra anga) rigas evolved from the gramarigas. The
mixture of the Aryan and the non-Aryan tunes (rigas) com-
menced from the 3cd-sth century and continued up to the
12th-13¢h century A, D,, and this admixcure is evident in
the works like Brbaddesi, Sangita-samayasira and Sangita-
Ratnikara, The Turkish, Scythian and Persian tunes were
also adopted in the stock of the Indian classical music,
making them suitable to the taste and temparament of the
changing society, The fusion ook place mainly during the
periods, sth.ych and 11th-13eh centuries A, D. The
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ragas were characterised by ten essentials like sonant,
consonant, assonant, dissonant, etc., and there was a p:rfccl:
consonance (svara-samvada) between the notes, hrst and
fourth and first and fifeh, as was vogue in the ancient Greek
music.

To give a brief account of the eatly form and theory of
music of Greece, which were devised by Pythagoras and his
dovout fellowers, 1 shall take privilege to quote most of the
meterials from Prof. John Burnet's Greek-Philosophy (Thales
to Plato), where the eacly Py:hugumun mustcal and medical
theories have been discussed. It may be taken as cerrain thac
Pythagoras himself discovered the numerical ratios for the
determination of the concordant intervals of che scale.
Pythagoras was a Samian, and he migraced co ltaly 'because
he disliled the rule of Palykrates’. It is said that Pytha-
gotas flourished in 532 B.C,, but as no actual dates are
known, says Prof. Burnet, it is safe to say thac his acrivity
belonged mainly to the last quarter of the 6ch century B.C.
Regarding the Pythagorean musical theory, Prof. Burnec
has said that when the Greeks called certain intervals con-
cordant, they were :[linking primarﬂ:,r of notes, sounded in
succession and not simultancously. “In other words, the
term refers to melodic progressions, and not to what we call
harmonious chords.  The principle is ultimacely the same,
indeed, but it is ofcen of importance to remember chac cheee
was no such thing as hatmony in classical Greek music, and
that the word ‘harmon}f’ means in the Greek language,
ficse ‘tuning,” and then *scale’ "',

In che time of Pythagoras, says Prof. Burner, the lyre
had seven strings, and it is not improbable that the eighth
was added later as the result of his discoveries. All the
strings were of equal length, and were tuned to the required
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pitch by tension and relaxacion. This was done entirely
by ear, and the fiest thing was to make the two outside
strings (bypaté and meté) (high and low) concordant, in the
sense explained, with one another, with the middle string
(mesé), and with the string just above it (gritz, later
paramesé). “The notes of these four strings were called
‘stationary’ and were similarly related to one another in
every kind of scale; the notes of the other three (or Four in
the eight-stringed lyre) were ‘movable’, and scales were
distinguished as enharmonic, chromatic and diatonic (with
their varieties), according as their strings were tuned more
or less closely to the same pitch by as lictle as what we call
a quarter-tone, as much as what we call a double-tone, It
is obvious that none of our scales could be played on a
seven-stringed lyre, tuned to the diatonic scale, is required
for them. Ewven in that scale, however, the Greeks did not
recognise the interval we called the third as concordant,”®
Prof. Burnet has said that it is quite probable that
Pythagoras knew the picch of notes to depend on the rate
of vibrations which communicate *beats’ or pulsations to the
ait. That was also familiar to his successors; but neither
he nor they had any means of measuring the rate of vibra-
tions, As, however, the rate of vibration of two similar
strings is inversely proportional to their length, it was possi-
ble for him to transform the problem and attack it on that
side. The lyre did not immadiately suggest this; for its
strings were of equal length, but a few experiments with
strings of unequal length would establish the cruth.  Prof.
Burnet says that Pythagoras doubtless used a simple aparatus

8, Vide Dr. Burnet: Greek Philosopby (Thales to Plato),
p. 46. '
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consisting of a string which could be stopped at different
intervals by a movable bridge, and in this way reduced the
experiment to a simple comparison of lengths on a single
string., The resule was to show that the concordant inter-
vals of the scale could be expressed by the simple numeri-
cal ratios2: 1,3: 2,and 4: 3, or, taking the lowest
whole numbers which have these ratios to one snother, that
the four stationary notes of the lyre could be expressed thus:

6 8 9 12

To represent these four notes by those of the gamuc in
descending order, it can be shown,
Nets Paramese Mess Hypaté
Mi Si La M

Now we may explain the discovery of Pythagoras as
follows:

(1) “When he took a length of string double that
which gave the high Mi, it gave the low Mi. That is the
interval which we call the octave and the Greeks called
didpason. It is expressed by the ratio 2: 1.

(2) “When he took alength of string hall as long
again as that which gave the high Mi, ic gave La, Thae
is the interval which we call che fifch and the Greeks called
diapente. It is expressed by the ratio 3: 2,

(3) “When he took a length of string one-third again
as long as that which gave the high Mi, it gave Si.  That
is the interval which we call che fourth and the Grecks
called diatessaron. It is expressed by the ratio 4: 3.

(4) “The compass of the octave is a fifth and a fourth
(3 x $=2%%), and the note which is a fifth from the neté
is fourth from the bypate, and vics versa,
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(5) “The interval between the fourth and the Gfih is
expressed by the ratio g : 8. Thisis called the ‘tone’ or
pitch par excellence (probably from its importance in attun-
ing the two tetrachords to one another),

(6) “As there is no (numerical) mean proportional
between 1 and 2, neither the octave nor the tone can be
divided into equal pares™,

Now this divisions remind us the division of tones by
Bbarata, by means of the cala (shifeable) and acals o druva
(non-shiftable) veends,

Prof. Burnet is of opinion that there is a good reason for
holding thac Pythagoras did not go any further than
this, and no attempt was made to determine the ratios.
between the ‘movable” notes of che cetrachord till rthe
days ot Archytas and Plate. Aristoxenos tells us that
the diageams of the older musical theorists all teferred to
the enharmonic scale, which proceeded by what he called
quacter-tones and a double-tone; but Pythagoras could not
admir the possibility of quarter-tones, since the tone did
not admic of equal division, “The internal notes of the
tettachord must, then, have been regarded as of the pature
of the ‘unlimited’, and the ‘limit’ was represented only by
the perfect concords”’.

Peof. Burner has further said: «Now if we look at
the four terms which we have discovered, we shall find
that 8 and g are related to the extremes 6 and 12 as means.
The term g, which represents the note of the mes, exceeds
and is exceeded by the same number, namely 3. It is
what is called the arichmetical mean, On the other hand,
the term 8, which represents the note of the paramess,
exceeds and is exceeded by the same fraction of the extremes;
for 8= 12—3A%=6+43% . This was called the subcontrary,
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ot later, for obvious reasons, the hacmonic mean. The geo-

graphical mean is not to be found within the compass, of a

single actave’ ',

From the statement of Nirada's Naradisiksé of the
1st century A, D., we come to know that the microtonal
units (frutis) were in use in both the gandbarva and for-
malised desi types of music. The microtonal units or
microtones are the minute perceprible tonas. Bharata has
analysed the seven lawkika tones, gadjs, ctc. into twenty-
two minute tones (§rutis) on the basis of the genus-species
or jati-uyakti {cause-cfiect) theory, as devised by Nirada.

The period covering the sth-7th century to the 13th
century A. D. can be considered as the period of renaissance
in the domain of Indian music, because during chis periad
many old and pew rigas came into being from differenc
sources, and they enriched the treasury of Indian classical
music, The rdgagitis were known by their respective rigas
during Matanga’s time, and many new rigas and gitis
evolved from them. The riges were decermined by
different miircchands, whicli were again replaced by melas
or thitas or melakartis in the 16th—17th cenwury A, D,
The intuitive authors and artists of music considered the
ragas as the living embodiments of divine spirit, and they
made them surcharged with aestheric or emotional senti-
ments and feelings (rasa and bhava), composed the dbyina-
formulas, and painted their exquisite colourful picrures
«(ragamald), which came to be known as the visualized
music,. Well has ic been said by Prof. O, C. Gingoly
in this connection that each riga or melody was then
dedicated to its own theme, its ethos, its presiding genws,

g. lbid., p. 48,
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ies devatds. And it was by the prayer of the adept
musician, the singer, or the interpreter, who had to immerse
in che theme and identify himself with it, that che devatis—
the spiric of the riga was made visible (mértimanta) in the
symphonic forny,—the nadamaya rdpa, and thus they used
to visualize the image of the raga in ecstatic vision,

Different kinds of musical phrases (sthaya) and composi-
tions (prabandba) were in use even at the beginning of che
Chriscian  era, and they have been described in Bharata’s
Napyasfistra in  connecrion with the classical dramatic
performances. Matanga, Pirfvadeva and Sdratigdeva have
claborated them in a systematic and scientific way in
their respecdve works.

The history of development of classical music of South
India is also interesting. In ancient times, there was no
such artificial line of demarcation, dividing the music of
India inte Northern and Southern c.nr:gurics. Probably,
during the 14th-16th century A.D., Midhava-Vidyaranya
(r302-1387 A.D.), Rimimatya (1550 A.D.), and Punda-
rika Vitthala (1590 A.D.) flourished, and propagated the
genus-species (janya-janaka) principle of the ragas, with
mukbiri as the standard scale (fuddba-mels). The sysem
of the South Indian music gradually began to twke new
shape, and afterwards became different from that of the
Nocth Indian music. Afterwards Somandth (r6og A.D.),
Govinda Diksit (1614 A.D.) and Venkatamakhi (1620
A.D.) Rourished wich a new vision. The introduction of
the seventy-two melakartas by Govinda Diksit and Venkata-
makhi brought into being an altogether different mode in

g Ibid., p. 48.
2
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the South Indian music, But it should be mentioned
in this connection that in spite of che introduction of the
seventy-two melakartds or thatas, only nineteen out of them
were practised during Vedkatamakhi's time. The tonal
forms of most of the rages of the South Indian system were
also different from those of the North, The vatious padam,
krti or kirtanam, varpam, rEgﬂmifiﬁE. pl“:‘ul. contributed
by Purandaradisa, Ksetrajia, Tyagardja, Sydmd Sastri,
Muthusvimi Diksitar, Svati Titunal and others, enriched
the South Indian music,

The history of music of Bengal and Assam is equaly
interesting. We learn from the history of Bengal that
classical music and dance were extensively cultured during
the rules of the Gupta, Pila and Sena Kings, Bengal was
then known as ‘Greater Bengal,” having within ics fold the
modern states of Assam, Bilidr, Bengal proper (Eastern and
Western), and Orissa,  The classical dance and music, as
expounded by Muni- Bharata, in the Napyabastra, were
propetly practised by the Devadasis or temple dancing.gicls
in different temples of Greater Bengal. During the reign
of Maurya Chandragupra, and specially during the time of
the Great Emperor Afoka, Indian music was introduced to
the Central Asian countries by way of Kashmere and Tibet,
by the traders and religious missionaries. The music of
the countries like Kuchi, Khasgarh, Samackand, and
specially China were enriched by the process.

Now we find that during the 1oth-x1th century A.D,,
the classical ragas and talas were used in the religio-mystic
songs of the Buddhist Siddhichiryas of the Vajraydna
and Sahajayana schools. In the early rath century
A.D., Thikur Jayadeva of Ninnur (Birbhum) composed
the Gitagovinda-padaginas, and they were used to be
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sung wich different classical ragas and talas. The ragas of
the caryipadas and the gitagovinds were differenc in their
sttuctures from those of the presenc-day system of the
Notth Indian Hindusthinl music. Buc they can be
sung correctly by changing the standard scale that
determines the tonal forms of the rigas, prevailing in these
days. During the r5th-x6th centucy A.D., $ri Chaitanya
(1485-1533) composed the nama-kirtana ouc of che macerials
of the caryd, pgitagovinda-padagina, paicali, krsna kirtana,
baul and other religio-devotional songs that were cutrent
before and in his time. The nama-kirtana, though very
simple, enriched the music of Bengal by its charming pathos.
The kirtana-type of devotional song was composed, and used
to be sung in praise of the Lord of the universe, superman,
gods and goddesses, and heroes. It was known as the “&irti-
githi-gana’. It has been described as the prabandha-gisi,
having six limbs (afigas), in Ghanasy@ma-Narahari’s Bbakei-
. ratnikara, and the Gitacandrodaya. The six limbs of the
kirtigana ot classical kirtana ave: svara, virnda, pada, tenaka,
tala and pata, and they have been elaborately discussed in
Sataagdeva's Sangita-Ratndkara, and Narahari’s Bbakti.
ratnakara, lts allied classical prabandhba-gana is the kirti-
labari-gana which has also been described in the Saigita-
Ratnikara,

Afeer 511 Chaitanaya, Thakur Narottamadasa (1 6th
century A.D.) devised the lili or vasa kirtana, which was
purely classical in form. He designed it after che prabandba-
gina, dbryvapsda. The rasa-kirtana was accompanied by
talas, which are described in Narahari’s (early 17th century
A.D.) Saigita-sira-satngraba and Subhankara’s Sasgits-
dimodara. In course of time, there evolved different schools
of padivali kirtana with diffetent styles [rom dilferent
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parts of Bengal, and they were garanhiti, reneti, manobar-
sabi, mandarini, jbarkandi, cte.  In the beginning of che
2oth century, Madbusudana Kinnar or Madbu Kao also
devised a new type of dbapa-kirtana, which was simple in
its form, and classical in character. The 18th century was
an epoch-making period in Bengal, as many ol the stalwarts
in the field of music, viz. Kavirafijan Rimaprasid Sen
(1720 or 1730 A, D), Rimanidhi Gupta or Nidhu Bibu
(1741-42 to 1838-3g9 A. D.) and others enriched Bengal by
their classico-Bengali songs, Vishnupue (Bankurd) became
instcumental in infusing new spirit and inspication into the
domain of classical music in Bengal. Many of the
Muslim Ustids from Delbi and Aprd sewtled in Bengal,
and consequently Pithuriagh@i (Caleuea), Muleipgichi
(M}unmsingh}, Dacca, Gauripur (Assam), Gobardingi,
Agarcold, Chinsurdly, Hooghly etc. became the seats of
culture of classical music in Bengal. Sir Jatindra Mohan
Tagore, and his brother Sir Saurindra Mohan Tagore
helped much for the spread of the culture of classical music in
Calcutta and its adjacent places. The baul, bbatiyali, fari,
sarl, gambbira, tarj, pancili, kili-birtans, and ather socio-
teligious folk songs evolved in different parts of Bengal,
Assam’s contribution to the domain of Indian music is
none the less. During the latter half of the 16th century
A. D., Sankaradeva (16th century) preached a sort of
neo-Vaisnavism in Assam, He and his disciple, Madhava-
deva composed bargita, nikiya-gita, kirtana-ghosi, nama- |
ghosa, bbatima-gite, paydra, erc. in different classical ragas
and talas. These types of music of Assam may be
divided into four main groups: (a) vocal, (b) instrumenta,
(c) dance and (d) drama or @ikiya-nats. (a) The vocal music
is of differenc kinds, and they arc borgita (badagiti, the
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greac song), askiya-gita, jugal-patal, ghosa-kirtana, totii-
avredd, namapghosd and kirtana-ghosi. These are sung
with different fastric ragas and talas, These are entrusted
to differenc families and groups of people, known as
Giyanas, Bayans, Pathaks, Ojahs, Sutradhatas, Shayuba and
Udbdsin Bhaktas or Kewalid Bhakeas. (b) The instrumen-
tal music includes kbola, myrdasiga, bbortala, maiijari-tils,
nagard, ewc, Different talas ate played on kbols and mydasga,
() Dances ate of two kinds, ojipali and giyana-bayana-nyita,
(d) Dramas are of different types, and they are followed
by songs or kirtanas. The different types of songs (gitis),
as have been mentioned before, are still sung in different
Sitras, Nama-gharas and villages 10 Assam. The
Manipuwri dance and Firtans are regarded as the unique
contribution to the domain of Indian music. This type
of dance is always followed by themes, as are depicted in
the Radba-krsna-lili. The gestures and postures, together
with constume are beautiful and graceful. The kbols
(mydanga) accompanies the dance,

The history of the development of music in Orissa
is also very interesting. The sculptures of the Jain Cave-
temples of Udayagiti and Khagdagiri, of the temples of
Parafurdmesvara, Rijirdni, as also the colossal Sun-temple of
Konitka bear- ample evidences as to the development
of classical and folk dances and music in Orissa. The
Orissan dance and music, and different types of her folk
song consteue a fascinating chapter of Indian music,
The Abbinayacanidrikd, written by MaheSvara Mahapatra,
during the 1ath century A. D., has described the gestures
and postures, and different kinds of hand-poses (mudris)
of the Orissan dances, which differ from those described in
Nandike§vara's Abbinayadarpapa and Muni Bharaca's
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Natyatastra, Different kinds of musical insttuments of
Orissan type can also be seen in different sculptures of
Orissan temples like Kondrka, Puri, and Bhubanefvara.
Many of the treaties on Indian music were also composed
in Orissa from the early 12th century upto the 18th
century A, D, and of them the Giu-prskifd. Sanpita-
narayapa, Sangita-sarani, Sangita-kimoda, etc. are worth-
mentioning.

The history of Indian music is, in reality, very amazing.
From the primitive period right down to the present day, it
has created and is also creating a glorious history of its own,
and the music of the other nations of the world are much
indebted to it. Its range is vast, and so it is not possible
to enclose it within the narrow compass of a few printed
pages, still we are aware thac there is necessity for such
venture, as it will unfold before the eyes of the readers a
picture, however small, of the achievements of che historic
and glorious India in the domain of fine art of music.



CHAPTER 11
MUSIC IN THE NARADIBIKSA AND THE NATYASASTRA
1
The Naradisiksa:

Music lay asleep, as it were, in the womb of Nature,
and its awakening means its manifescation in the gross form
from the unmanifested causal one. The upholders of the
Saakhya and cthe Vedaata believe in the satkiryavads, which
means cffect is the manifested form of cause that exists
cternally.  They maintain thae everything comes our from
that which already exists in a causal form. The theory
of evolution also connotes the idea of gradual manifestation
of that which already existed in a subtle or causal form,
and involution implies the notion of going back to the
causal stace: “*mafab karaparlayah”. From chis ic is
evident that evolution means the manifestation of some-
thing in a gradual processs  Evolution is not, there-
fore, an entirely new thing, but the emergence of the new
form out of the ashes of the old one, with some necessary
changes like additions and alterations—adjustments and re-
adjustments, It has been mentioned in the Rgveda:
“isiiryacandramasan dhati, yatha pirmmukal’p@u". i.e. the
first-born Lord (Hiranyagarbba-Brahman) created (projected)
the phenomenal universe with its sun, moon, stars, etc.
as they existed in the previous cycle. The art of music
also developed from the causal state inco the gross form
through the medium of gradual progress, and it will go
on developing until it reaches perfection.
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The raga is the norm or matrix of Indian music, and it
forms the main stcucture of Indian music. Vhe word *riga’
occurs four times in the Naradifiksd: thrice in the second
section (kinds) and once in the fourth section of che
fiest chapter (prapathaka). It may be asked as to what
does the word ‘rdga’ signify. WNairada says that the grima-
ragas fully convey the idea and significance of the ‘rdga’
which means that pleases and soothes the mind of all living
beings (“rafijayati iti rigab”), Nirada has described about
the svara-mandala which is constituted of tina, riga, svara,
grama, mircchand, etc. Nirada says,

Sapta-svardstrayo grimd miircchandstekavirsacily [
Tana-ckonapaiicasadicyetat-svaramandalam / /

Further he says,
Tana-riga-svara-grama-miircchandnam cu laksmanam /)
Pavitram pavanam punyam ndradena prakircitam/ /

According to Nirada, tina, riga, svara, grima and
mircchand, that constitute the svara-mapdala, are sacred
and purifying, because they bring permanent solace and
tranquility to the minds of men and women. Some main-
tain that Nirada of the Siksd has used the word ‘raga’ in
the sense of a note (svare) and not in the sense of a melody
(raga) which is formed oucr of the combination of notes or
tones, and so he has used the particular word ‘rdgasvara’
instead of ‘raga’. Therefore the words in the floka: “tina-
raga-svara-grama’ erc. and ‘‘svara-riga-visesena ragasvara
iti smytab’ do not seem to be very happy. As a mateer
of fact the gramardgas are named afrer the initial notes
of the ancient gramas like sadja, madbyama and gindbira.
The practice of the grima-rigas were also current in the pre-
Christian era, and they are found mentioned ia the Great
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Epics like Ramayana. (400 B.C.), Mababbirats (300 B.C))
and Harivamis (200 B.C.)

Some hold that the Naradifiksi being a book of Vedic
prosody, has nothing to do with the topics of music. Bue
they are nor correct in their views, because the Naradidikss
deals with the [undamental laws and principles of both
the vaidika and lankika types of music with their uses of
metres, tones and tunecs, Nirada has also described the
essentials of vocal and instrumental music, based on the
three ancient basic scales or grimas like sadjs. madbyama
and gandbara, But, tru!y speaking, the use of the gindbara-
grama became almost obsolete during Nirada's time in the ;
15t century A.D. and he has admitted the face in the INS:

Sadja-madhyama-gindhirastrayo gramah prakictitah/

Bburlokdjjayate sadjo bhuvarlokicea madhyamah//

Svargannanyatra gindhire naradasya matam yathi/

The words *bhub’, *bbuvab’ and ‘svab’ connote the ideas
of nether or human world, ether or spiric world and wpper
world or devaloka. Now, what do we mean by ‘devaloka’?
The devaloka or upper world, in the ancient times, signified
the higher level of India which meant the Gandbira-desa
(modern Kandabara), inhabited by the semi-divine and music-
loving Gandharvas. It is said that the Gandbara-defa was-
sitnaced on the Norch-West Frontier of India as it is at the
present day, and it is believed thac it was the ancient site
where the civilization and culture of India had their dawn.
For this reason it was known as the sacred region of the
bright spirits or devas. And it is a fact that the Gandharvas
were fully conversant with the use and application of
the gandbara-grama in their system of music, which was
known as ‘gindbarva’. Nirada is said to be the pro~



26 A HISTORICAL STUDY OF INRIAN MUSIC

mulgater of the gindbarva school (sampradiya), and so it
is believed by some that he knew thac the pgandbiara-grima,
which was suitable for the gindbharva type of music for che
Gandharvas, would not be suitable for the music system of
the world, as the tonal arrangement of the gandbara-grama
was somewhac difficulc for improvisation in che practical
field. Bue this theory or belick does not seem to be sound
from the viewpoint of the strict logic, because we know that
Muni Bharata has also left our the discussion of the
gandbira-grama from the Natyaidstra, in the and century
LA D., though he has exclusively deale with the system of
the gandbarva music. He has also admicted the face that
the gandharva type of classical music was favourite and
pleasing both to the gods and thie Gandhacvas, He has said :.

Gandharvamiti vijieyam svara-tala-padistayam/ /
Aryarthamigtin devaodm tathd pritikaram punaly/
_ Gandharvandmidam yasmar tasmid-gindharvamucyate |

Thus we learn that though Muni Bharata is well-
acquainted with the pandbara-graima, yer he has not discuss-
ed ic in connection with the gindbarva type of music.

Some scholars are of opinion that gindhira-grima
evolved fiest, hence it is the most ancient of the three
gramas, While discussing about the gandbara-grama in
«connection with the article, Swrvival of the Useful in Music,
which appeared in the “Journal of the Music Academy,
Vo. XVII, 1946," (pp. 80-89), Prof. P. Simbamoorthy
has said: <O the Shadja, Madhyama and Gindhdra grimas
.mentioned in eatly licerature, the Gindhira-geima is che
-carliest, It is referred to in the Mahibhirata and in some
Purinas, It became obsolete by the time of Bharata and
Dactila”.  Further he has said: *In the Gi-grima, the
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Pairs of notes, s4 and ma, ri and dba, and ga and ni were
Samvadis. The ineerval beeween Ga and Ma, beeween Ma
and Pa and between Ni and Sa was the same, i, e. 10/9
ora Trifruei incerval. * ®* * The Gandhargrima, in
course of time was ignored because its Rishabha, Gandhara,
Dhaivata and Nishada were re-discovered in the Mircchani,
Uttarayatd of Sa-gedma and in its reduced Pafichama 4o/27
in the Madhyama-gedma, The Svaras of the Ga-grama can
even now be heard in the Vedic chants (not cthe Simagina)
of the Vaidikas of South India”, While discussing sbout
the gramas in the Expert Committee Discussion of the
Music Academy Conference, Madras in 1958, another South
Indian Scholar, Sri Rimandchan also discussed about the
gandbira-grima on the basis of the fruti values as given by
Sﬁraﬁgnlcw 10 the Sasigita-Ratnikaral Siraflgdcva h!s shown

X Sirafngdeva has quoted Nicada of the Siksi  for the
values given by him. The gandbara-grima has been referred
to after the sadjs and madbyama gramas, and it is evident that
with the inddba-svaras of the sadjs-grama as the basic scale, the
notes of the gandbara-grama were evaluated, Sarahgdeva saysin the
SRK: “Gandbira takes one druti for pjabba, which means that
rgabba  gets reduced from its tri-frati value to the dui-Sruti
value 1615 ; gindbara also takes one Sruti from madbyama,
which means that ga@ndbdra is raised by a froti, ie. its value is
raised to 65 from 32/27, and in consequence, the original
interval of 9 /8 that existed between gandbara and madbyamas now
becomes a tri-fruti interval of 109, The dbaivata takes one Sruti
from paficama, which means that paiicama gets reduced to the
frequency of 4027, Nisads takes one fruti from dbaivata, which
means that dbaivata gets reduced to 8/5; migida also takes one
fruti from tara-gadija, which means that che frequency of misade
gets increased from 16/9 to 9f5™.
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that the sruti value of the gandbira-grima is identical with
the dhaivata-miircchand of the sadja-grama, and can be
equated with the wvilarippailsi of the Tamil sources. So,
according to Srl Rimandthan, it fell into disuse owing to
the difficulty of negotiating the two madbyamas.

Dr, B, Chaitanya Deva has also discussed che frusi-
problem of the grimas in a somewhat different manner.
According to him, the oldest defined scale was of the
siman chant and ic closely corresponded to the Sa-grima,
“Hence it is safe to assume®, he says, “thac this grama
(sa-grima) is the oldest of the three and the other two
are later developments'’. Regarding the primas, sadja and
madhyama, he has furcher said: “lt can also be noticed
that S2 and Ma gramas have the mosce balanced pairs
of tetrachords. DBue, in S:f-grﬁmd, whereas Sa and Ma have
both fourths and ffchs, Pa, ao important note, has only
a fifth (s4) and no fourth. To rectify this, another scale
had to be formed wherein Pa found a fowrth and fifth.
Since the scales were descending, Pa is lowered by a
comma (it is to be noted that Ri is not raised) resulting in
Ma-grama. In this scale, though Pa has acquired a fourth”
(vide Drone in Indian Music, in cthe Journal of the MMA,
Madras). Regarding the obsvlete use of the gandbara-
grama, he has further advanced the theory thac **with both
the scales combined, Ga has vo fifth and Dba lacks a foureh.
This drawback is amended by creating the Ga-grama where-
in the two notes find the requisite counter-parts in the other
tetrachords, Now, in the Ga—gr&ma, the madbyama, which
was shown to be a very important note in ancient music,
has only ome consonant, Further, the paficama has no
consonant note at all. Sa has only one consonant. Neither
are the two tetrachords balanced. These reasons mighe
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have contributed to the gradual disappearance of this
scale’’,

Some scholars are of opinion that the gandbirs-grima
is still in vogue by the name of sadbirita-grima like the
kaifika-grims which exists in the name of the dbajvata-
grima. IN. K, Bose has written a thesis on Melodic Types
of Hindusthan (1960), and there he bas said thac sidbirita
appears to have been actually called the gandbire-grima,
when it was originally borrowed from the Gandharvas.
The name was subsequently abundoned when it came to be
regatded asa derivative of the sadja-grama. This accounts for
the popular notion that the pandbirs-grima exists in heaven
only and not on the earth, One of the reasons for the
discontinuance of the name seems eo be the inconvenience
in using it, because the starting note of the scale was the
antara-gindbira and not the gandbara”, Buc it should be
noted in this connection that the names of the gramas,
sadja, madbyama and gandbira do ot occur by their
initial letters sa, ma and ga, but they are named so by
theic basic mircchands, which starr from the notes
of the said respective gramas, e.g. in the sadje-grama, itis
the mirechand, uttaramandri which starts from sa or gadjs ;
in the mmfb;} ma-grama, ic is the mircchand, sawvirdi which
starts from ma or madbyamas, and in the gandbirs-grima
it is the mircchand, nanda which stacts from ga or-gandbira.
Therefore it is neicher a fact that the sadja-grima signifies
singing with sadja. as éruti or tonic, the madbyama-grima
signifies singing in madbyama as fruti or tonic and the
gindbim-gr&ma as singing with gandbara as fruti to tonic,
nor does the interpretation that sedje-grama signify the
miircchands in the mandra-sthayi or lower octave, madbyama-
grama, the miircchanas in the madbya-sthiyi or middle
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octave, and pandbdra-grama, the murcchanis 1o the tara-
sthiyi or higher octave, but their names have been given
from the initial lecters of theic miirechanis. 5o whether
gindhara-grima really stacted from the antara-gindbira as
its initial letter or note should Eurcher be investigated wich
care. Now it is a fact that since all the important intervals
and scales were inherent and implied in the sadja-grama
and its mircchands, and since by the re-allocation of frutis
many new scales were obtained, the madbyama-grima
and the gindbdra-grims became practically useless,
The mircchanis of the madbyama-grima and the gandbira-
grama wete cither covered directly by the miircchanas of the
sadja-grama, ot indirectly by the resultant modes, obtained
by the re-allocation of sratis of the tones of the mirechanis
of the sadja-grama. Such is also the observation of Prof.
Simbamoorthy, while discussing on the evolution of the
scales.

Narada bas said that the praccice of the gandbira-grima
is restricted within heaven i.e. in the devaloka (and also in
gandbarvaloka). But in the Mababbarata-Harivathia, we find
mention of 3 gandbara-gramardgab’’, which means thac
the grimarigas were sung upto the gindbira-grima.
Nanyadeva of Michila bas also  described * obout  the
gandhara-grama, together wich the 3 gas, evolved from ir, in
the Sarasvati-bydayilambhara, the commentary on Bharata’s
Natyasistra. In the Sarigite-makaranda of Narada II, the
gandbara-grama has been described in this way :

Ri-ma-yoh Srutirekaika gindharasya saméraya/
Dhaivata-§rutireka ca nisida-Sruti-sarhsraya/ /
Gandharagtama-micaste tadd tam ndrada munih/

Pravartate svargaloke grime’sau na mabitale//,
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That is, if one Sruti is taken from each of the notes of
rsabba and madbyama and is added to the $rutis of nisida,
the scale or grama so formed is called the gandbira-grima
by Muni Narada (of the $iksd). This scale or grama was
ptevalent in heaven, and not on earth. Again Pauvndarika
Vigthala of the 15th-16th century A.D. has determined the
structure of the gandbara-grama chus:

Ga-nyoly sthine ri-dhau yarra laghu-sadja payo-ni-mau]/

Gandbiro madhyama-sthine ga-gramo yiastiko m:l;ak”: /,
That is, where rsabba and dhaivata are placed in the position
of pandhira and nigada, and nigida and madbyama in the
position of laghu-sadja and laghu-paficama, and gindbira
in the position of madbyama, it is known as the gandbira-
grima, according to the musicologist Yastika. Now, from
this determination of Pandit Vitthala we can  assume that ie
is difficule for the artists in general to present the scale which
is consisted of psabba having two frutis, madbyama haviog
three Srutis, dbaivata having two Sratis and nisada having
three Srutis, and for this reason it is probable that the use
of the gandbara-grima has become obsolete. On the other
hand, it is quite possible that as the tonal values of rsabba,
gandhira, dhaivata and nigids were re-discovered in the:
wttarayati-miircchana of the sadja-grima, together with its
reduced paficama as 4027 in the madbyama-grama,® so-

2 The frequencies of the notes or tones in the three gramas
with their cyclic cents are:
5 R G M P I3H M1
Sa-grimi... 1 10/9  32/27 4/3 3/2 53 1619
& 182 T 294 408 '?lg?- B84 096
Ma-grima,.. 1 10/ 32/27 4/3  a0f27 513 16/%
182 294 498 GEO 884 996
Ga-grama,., 1 16/15 6/5 4/3 4027 8/5 95
112 36 4498 620 _Bl4 1018.
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the use and utility of the gindhara-grama gradually fell
into disuse,

Niarada has mentioned about two kinds of veend,
gitra and ddravi in connection with two types of songs
(gana), vaidika (Vedic) and laukika (pose-Vedic). He has
said,

Diravi gitra-veend ca dve veene gilna-jatisu/,
Samiki gatra-veend tu tasyal spnuta lakgmanam /[,
Gitra-veend tu s proked yasydm giyaoti simagib/ [

There were two kinds of veend, diravi and gitra, to
accompany the vaidika simagina and thelaukika gandbarva-
jasiraga-gana, The word ‘gana’ here connotes the idea of
the samagana, and jati signifies the idea of che jatiripa-
gina, hence Nirada says that gitra-veepi was meane lor
the saman-singers. The gatra-veena possessed of a gourd
and a wooden stem, having five, six or seven sewings, le
used to be played in an inclined posture with the help of
fingers of the hands, and used to be placed on the thighs
of the player. Regarding the method of playing the pdira-
veepd, Nirada has said :

Hastau susariyukeau dhiryau janubhydmupaci schitau/

Guroranukrtim kurydd yathd jidnamaticbhavet/ /

Pranavam prik-prayuiijia vydheetostadanaataram /

Saviuim cBnuvacanam tato  vetcintamirabhet//

Prasarya cangulauh sarvd ropayet svara-mandalam/

Na cangulibhirangustha-mangusthe-ningulih sprsec/ /

From this ic can be imagined how scientific and methodical
was the method of playing of the veepi in accompaniment
with the songs.

Narada has also described about the tinas or elaborations
of the tones. There were 12 tanas in the sadja-grama, 20
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in the madbyama-grama, and 15 in the pandbira-grima=
total 47 tinas, Besides, there were 21 mircchanas in each
grama, and they were alloceed to devas, pitrs and psis or
gandbarvas. There were presiding deities of cach lawkike
tones, Nirada has said that vaidika and lawkiks songs
(ginas) possessed ten qualities, from which ten kinds of
elleces  were produced (gupa-vrttis), and they were raktam,
piirnany, alambream, prasannom, vyaktam, vikragtam,
flaknawn, samam, suhumiram and madburam. He has also
given the real signilicances of each such quality,  He says
that songs were signilicanc and meaningful wich these
qualities, and otherwise they were out of tones and tunes.

Narada has determined as well as defined the seven
gramaragas like gsidava, pasicama, madbyamagrima,
sadjagrama, kaisika, kaitika-madbyama, and sadbirita,
which are found clearly mentioned in the Kudumiimalai
Inscription of the gch century A.D., engraved under che
orders of Rijd Mahendravacman of the Padukotai Seace, South
India, Ile bas beautifully defined the cerm *gandbarvam’,
and says,

Geti geyam viduh prajiah dheti kiru-pravadanam/

Veti vidyasya samjfieyam gandharvasya virocanam/ [,
The commentator Bhattasobhakara explains the above floka
thus; “gindbarvasya agatam pgandbarvam tasyiksaropala-
ksitartha-pratipidanens virocanam  visesato rocanamuddi-
panam bbavati ga-Sabdena ganam leksyate, dha-kareps va-
kirena vaipikasya pravadanam * *; 1. e. when songs are
properly accompanied by musical instruments they are
known as gandbarvam. The gandbarva type of songs
was first promulgated by Druhina Brahmi or Brahmabha-
rata, and was there after enriched by Sadifiva or Sadifiva-
bharata and Muni Bharata and others,

3
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Bharata has identified the tones of the vaidike music
with those of the lawkika ones, and chis identification has
been made by means of tonal quality and their pirch
values. As for example, Narada says,

Yaly sirvagin@m prathamah sa venor-madhyamaly svaraly/,

Yo dvitiyah sa gindhara-strtiya-stvrsabhah smrah//

Caturthah sadja-itydhul) paficamo dhaivato bhavet/

Sasthe nisido vijiieyah saptamab paiicamaly smrtal//

That is, the tone prathama and its value (in the gina)
are equal to madhyama and its tonal value (in the venw i.c.
lankika classical type of music); the tone, duitiya and its
value are equal to gandbira and its value; trttya and ics value
are equal to rsabba and its value; caturtha and its value are
equal to sadja and its value; pasicama or mandra and its
value are equal to dhaivata and its value, and sastha or
atisvarya and its value are equal to misada; and saptama oc
krusta and its value are equal to paficama.

The ancient musical instruments, veend and the vens
were used for the types of music, vaidika, and lawkika,
or it might be possible that Vedic music used to be
determined by means of veend, and the lawkika one, by
means of venn or pipe, made of bone, woud or bamboo, It
may be asked as wo why the lute or veend was known
as the symbol of the Vedic music and the pipe or vepu as
that of the classical formalised defi and simple folk music. It
is a historical fact thac the pipe or venw is the most an-
cient musical instrument, which evolved immediately after
the instrument of percussion i. e, drum. In the primitive
time, the deum (dundubbi or bhumi-dundubbi) and the pipe
or Aute (vens or vahia) were used as musical instcuments
supporting the simple rude music of the primitive nations.
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Gradually the gut-stringed musical instrument of the rude
harp-size lute or veend evolved, and in the Vedic period, it
was considerably developed and used as accompaniment to
the Vedic music. The Vedic music was mote developed than
the simple songs of the primitive as well as prehistoric
vimes, It is also a fact thac the materials of the Vedic
music were taken from the folle music of the ancient times,
as it came to be regarded as a symbol not only of che folk
music, bue also of all kinds of music other than the Vedic
one. Similatly in the Vedic time, when the luce or veend
evolved in such a manner so as to accompany the Vedic
music, it began to be held as the symbol of the Vedic songs.
In Eact, musical insccuments used'to play important role in
the music of ancient times. In the Natyafistra, we find
that the drum, puskara used to determine the pitch values
of the tones of music. '

As regards the origin of tones, Nirada has suggested
that the musical tones evolved as if from the final vibration-
units of the rones (sounds) of birds and animals, e.g.
the final tonal vibrations of peacock resemble cthe tonal
pitch and value of the note, sadjs, and so it is taken by
some that sadja originated from the tone or sound of the
peacock. ~Similarly che sound or calll of the bull resembles
that of rsabba; the sound of the ram or sheep resembles
that of gandbdra; the sound of the crane resembles that of
madbyama; the call of the cuckoo resembles chat of
paficama; the sound of the herse resembles that of dbaivata,
and the sound of the elephant resembles that of nisida.
Perhaps some close observations were made in ancient times
to find out whether tonalities or pitch-units of the musical
notes resembled the sounds of the birds and animals, and
this fact is delineated in the Sanskeic scriptures like Ik-
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pratifakbya, Naradifiksd, Sargita-Ratnikara, ctc, However
this theory needs further testing in the light of modern
science and reason.

Narada has fucther deale with in the aphorisins 5 ta 12
of the fourth chapter in the Siksa the scientific expla-
nation of the origin of seven musical tones.  His statements
in the aphorisms 5 to 6 do not seem scientific, as he states
therein that sadja rises (originates) from the cheoar (kangha),
rsabba from the head i.e, mouth, gandbira from the nostril,
madhyama from the top pare of the palate, pasicama from
the conjunction of upper pare of the palate, chroac and mouth,
dbaivata from the inner pact of che brow (laldta), and nigada
from the conjunctions of all limbs, Bue, ic bas already
been said thac this explanation does noc  hold good, and so
Nirada has said,

Nisim kantha-murasthalu-jihva-dantaica safépialy/

Sadbhi safjayate yasmic tasmit sadja iti smgeahi/;

As the air passes through these six levels of nose, throat,
top pare of che palate, base of che palate, lip and ceeth, so
it is called sadja (‘sadabhighitit jayate iti sadja). Similarly
he has Fuccher said,
Viyul samucchico ndvely kaptha-§irsa-samiliacaly/
Nadatgsabhadyasmat tasmadesabha-ueyare/ |
Viayuh samutthito nabheh kantha-sicsa-samdhataly,
Nana gandha-vahah punyo gandhirastena heruni/ [
"Viyuh samutthito nibheruro hedi samahataly/,
Nabhim prapto mahanado madhymatvam samasnute//
Viyuh-samucthito nibheruro-hrdi-kantha-éirohacah /
Paficasthinotthitasydsya paficamatvam vidhiyate/ [
Dhaivatam ca nisidam ca varjayicva svaradvayam/,
Sesit-paficasthina-sthitatvena sarvasthanini dbiryate/ /
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From the above-mentioned &lokas it is evident that air
(vayw) or [riction of air in the process of conjunction with
the limbs originates musical notes or tones, and this state-
ment seems more scientific and rational. Bur it should be
noted that gsadja, rsabha, etc. are the formalised desi or
lankika tones, and they are also cthe classical ones. The
vaidika tones are different in their names and tonal values.
The names of the wvaidika ctones are: prathama, dvitiya,
trtiya, caturtha, mandra (paficama) atisvirya (sasths) and
krusta  (saptama). Narada has mentioned thac krasta
originates from murdbi (head), prathama from lalata
(forehead), madhyama from bbruva (middle of the eye-
brows), dvitiya and tytiys from karpas (cars), caturths from
kantba (vocal chord), mandra from #ra (upper part of che
palate) and atisvarya from the lower pare of the heart, These
patts are regarded as the bases of the vaidike or Vedic tones,
le scems to us thac those limbs are not really che bases,
but only the locations, where the Simagas used to rtouch
them with the help of their fingers in the time of singing.
So it may be regarded as one of the processes of observing
the time-units and metres of different saman-singings.
There is anocher method of observing times or time-
units and metres, and though Narada has given an evidence
of it, yet there is an anomaly of statement, because, while
giving examples of touching the fingers in the time of
singing the simans with the respective Vedic tones, he has
also mencioned about the lankika tones in a simultaneous
way. As for example, he has said,
Angusthasyottame krustohyangusthe prathamakh svarah /
PrideSinydm tu gandhira-tsabhastadanantaram/ /
Animikdyim sadjastu kanigthikiyam ca dbaivatah/
Tasyadhaticca yonydstu nigadam tatra vinyaset/ /
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Nirada has also dealt with the problem of microtones,
which were afterwards came to  be known as  jitis or causal
microtones (jitifrutis). He has enumerated the microtones
as five, and they are: dipta, ayaid, karuni mrdw and
mad by :

Diptayaidi-karupinim mrdu-madhyamayosthi /

Srutindm yo'visegajiio na sa acirya ucyate/ [

Nirada has definitely said chat a master (Acirya) of
music is he, who knows the intricate positions and problems
of the microtones. Regarding their bases (sthinas) on the
seven tones, he has said chac diptd resides o che Vedic
tones, mandra, dvitiya and caturtha; karund, in the tones,
atisvarya, triiya and krusta; and mpde, madhyami or
madya and dyatd in the tone, duitiya  The names of these
microtones (frutis) are very signilicant, as they convey
aesthetic sentiments and emotional moods (rases and bhivas).
As for example,

1, dipti— connotes the idea of bulliance, lusture,
stimulation, etc.

2. dyati— connotes the idea of broadoess, immensicy,
vastness, elc.

3. karupi—connotes the iden of compassion, piy,
sofeness, etc,

4. mrdu— connotes the idea'of timidness, softness,
tenderness, humiliation etc,

5. medhyamd or madhyd—connotes the idea of
medium, balance, control, etc.

Muni Bharata has devised as well as divided the twenty-two
microtones (frutis) on the basis of these five causal microto-
nes, as expounded by Nirada, and there occur some
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common names among the twenty-two microtones. As for
example,

Nirada Bharata
diped tivea
dyata kumudvatd
mrdu e manda
madhya e chandovati
kacuna dayavatl

The five causal microtones occue also in the base-tones
like udatts, anndatta and svarita—high, grave and circumflex,
Regarding it, Narada has said,
Diptamudacte janiyac diptim ca svarite viduh/
Anudatee mrdurjiieyd gandharva Eruri—sa]npadih;‘ k

There is a controversy regarding the exact date of the
Naradisiksa by Narada L. Some scholars ascribe the date
to the 5ch century A.D. and some to the 7th-gth cencury
A.D. But most of the scholars are of opinion thatic was
written in the 15t cencury AD., and this date has been
accepted for many reasons.

The Naradisiksa is a book on the science and are of the
Vedic meters, phonetics, tones and tunes and the method
of singing of the Vedic music, samagans. It is the most
important fiksi among all others, as ic deals with the
problems of music, both vaidiks and lawkika, Again it
should be remembered that the Naradifiksi has, for the fest
time, determined the fixed scale of the saman-singing.
The Vedic tones has been called as yama, meaning thar,
which controls the rtunes of the samagina, The Rk
pratifikbya states: “trisy mandradisn  sthine ekaikasmin
sapta-sapta yamih bbavanti”, j.c. three sets of tones
of the Vedic music formed the complece saptaka

-
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(European octave, containing eight tones, sa to sa) of both
the vaidika and lawkika music. So we ger the seven
tones from the three base-tones, wdatta, anuditta, and
svarita thus:

3and 5 4, 1 and 7 I[ 6 and 2
grave medium 1 high
(anuditta) ', (svarita) 1 (ndétea)

Similarly we get the seven tones of the pandbarva and
deii types of music thus :

ri dha sa ma pa | ni ga

2 6 1 4 5 7 3
(grave) (medium) (high)
bass circumiflex acute

Again from the fokas: *‘yab samaganam prathamal
sa vepor madbyamab svarah”, ewc., we ger the following
corresponding tones of both the systems of  music,
vaidika and laukika:

pmthama.............madhyama (ma),
dvitiya...,....ese..eeegdndhara  (ga)

(1777 PO 21 1T (xi)

caturtha. ves oossee s oo $9dj2 (sa)
mandra... ..t sessse.e.dbaivata  (dha) ni
atisVACY0uuas s vessesDisdda (o) } or < dha
Krusta, eees oo ssesensapaficama  (pa) pa
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Now, as the tones of the Vedic music were in down-
ward trend:, “kragtidayib wttarottaram nici bbavanti'
(—the Samatantea), so the Vedic scale is known as: ma, ga,
ti sa/dha, ni, pa (dha and ni being vakra), or as: magari -
safni dha pa (being straight) i. e, prathamas, dvitiya, triiya,.
caturtha, mandra, atisviryaand krugta,oc prathama, dvitiya,
trtiya, caturiha, atisvirya, mandra and kragts, The Vedic
tones had their movement towards the grave or bass—
‘mandra-gaiib’, '

Again the Naradifiksa narrates that there were differene
recensions (fakbids) of the Vedas, and the upholders of those
rencensions were divided accordingly into different schools.
or sampradiyas, The process of singing of different
simaginas were different due ¢€o their application of
different members of tone. The protagonists of some of the:
recensions used three or four ctones in their saman songs;.
some five, some six, while those, who followed the recension
of the Kauthuma sect, used seven tones. But usually five
tones were used in the saman-singing (simagans). The
Vedic tones had their definite piches and  values, and they
were extended upto three registers (sthanas), mandra, madbya
and tdra,—grave, medium and high or acute, Accord-

, ing to the Naradiiiksi, the svaramandala was in use in the
later system of the simagina. It is needless to mention
that the Vedic music, s@magina was the source or fountain-
head of all kinds of post-Vedic music. The folk music might
be the source of the refined and exalted music, but the
simagina was the source of inspiration of all types of music..

: IL
The Nagyaidstra:
During the time of Bharata, in the 2nd century A. D.,
the system of Indian music was very much developed. The
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renaissance of music in the beginning of the classical period
(600-500 B.C.) was contemporancous wich chac of in
Greece. Brahmi wrote his drama, Brabmabbaratam ac thac
time and formulated a new type of music, known as classi-
cal gandharva, Most of the materials. of the Vedic music
were incorporated in the gindbarva type of music. It was
systematically consticuted wich tones, microtones, scales,
mitrechands, tanas, ete, The science of che microtones was
much developed in Bharata’s time, and he devised ic wich
the help of two kinds of veena, acala, having fixed [rets
and cals, having shiftable frets, Bharata has formulaced
the principles as well as materials of the gandbarva on the
basis of those, as delineaced in Brahmi's monumental work,
and he has admictced che debe in cthe Nagyafasera. FHe
has called his drama the ‘Natyaveda’, which is known also
as che Paficamaveds or Gandbarvaveda, Like Nirada,
Bharata seems to have been a scion of the clan of the
‘Gandhatva. Regarding his Natyaveda-cum-Nagyasasira, he
has stated :
Satkalpya bhagavanevam sarvin vedindnusmaran
Nigyavedam tatascakre caturvedanga-sambhavam/ |
Jageaha pathya-mrgvedic simebhyo gitameva ea/
Yajurvedidabhinayiin rasinacharvanidapi//*

“The Lord Brahma desired to compile a science of
dramaturgy (Nagyaveds), and thus contemplating upon che
four Vedas, lic collected the materials chereupon and com-
piled che Nagyafastra. He ok the plots of drama from
the Rgveda, music from the Simaveda, the art of acting
from the Yajurveda, and aesthetic qualities from che

— . it

1 Vide Natyafastra (kivyamili ed., Bombay), 1. 16-17.
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Atharvaveda’. 'Now 1t is evident from chese lines that the
science of drama or dramaturgy, together with music,
already existed in the Vedic time, and Brahmi or Brahma-
bharata carried on his investigations in the field of drama,
dance and music in a novel way, with the help of the
materials, as contained in the Vedas and Vedic music. In
[ace, Bharata has compiled his Natyasastra, after following
the footsceps of his grand predicessor, Brahma or DBrahma-
bharaga.?

Besides the periods, ancient, mediacval and modern, the
history of Indian music can further be divided into three
sub-petiods, in a different way, and they are pre-fiti,
jati and post-jati periods. The Vedic period, with its
saman songs, falls within che pre-jati petiod; the jaei
period ranges from the beginning of the classical period
ie, from 6oo-500 B.C. toapproximately sth-7th century
AD. and the post-jati period begins nearly from the
time of Mataiga i.e. gth-7th century A.D. and is extended
.upto the present time, But this division is made, according
to cthe period of evolution of the jitis or jatirigas. On
the other hand, the previous divisions such as, ancieat,
mediaeval and modern are accepted by the historians.

The advents of Narada and Bharata were in che jati-
period, Both of them were great exponents of Indian
music, but their methods of treacment were different, to
some extent. Nirada was an annotator of music, obtaining
in the Vedic Siksds, and described both the types of music,
vaidiks and laskika. DBut Bharata’s treatment was more
claborate, methodical and scientific. Though he borrowed

1 “djniapite viditvabam mityavedap  pitimabd’—Nitya-
distra, I, as.
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most of the materials of music, dance and drama from
Brahma, the firstc-and foremost exponent of Indian music,
yet bis manner of exposition was new and novel. It has
been said before thag Brahma compiled the book, Brabma-
bbaratam, and similarly Siva or Sadisiva composed the book
on drama, Saddfivabbaratam. Abhinavagupta has mentioned
about them in his commentacy, Abbinavabbirai chus:,
“etena sadasiva-brabma-bharata-traya-vivecanena brabmama-
tasaratd pratipadanaya * * "i.c. 'lec me prove the substantia-
licy of Brahma's view on ndtya, alter sucveying the views of
Brahma, Sadasiva and Bharata’. From cthis it s understood
that Brahmd, SaddSiva and Bharaca, these three authentic
writees on dance, drama and music, were known ro Abhi-
navagupea.

It has aleeady been said thac duriug Bharata's time, in
the 2n0d century A.D., the gandbarva type of music was
m practice, which, in its turn, was divided into chree classes,
Ti:mplc, Court and Drama, The Temple music was sacred,
and used to be presented on holy occasions in the temples
and before ceremonial rites, The Court music was confined
to the Royal Courts, and the Dramatic music was used in
che dramacic pecformances (abbinaya), The laukika seven
ones like sadja rsabba, etc. together with two displaced or
fac (komala) tones, antard-gandbira and kikali-nisada were
used in those three classes of music. It should be noted
i this connection that during Bharata’s time, there were
ouly two displaced ot flat (vikrta or komala) tones, and they
were antara and bakali. Before the Christian era, we do
nor get any reference of any displaced tones. In the
Ramiyana, we find only seven pure (§uddba) jatis or jati-
ragas in use in all classes of songs. Even during the times
of Matanga (sth-7th century A, D.) and Parsvadeva (gthe
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t1th century A.D.), there were only two displaced (vikrta)
tones. In the early 13th century or a little before that, we
get mote displaced tones, and even gadja and paficama were
regarded as the displaced ones.  Sirafigdeva has mentioned
about ctwelve displaced tones: “fa sua vikrtavastha dvidats
pratipaditah”™. In the 16th cencury, twelve displaced tones
were reduced to seven (“vikrtafcaivipi saptaivetyevam sarve
caturdaiab’), and in the r7th century, during Venkata-
makhi's time, we find the vse of five displaced rones:
“svaral paficaiva vikrea”. Itis probable that the increase
and decrease in the numbers of the displaced tones were
found necessary to fic in che strugtures of the rigas in
different times,

Regarding the gandbarva type of music, Bharata has
said chat the teem ‘gandbarva® was known by its specific
macterials of svara, tila, and pada : “gandbarvamiti vijieyam
svara-tala-padisrayam” (KisT ed. NS, 28, 8). Now, what
did the terms, svara, tila and pads convey? Bharata has
defined ‘svard’ as tones, grimas, mircchanas, registers
(sthanas) like mandra, madhya and tira (low, mediom and
high), ewo sidbhaarpas (interinediace displaced tones like
antara gaindbira and kikali-nisada), four varpas like drobi,
avarohi, sthayi and saficiri), six limbs or arigas, alatkaras,
music parts or dbitus, etc. Similarly the term ‘tald’ signi-
fied avapa, nigkrama, viksepa, pravejika, §amya, yati,
prakarana, gita, avayava marga, padabbanga, etc., and ‘padd’
signified vyafijane, varpa, sandbi, vibbakti, akbyata,
apasarga, nipata, taddbita, chanda, wvrtta, jiti, etc. As
the materials of the gindbarva type of music were
collecred (amvista) from the Vedas i, from che Vedic
music, simagana, it was considered as vaidiks and apaurs-
seya ie. independent of man's creation. In face, the basic
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materials of the gandbarva type of music were craditionally
handed down [rom che most ancient times, and it was
afterwards modified by the experc musico-dramatises like
Brahmi, Sadafiva in the 600-500 B.C.

Muni Bharata has also adopted che gandharva cype
of music in the Natyasistra, but he has further modified
it in a novel way, Regarding the source of the gandarva
music, Bharata has staced: ‘‘asya  yonirbbaved pinam
veeni vathfastathaiva ca” (NS, 28.10), The word ‘gina’
signified the sacred Vedic music and the word ‘vasis’
signified the formalised defi music, The lute or
veena was the chief musical insceument of the Vedic
times, so the Vedic "music sometimes signified  the
word ‘veend’. Again, as the pipe or flute (vamia) of
bamboo evolved in the second stage of evolution of the
musical inscruments and the lute or veepd in the thied
stage, and as the refined Vedic music was mainly consti-
tuted out of the materials of simple regional-cum-folk
music of the primitive and prehistoric times, so the most
ancient pipe or vamhfa stood as the symbol of music, other
than the Vedic one. _

Bharata has desceibed eighteen jatis that evolved from
the two basic scales (gramas), sadja and madbyama, current
in his time (2nd century A.D.) The jaeis were the rigas
(melodies), or it can be said thac during the time of classical
period, the ragas were known by the term ‘jati’, che causal
or basic type of melodies. Bharata has divided the jatis
into two classes, pure (Suddba) and mixed (vikrta) and they
ates “jatayo dvibidbi $addbi vikrtifca, tatra Sfuddba
sadjagrame—gadyi, arsabbi sadbaivati nisidavati, pandbari
madhyama paficami madbyamagrame......"". These were
the pure form of jatis, evolved from the two grimas.
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Besides, there were eleven mixed jatis, and they were:
“sadjodicyavati, sadjakaiiiki, sadjamadbyami, raktagindhari,
gindbarodicyavi,
andbri, nandayanei, karmaravi and kaifiki”, The three jatis,
sadja, madbyama, and paficama were included in che

madbyamodicyavd,  gandbirapaiicami,

category of svara-sadhdrana, having their initial notes (svaras),
sa-ma-pa as intermediate ones.

Again the seven pure jatis were named after seven
tones (svaras), and che rest eleven ones were mixed, being
an almixture of two or three jitis. As for example,

1. Sadjamadhyamd  ...admixture of s3dji 4+ madhyama,

2, Sadjodicyavi w o sadji4-gindhari 4
_ dhaivati,
3. SHE{iakﬂigllﬂl soe " ¥ §5¢fi+g§udhiﬁ.

» sadji+ gandhand 4
dhaivati + madhyami.

4+ Gindhirﬂdit}rn VE e i

5. Madhyamodicyava ... i
dhaivati + madhyami,

6. Raktagiandhir i 5 gﬁudhiﬁ + paficami+4

v gandbari4 paficami4

; “madhyami 4 naisadi.
7. Andhei asia " » gandhad4 sadji.
8. Nandayanti ate o »» gandhari4- paficamni
+ arsabhi.
9. Karmiravi i i » naisidi 4-arsabhi4-
pancamt.
10. Giandhdrapafcami ... G ,» gandhari + paficami.
11, Kaisiki - ” ,» dhaivati + gandbiri, 4
sadji+ madbyami 4

paficami + naisadi,

In Bharata's time, the miirchands used.to play the role of
the modern thitas or melas or melakartis, so as to determine

the correct structure of the ragas,

Bharata has divided the.
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jatis into heptatonic (sampiirna), hexatonic (sidava) and
pentatonic (audava) forms, according to their number of
tones or notes. He has considered the ahsia as the most
important and prominent tone in the jitis  Regarding an
amia he has said : ‘rateatho ndma,
Yasmin-vasati riigastu yasmdccaiva pravactate/
Tena vai tira-mandrdnim yo'tyarthamupalabhyate/
Mandraiica tira*vigayil pafica-svarapari gauh//
Ancka-svara-samyogo yo’cyarthamupalabhyate /
Anyacca valino yasya samvadi cinuvadyapif /
Grahopanyasa vinyisa-vinydsibbydsagocarah/
Parivarya sthito yastu so’rhéoly sydd dada-lakgmanah/ /

That is, a tone or note was known as an adig, when 1t
possessed of ten characteristics like:

(a) the quality of creating impression of swectness
as well as that of actracting the minds of all living beings,

(b) the capacity of creating aesthetic sentiments
and moods,

(c) che power of manifesting upto five consequitive
tones in a downward trend in the lower octave (saptaka),

(d) which is surrounded by other tones,

(¢) the consonanc and the assonanc of which are
prominent,

(£) which is recognised by the production of the
initial tone (graba),

(g) which is recognised by the production of the
final cone (nydsa),

(h) which is recognised by the production of the
Apanyasa, and

() which is recognised by the productdon of the
vinyasd.
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Therefore, the term arnfs bore a special significance in
Bharata’s time, and as such whether s was equal to
vddi or sonant in its status, should be minutely observed.
But again we find that Bharata has dealt separately with
the problem of the determining tones like, vidi, samvidi,
annvadi and vivddi (sonant, consonant, assonant and
dissonanc) in the same chapter (28¢h, CE. Viranasi ed.):
“vidi  caivitha  samvadi  anwvidi  vividyapi”'.  In this
connection, he bas said:  *“tatra yo yatrimiah sa tasya vidi”
i.e. somechow or other an amie bears the similar status and
value of a vidi, and he has been supporied in this respect
both by Matafga and PirSvadeva,

Bharata has staced that there were 63 ahias in all in
the two pramas, sadja and madbyama. Macanga has
defined amfe in a more explicit manner. According to
him, an amis is that which gives birth to a rdgs, and is
sclf-sufficient  (vydpakd): ‘rage-janakatvat vydpakatvic-
cathiasyaiva pridbanyam”.

(a) “Yasminnamie kyyamiane ragabbivyaktir-bhavati
so"pyarfab”,

(b) “Yasca vabu-prayogatarah so'pyarniab™.

() Yo rdgasya vigayatvenavasthitah svardh so' pyarhiah”.

Matariga has said that an amiéa has a cendency of becoming
a vidi, and though Bharata has said thac an aia is also
known as a graba, yet there lics a difference between an ahia
(sonant) and a graha (initial). As for example, Matanga
has said: “ndnyevam grabimiayoh ko bbedab? wucyate;
amfo vidyeva param, grabasiu vidyadi-bbeda-bbinnaicatar-
vidhgh"} Pirivadeva has defined amid in the similar

1 Vide Brhaddeii (Trivindrum ed.), p. 56,
4
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way, He has said that an ahés means the prominent tone
ot fivasvara, and so it is also known as wvddi. Again it
should be remembered that among the seven tones, ahiia
used to possess the capacity of creating the tune, and so
it is known as the jivasvara: “‘sapta-svaranim madhye'pi
svare yasmin surigatah, sa jivasvara itywkte amio vadi ca
kathyate”.*

Bharata has given the full significance of the term,
riga by means of its ten essentials (dafe-laksanas). In
truth, the intrinsic natore of the ragas of all times, ancient
and mediaeval and modern, are determined by the ten
essentials, It has been said before that during Bharata's
time (2nd century A.D.), rigas were known by the
nomenclature of the ¢jatsi’, and I:hc].r were also determined
by ten essentials. As for example, Bharata has scated,
“‘dafavidha-jatilabsapam. |

Grahamau tira-mandrau ca nyisopanydsa eva ca/

Alpatvam ca vahuevam ca sadavaudavite rachd// 28,70

That is, jatis or jatirigas were determimed by the ten
essentials like graba (inicial), amfa (sonant), tara (acute),
mandra (bass), nydsa (fnal), apanyasa, alpatva (mrit}!).
vabutva (multiplicity), sddava (hexatonic form), and andava
(pentatonic form)." Bharata says that these are the essentials
or saliant features of a jati (jatiraga). From the beginning
of the Christian era upto the present time, there took place
many changes in forms, names and meanings of many
materials of music, including those of essentials or rags-
laksanas, yet the traditional method or process has been

2 Vide Sangita-samayasira (Trivindrum ed.), P 5

3 These have been fully discussed in my book :

Historical Daﬂﬂ'apmeu# of Indian Music (Caleuta :gﬁn:l',
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followed throughout the ages, in respect of determination
of the nature of a rdgs. Even in the present system of
Hindusthani music, this method has been considered as an
essential one. Pandic V. N. Bhitkhande has mentioned in
his Srimallaksyasamgitam (1934):

Laksandoi dasokedni laksyante tivadiditah/

Grahamsau mandratirau ca nydsapanyasau cathi/ /

Atha sathnyasa-vinydsau vahuevam cilpatva cachdy

Laksandni dasaitdni edginam munayo’veuvan/ |
So, from all chese evidences, ic will not be irrelevant to say
that the jitis, as defined and described in Bhara's
Natyafastra, were the rdgas (causal) chemselves,

In connection with the jatis, Bharata has dealt with the
downward and upward movements (mandrs and tira gatis),
four varnas like drobi, avarohi, sthiyi and saiiciri, different
alambkiras like prasannidi, prasaundnta, prasannamadbya,
etc., mircchands of the cwo grimas like wttaramandri,
rajani, ctc,, of the jatis, Fle has also described abouc the
basic grimaragas like sadjagrima, madbyamagrama, sidava,
panicama, sidbarita, kaifika and kaisiks-madbyama, which’
were elaborately depicted with notations in the rock-cuc
Kudumidmalai Inscription, installed by the Pallava Raja,
Rija Mahendravarman, in the gth century A.D,, at the
Padukotdi State, South India. In the 32nd chaprer (cf.
Virdnasi ed.), he has mentioned :

Mukhe tu madhyamagrimal sadjam pracimukhe smrtab
$adharicam tathd gacbhe mare kaiSikamadhyamah/ ]
Kaiéikafica tachd karyam givam nirvahane vudhail/ e,

These basic gramardgas were probably practised = even
in the pre-Christian era, as we find the statement of
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Brahm3 or Brahmabharata, as quoted by Matafiga in the
Brhaddesi:
“Mukhe tu madhyamagramah sadjal pratimukhe
bhaver/
Garbhe sadhiritaécaiva-avamarse * * tu paiicamah//
Citrasyastada$ingasya tvante kaisSikamadhyamah /
Suddhindm viniyogo'yam brahmani samudihgeah [ /

These &lokas are similar to those, described by Bharata in
the Nagyalastra (Vicinasi ed., 32 chapt. 453-454).

Vhe 315t and 32nd chapters of the Natyaidstra are very
important, as they deal elaborarely with the topics of vadya
and classical natyagiti like dbrava., The 315t chaprer con-
tains at least 545 flokas, and the 32nd one, nearly 484
flokas. According to Bharata, tila was known as ‘'ghand’
and time or kala as interlinked wich tale, The kalapita
was known as laya, and laya was divided into three, slow
(vilamvita), medium (madbya) and rapid (druta). Again
kalds were considered as divided into three parts, citr,
possessing two malras, vartika, possessing four matrds, and
dakgina, possessing cighc matrds. DBharata says chac tala or
time-unit used to be known by the measure of che kala:
“kald- kala-pramanpena tala ityabbidbiyate™ (31. 7). The
tala was of two kinds, soundless or beacless (n’fabda) and
with sound or beat (sa-fabda). The soundless or beatless
talas were of four kinds, famya, tala, dbruvi and sannipita.
Bharata has claborately described chese talas in the Nagya-
tastra. These tilas were again divided into slow, medium
and rapid tempi (layas),

Bharata has further described about wvasts and vidari,
of which a vasts was the part or form of a song, whereas a
vidari was the completion of a pada and a wvarpa. The
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musical essentials like ahia, nydse, apanyass, etc. were also
known as vastw. In fact, the dictionary meaning of a
viddri was a part or a division of a tone (svara) or a song
(gana). A vidari was divided into samudga, ardba-samudga,
and vivrta. Besides, it was further divided into maba-
vidiri, and avantara-vidari. In fact, the shore divisions of
a song or an dldpa was koown as a vidiri, and so, in that
sense, the ancient divisions (dbitus) of a song like
wdgraba, dbruva, melipaks, etc. and also the modern
dbatus like sthayi, antari, saiiciri and abboga are also
known as vidari,

Like vidiri, Bharata has dealt with the definitions of
yati and prakarana, which were essential in connection with
tala or thychm. A yati was no other than a method of
application of a tempo (laya) of a fala. lc was of three
kinds, and they were, sama, srotogata and gopuecchi. Besides
there were yatis like damaru, pipilika, ctc. The yatis used to
differ from one another for the arrangements of different
tempi (layas). The function of a prakarans was to make
the songs (gitis) like madraka, vardbaminaka, etc, ready for
singing. There were 14 kinds of prakarana-gitis, and they
were madraka, aparintaka, wllopyaka, prakari, obepaka,
yovindaks as well as witara, chandska, dsarits, panika, rc,
gatha and sima, These prakarapa-gitis were  sung in
praise of Siva in ancient times, and so they were known as
the Sivastutis.

Bharata has elaborately deale with the dbruva type of
dramatic songs in the Natyafastra. He has said that they
were 464 in  number, and were divided into sems
and vigama, The sama-dbruvas were posseessed of vretus
and akgeras. The dbravas had in them five categories like
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jati, sthana, prakarapa, pramina and nima. The dbruvi-
gitis like pravesika, naiskramika iksepita, prisidika and
santara were used in different functions of the dramatic per-
formances (¢bhinayas). They were also known as pravesiki,
naiskramiki, aksepiki, prasadiki and sintard ot antari. The
prasadiki type of dbruvis used to create calmness, as iv was
saturated with pleasing and soothing aesthetic qualities,
The pravesiki-dbruvis were used when any character firse
appeared on the scene, The naiskramiki ones were used
when characeer lefc the stage, The dksepiki ones were at the
discretion of the author of eminence in situations, not
usually allowed. The pravefiki ones were used for bridging
the gulf between two successive situations of concrary
emotional appeals. The sintard ones were used to cover the
faules in the dramas or to smoothen over unexpected sudden
incidents like height of anger, sorrow, forgetfulness, sleep,
maden, fainting, falling down, etc, Vidwin Visudeva
Sastri of Tanjore has said thac ‘‘the praveSiki.dbruvd has
changed its name to dbars in Tamil and Telugu stage. In
the dance-dramas, cthac were revived in Tclugu and Tamil
in the Vijayanagara or Carnitic Empice (called dbruvds),
formed an integral part and were always accompanied by
nriya, for which dance-syllables or jatis were added in some
cases by the author himself",

In connection with the above-mentioned five kinds of
dbruva, Bharata has discussed about the significance of the
gandharva, constituted out of svara, tila and pada. The
meanings of svara and tila are clear. The word pada con-
notes the idea of a song or songs in a drama, as distingui-
shed from songs not intended for the stage, called praban-
dhbas, The dramatic performance or visual representation by
gestures being an invariable [feature of drama, padas were
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always accompanied by abbinays. Vidwin Vasudeva $istri
says: ‘‘The characteristic of a pada is, therefore, that ic is
intended for mriya or dance with gesticulation. When
nreya or dance with gesticulation came to be cultivared as a
separate art, padas as special species of musical composition,
came to take an established plice in musical cotn posicion,
along with prabandbas which were not intended for
nreya.  The characteristic of a pada, as distinguished from
other musical compositions, is that it is full of bbiva or
acsthetic and emotional appeal, and is generally -intended
for nrtya, though it can also be sung without such
accompaniment”,

It should be remembered chat Sastriji has explained thar
the padams are no other chan the special type of emotional
and lyrical musical compositions, which are wsed in che
Carnitic music. This type of songs or compositions owe
much to pada, as described in Bharata’s Nagyaidgsersa. In
fact, the fountain-head of the Carndrtic padams is the pada,
an indispensible constituent of the gandharua, as mentioned
in the Natyafistra, Bharata has used the word pads in
the sense of songs to be used in the drama or abbinaye.
Bharata has said that pads torms the vasta of the gandbarva
type of music, and for that reason che tones (svara) and
chychin (tdla) are easily realised, The padas are constituced
out of che combination of lecters (sksarss), and when the
padas are bound by raga, tala, yati, dbatu, anga, ctc., they
ate known as the nibaddba type of songs (prabandba).
Similarly the padas which were not bound by any t&ls, etc.
wete knowr as the anibaddhba type of songs, and they were
like the lapa or dlapti. And so they wete also described
as satdls or with any rhychm, and atdls, wichour any
chythm, Bharata has said chac che nibaddba type of padas
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was possessed of chanda, yati, aksara, etc.t In face, the
dbruvds were also known as padds or ancient prabandbas,
accompanied by tila, yati, laya, chanda, rasa and bbava.
The rigas that were used in the dbravis, were known as
jatis or jatiragas.

Bharata has described about the grimaragas like
madbyamagrima, sadjagrama, sadbirita, kaiiika, etc, and the
gitis like magadhi, ardba-magadhi, sambbaviti and prehula
were used as che pares of dbruvd-gitis. The dbruvis were
applied according to suitable place and time. Both men
and women took part in singing the dbrwvis when they were
used in the drama, DBharata says that naturally women
took part in singing, because they were possessed of sweet
voice and adept in the arc of singing, whereas men were
adept in the art of drama. Sometime both took part in
singing and acting for their extra-qualities.

Bharata has also mentioned abouc different kinds of
musical instruments.  He has dealt with the veepds like
citra and vipafici. The citrd-veepd was possessed of seven
strings, The citrd is the forerunner of the modern sitara.
The vipafici-veend was possessed of nine strings, Besides, he

— S

1 Pravesiki tu prathama dvitiydsepiki smrea/,

Prasadiki teeiya ca caturthi cintara dhruvi/ |,

Naigkrdmiki ca vijfieya paficami ca dhruvii vodhaib/

Etisim caiva vyaksimi cchandovrtta-nidacfanam/ [,

Gandharvam yanmayd proktam svara-tila-paditmakam,

Padam tasya bhavedvastu svara-tilinubhivakam/ |

Yac kificidaksaraketam tat sarvam pada-samjfitam |

Nibaddhascanibaddhafica tat padam dvibhidam smctam]/,

Atilafica sacilafica dviprakirafica tad-bhavet/,

Satdlafica dhruvirthesu nibaddham tacca vai smetam f [ etc,
~—Natyafdstra (Virinasi ed,, 32nd chape, 23-30).
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has mentioned about the veenis like kacchapi, daravy,
ghosaka, ere.  He has also described about the drums like
puskara, jhallari, pataba, dardura, papava, dbakkini, etc.
He has mentioned abour different kinds of classical dances.
with hand-poses, which were used in the dramatic
performances.



CHAPTER 1II

THEJATIS AS DESCRIBED IN BHARATA'S
MATYASASTRA

Controversics rage round the meaning or signilicance of
the term ‘jati' as described by Bharata, Some scholars are
of opinion that there is no mention of the word ‘rige’ in
Bharata's Natyasdstra. But their views are not correcr, as
we find the word 'raga” has explicitly been mentioned and
explained at least in five places of the Natyasastra, and they
are. (1) “Jatirigam fSrutiscaiva” (Varinasi ed. NS,
28'35), (2) “Yuasmin vasati ragasts’ (21'72), (3) Raga-
marga-prayojakah” (31°39), (4) “Evamenam vind ganam
natyam rangam na gacchati” (32'350), (5) “*Salaga ragah
samgharsa eva ca”’ 32'475).

Some are inclined to take the word ‘jdti" to mean ‘genus’
in a collective sense, and they say that the word ‘rdgs’
in the technical sense of ‘melody’ would hardly be found
in the Natyasasira, and Bharata, therefore, used the word
‘jati' in the sense of ‘genus’. This view was maintained
mainly by Caprain Day and some European exponents of
Indian music. We think that Caprain Day made a mistake
when he stated, “*And some centuries later when Sarigita-
Ratnakara was written, the word ‘riga’ appeared to have
been substituted for jati in the Natyafastra”. The critical
students of Indian music will find an inconsistency in
Captain  Day’s statement, because it is a historical Fact that
long before Sarangdeva of the Sangita Ratnikara (carly
13th century), Matanga fully defined and discussed
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about the raga side by side with the jati in the Brhaddesi
of the geh-7th century A.D. Matanga has said :
Raga-margasya yad-riipam yannoktam bharatadibhih/
Nitlipyate tadasmabhir-laksya-laksana-satyucam/ /
Yo'sau dhvani-vifesastu svaravarna-viblhusitah
Raiijako jana-cittinim sa ca tiga udihritah/ /

That is, *as Bharata and other ancient musicologists (like
Kohala and Yigtika) have not defined the word riga in a
definite way, lec us take up the task. Now, a riga is a
kind of sound or dbuani, full of vowels, and it generates
sweet vibrations that soothe the mind of all living beings™,
From this we must not apprehend chat there was no system
of riga prevalent in the pre-Matadga time (i.e. before
the 5th-7th century A,D.), and for which Bharata bas not
discussed abourt any riga-feature in rhe Natyatastra, racher ic
is to be taken chat Bharaca has already followed the tradition
of depicting the rigs, as handed down from his revered
predecessors like Brahmd, SadaSiva and others, Bharata
has mentioned about the rigas in the term of jatés, and has
already discussed about seven pure and eleven mixed parent
ragas (f@tirdgas) in a scientific manner, with their salient
feacures like ten essentials, varpas, alamkiras, mircchanas
and different aesthecic sentiments and moods, He has also
admitted the fact that the jitis were the source or fountain-
head of the gramardgas and ocher kinds of rigas: ‘jatisam-
bbitatvad gramarigani’., Matanga has stated as to why the
parent ragas like sadfi, drsabbi, gandbar, madbyama,
paficami, dbaivati oand  naigidi  were  known as jatis.
He has stated in the Bribaddefi : “idanim laksanamaba-
$ruti-graba-svaradi-samabaj-jayante  jatayah.  dto  jitaya
itywchyante. Yasmajjayate rasa-pratitir-irabbyate i jatayab.
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Athavi  sakald rigader-janma-betutvdjjataya iti. Yadvi
jataya iti jatayah. Yathd narapim brabmapatvadayo
jatayab”, which means thac the rages are known as jaris
because they were born of microtones or frutis, nicial notes
or grabas, and clusters of tones. And, for thar reason, they
are so called (jatis). Or as the realization of aesthetic
sentiments is possible from them, they are known as jatis.
Or, being the source of all rigas, they are known as jatis.
Or they are called jatis in the sense of classes, as for
example, the Brahmin, etc. forming classes of human being,

Attention may be drawn to the pure type of seven jatis,
as mentioned in the Great Epic, Ramayapa of 400 B.C.
Valmiki has said that the wandering bacds like Lava and
Kusa sang the ramayana-gana before the Royal Court of
Rimacandra, and the ganas were presented with seven
jatis or jatiragas, accompanied by marcchands and tanas and
with musical instruments like veend, mrdaniga, etc. The
tunes of the songs enchanted all of them who were present
there. It is stated in the Rimayana (canto IV):

Pathye geye ca madhuram pramagaisteibhiranvicam /
Jatibhih sapeabhir-yuktam tantri-laya-samanvitam/ / ete.

The portion of the flokas: “blidayat sarva-gitrani manamsi
brdayini cd, irotriirayam sukbam" etc, exactly coincides
with the later definition of raga: “‘rotr-cittam rafijayati
iti ragah”, given by Maraiga in the 5th-7th century A.D.
Now, from the reference of the Ramayana, it is evident
that the jatis were the parent or basic rigas, and they were
the forerunners or precursors of all the later ragas, marga
and desi.

The Mimirnsakas and the Vedantists of India have
recognised the jati as universal or simanya, as distince from
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individual or vifesa. The universal or simanya is considered
as eternal and unchanging, whereas the individual or vifesa
is involved with change, decay and death, being the
product of the universal. The Greek philosopher Plato
called it cthe T}rpe or Idea, which is permanenc, Simiiarl}r,
the jatis, as described in the Natyafistra, might be taken
as universals and, therefore, unchanging, and all other
ragas, being the product as individuals, are changing.
Bharata and bis followers believe in the potentialities of
ehe jatis, and so they have maintained that the j@tis must be
considered as universals or genus, and the later evolved rigas
as vyaktis or species. Again the jatis and the vyaktis are not
alcogether  different from each other, being the cause and
the efkect, and, for that reason, the designing of the effect
is possible from the knowledge of the cause, the fatis.

Now, on the basis of this cause-effect or genus-species
theory, some say that Bharata has not written any special
chapter on the raga-raginis, as they were in vogue in his
time, but has only given an elaborate scheme of che jatis
or types, and chat does not prove that there were no rigas
and rdginis prevalent in his time, The raga-rigipis as such
are individuals from the generic character, of which the
conception of jatis can be formed, just as we form an jidea
of the individual from the jati or type, to which they
belonged. So it is not wise to conclude that during the
time of Bharata, the jitis were only prevalent and not the
vyaktis or individualized modes of riga-raginis, since jati
and vyakti are correlative to each other.

But this view is also untenable, as the studenes of history
of Indian music fully know thatin the beginning of the
classical period (6oo-500 B.C.), when the gindbarva type
of music was designed with the materials of the Vedic
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music, the seven jdtis or jatirigas were only prevalent in the
society as the individualized modes of rdge. It has been
mentioned before that in the Rimiayana, these seven basic
jatis were described in connection with the ramdyapa-gana.
In the classical period i. e, from 6o00-500 B.C, to and-3rd
century A.D., there were prevalent no other rages or
raginis than the seven to eighteen basic rdgas in the
form of jatis. The janya-janahq scheme like jatiraga-
gramaraga, viz, cause-effect prin:ipl: pechaps evolved in the
beginning of the Christian era, The raga-rigini scheme
i the form of masculine-feminine principle also evolved at
a more recent date, in the middle of the mediaeval period,
though the nucleus of it was found in the alapa-dlapti
scheme in the gth-11th century, as evidenced in Parvadeva’s
Sasigita-samayasara, But it is quite sure that during
Bharata’s time, the jatis were only prevalent and played
the role of the raga,

There are prevalent some other views regarding jatis.
According to some, the jatis, as depicted in the Nagyalastra,
were the music-parts or notations of the dhruvds and not
the rigas in themselves. The dbravis, according o them,
were the ready-made compositions or sabitys and san gita,
and they were sung during the interval between the two
acts of drama and also during public or houschold festivals
in culogy of the deities. So the jatis were the closed forms

~of music and as such were the precursors of the ragas.
When music began to be considered as an art independent
of sibitya, the rigas and rdgipis scem to have come into
being. And though Bharata has mentioned the word *rigs’
in the term of amsha, it does not occur in its yogariidha
meaning. It stands only for musical value in general, and
does not occur in its technical sense, though the origin of
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rdgas is in the jatis, the music-parts of the ancient closed
forms. During the time of Siratigdeva or even a few
centuries before him, the jatis began to fall into the back-
ground, giving place to the rigas,

But this view is not wholly correct. Itis true chdt
during the time of Sdrangdeva or even a few centuries.
before him, the jatis began to fall into the background,
giving place to the more mechodical system of rdgas, but
yet itis crue at the same time that it is Bharata who has.
tor the first time systematised the Indian classical music in
a very scientific mannér. Moreover he bas lully dealt with
the theory of jatis, dbravis, and other forms of music, to-
gether with dance and drama in the Natyadistra, It is clear
from his description of the jatis that they were not really
intended to be the notations or counterparts of the dbruvas
(dbraviginas), DBharata has devoted two long separate
chapters to these two types of ganas, jati and dbruva,
current in his time. In fact, the jatis were the rdpas as
well as the ginas, as we find both che references of jasiraga:
and jatigana in the Nipyafistra. Bharata has treated the
jatis as the ancient primary ragas and the dbravds as the
stage or dramatic songs, quite differenc from the Vedic:
Psalms that were confined to the community of the sagniks
Simagas. Regarding the dbruvis, Bharata has said thae
they were a class of hymnal or devorional songs with
different metrical settings (chanda-nibaddba), purely used
for dramatic purposes ('pirvaranga-vidbane tu'). He has
also admitted in the chapter of the dhruvdgina that he has
previously discussed about the gindbarva-gina, which was
composed of svara, tila and pada, and after that he has
expounded the types of different dbruvis, possessed of svara,
tila and pada, The dbruvas wete included in che cdtegory of
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The ancient musicologist, Kohala has said,

Panicadhi ca caturdbi ca trividam ca mate mate,

Kohalasya mate khyatam paficadha vidyameva ca/

Susitam ca ghanam caiva carmabaddham tathaiva ca,

Tantriginam purd khydtam paficadhi
vidya-laksanam//

Nirada has said about the division:
Carmand tantrikam caiva ghanam ca trividham
matam /
Evam tridhd naradasya mate fid‘}ras}ra laksanam//

Dattila bas followed Bhatata and has said,
Anaddham tatameva sydd-ghanam ca susicam tathi/
Evam caturvidham vadyam dactilena prakiceicam//

Sarafigdeva has followed Bharata and Dattila:
“Tattatam svsicam  cavanaddbam ghanamici smream
caturdha ¥ ¥ 7,

Now, . it we .study the history of music of all nations
of the world, we find chat they possessed the musical
instruments to accompany theic songs or to play them
separately, and it is a fact thac their musical instruments
were divided into two, three or four main classes, The
ancient Hebrew had a variety of musical instruments, In
the Bible, the musical instruments have been divided
into three main groups: (1) Instruments of percussion,
(2) wind-instruments, and (3) stringed instruments.
Mr. Wanchope Stewart is of opinion that the instruments
of percussion used to keep rhythms in dances and songs,
and would probably be the first in the order of develop-
ment, the thythmical element in music being the feature
which makes the strongest appeal to the primitive mind.
The toph, tabret ot timbrel was kind of hand-drum, formed
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of a frame of wood, with a piece of skin, strecched over it,
The usual shape of it was circular, The mesiltraim and
selselim were made of brass, and they were used mainly for
r:]iginus and mngicai purposes.

The stringed instruments of the [Hebrews were played
either with the hand or with plectrum. The bow-instru-
ment, the precursor or forerunner of the lute or I[ndian
veena was almost unknown to the ancient Hebrews.

The ancient Greeks and Romans also did not know the
use of the bow-instruments. Their lute-cype of stringed ins-
truments used to be plucked with fingers or beaten with a
small plecttum, made of bone or wood.. Their stringed
fnstcuments were divided into two main classes: the older
simple and the instruments with large square sounding
board, The original number of strings were seven like
those of the Indian citra-veend, as described in Bharata’s
Nagyafastra. Besides the seven-stringed lyre, there was also
in common use a number of different harplike instruments,
with a far greater number of strings. Among other instru-
ments, cymbals, kettle-drums and castanets were in use.

In ancient Babylon and Assyria, musical instruments
were divided into three classes, percussion, wind and
stringed. The instruments of percussion like drum
(Sumerian ala and Semitic dlw) would seem to have been
used. Mr. T. G. Pinches has said that the earlier forms
of percussion were very large, and were found indeed in
one relic of about 2500 B.C. The stringed instruments like
hatp, the carliest example of which goes to 2500 B.C,,
the dulcimer, the primitive form of which goes before 2500
B.C., lyre, cithara, guiter, etc, were also 1n use. The wind-
instruments like pipe, whistle or flute, trumpet, horn, etc.
were also in practice.
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The ecarly American musical instruments  were
divided into three main classes, percussion, wind and
stringed. Mr. Brinton has mentioned at least four classes
of stringed instruments of primitive type in the hands of
American aborigines. The most important musical instru-
ment of the Nacve Americans was the drum. H. B,
Alexander has said chat the drum varied in type from the
Eskimo tambourine-like hoop with taut-skin, though single-
and double-headed instruments, great or small, culminating
in the huge snake-skin drum, whose h]unming from the
cemple of the Aztec war-god, brought dread co the heart
of the Spaniards. The teponaztli of the ancient Aztecs
was the most interesting of the native drums, and it
consisted of a hollow block, in which were cut two tongues
of differing thickness, whose vibrations produced tones
commonly in the interval of a third, although drums have
been found conuainiig interval of a fourth, of a fifth, of a
sixth, and of an octave".

Mr. Alexander has said that nexe eo drum, the native
justrument was the Indian fageolet or Aute, which seemed
to evolve from the bone whistle with a single vent or stop.
In its developed form, it was provided with a mouth-piece
and had three, four, five or six fingec-holes, Again, while
discussing about “Prehistoric Art” (vide Report of US,
National Museurn, Washington, 1896, p: 524f), Mr. T.
Wilson has written that the whistles and flutes, made of
human or anima) bones, have been found in the deposits of
the palacolithic and neolithic ages, the Autes being pierced
with holes ac regular intervals or consisting of two holes,
which, when joined, would make modulated tunes. Al
though these discoveries scem to give priority to wind
instruments, it is obvious that others—e.p., drums of wpod
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with skin covering—being of more perishable material, were
less likely to be preserved™.?

The most ancient musical instruments of India were
veend, vepw or vamia and puskars or mrdanga. Buc
controversies rage round the question as to which of che
musical instruments, drum, bow-instrument or Aute (pipe)
was the most ancient. Svme arc of opinion that flute or
pipe was the most ancient type of musical instruments,
while others maintain that drum was anterior to Aute as
well as bow in date. The latter view seems to be more
rational and historical.

J. A. MacCulloch is also in favour of the latter view.
He has said that nearly cvery tribe or race has musical
insccuments of some sore, the exceptions being found at the
lowest stage of culture,  *“As the instances among peoples
without musical instruments wonld seem to show, instru-
ments of percussion—some form of drum, which is well-
neigh universal—may have been invented firse.  Stringed
instruments probably came next——the hunter’s bow, as
with the Damaras, being easily convertible into a primitive.
form of these. Wind instruments, at least in their more
claborate forms, were probably invented last™.* In the
most ancient Vedic licerature, we find descriptions of crude
earthen and wooden drums, covered with the skins of the
wild animals. In the Rguveda, Simaveda, Yajurveda and
Atharvaveda and also in differenc  Brabmanas, we gec
references of drums like bbiami-dandabbi, dundubbi,
panava, bhinda, karkari, etc.

1 Cf, Encyclopaedia of Religion and Etbies, vol, IX (1917),
p. 17-



70 A HISTORICAL STUDY OF INDIAN MUSIC

The bhiami-dundubbi was pechaps the most ancient
form of drum in India. The sound of the bbimi-
dundubbi was very grave and loud and far-reaching. It
used to be carved out in earth in the form of a hollow or
pit and covered with the thick skin of any wild animal.
It used to be steuck with one or two logs of wood, and the
resulting decp resonant sound used to be heard from very
distant places. During the Brabmapa period, the bhiimi-
dundubbi used to be struck by the cails of the animals.
The sound of the bbimi-dundubhbi was often used as means
of signaling some dangers or approach of the enemies, The
dundubbi was sometimes shaped out of the hollow tcunk
of a tree, the upper pare being covered with the skin of
the animal. From the Bribmana literature we come to
know that different kinds of beasts were offered in different
sacrifices and rites,  Specially in the Mahdvrata sacrifice,
beasts were offered to the presiding deities, and cheir skins
were used for making the drums like bbiimi-dundubbi and
dundubbi. Well has it been said by Dr. A, B. Keith, in
connection with the Vedic Mabivrata (vide the ‘Religions
of India and lIran’, vol. II): +The Mahavrata is by no
means a bloodless sacrifice.  There fall to be offeted eicher
one beast to be sacrificed to Indra and Agni or cleven
animals; and in either case there is an additional
sacrifice of a bull to Indra or to Prajipati, and in the
former case of a goat to Prajipati. Now the skin of
the sacrificial animal was removed and used to form
the drum (bbimi-dundubbi), on which, with the tail
of the victim, the priest made solemn music”, The
drum, vanaspati was also made in the same way. The
dundubbi was somewhat a refined form of the bbiami-
dundubbi, and it was uvsed to be made out of mud or
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log.t The puskars, myrdarigs, and bhapda-vidya of the
later date and the modern pakbawdj and kbola are the
prototypes of the ancient dundubbi,

The bow-instrument came into being pechaps akrer the
drum. It was known as the dbanuryaniram. The bow
was the most important weapon of the nomadic primitive
tribes. They used to live in the hills and dales, and forests
and caves of the mountains, Their main food was the raw
or halE-roasced flesh of ehe lwunted animals, and 3o they
used to hunt all kinds of wild animals with the help of the
bows and the arcows. They were also used as means to
produce high sounds for signalling dangers like those of the
bbiimi-dundubbi and dundubbi, It has already been stated
in my book, Historical Development of Indian Masic that
when the primitive savage men “became familiar with the
use of iron, chey began to hunt the wild animals and fight
their enemies wich the help of the bows and the arrows.
Besides, other implements, the bows of bamboo used to
serve the purpose of signalling che advent of the enemy
or any other danger, as used to be served by the blazing
flame of cthe fire. They used to produce the reverberat-
ing grave sounds by pulling the gut string of the

1 In Sirangdeva’s Saigita-Raindkara, we find a  different
description about the ancient musical instument, dundubbi.
Sarangdeva has said (vide Abbinavabbarata-sarasamgraba, p. 84):

Amradruma-samudbhfito mahigitro mahidhvanil ,
Karsybhajana-sambhiragarbho valaya-varjitah/ |
Carma-vaddhinano vaddho vadhrairgidham samantatah/,
Drdha-carmena konena vidyo varnena dundubhib/ /;
Megha-nirghosa-gambhira-ghonikirasydtra mukhyati/
Mangale vijaye caiva vidyate devatilaye/ |

Here we find the new modified form of the ancient dandubbi.
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bow (jya-fabds or dbanustarikira). That sound might
be regarded as the source of their inspirarion for
designing and constructing the musical instrument of
the primitive people, The curvature of the bow supplicd
the idea of the method of constructing the body of their
crude veend and the connecting gut string. Ic is interesting
to note that the shape of the primitive veepd was curved
like the body of the bamboo bow, It was like the ancient
lyres and haeps, to some extent,  The primitive men made
the string of the veend out of the intestines of the wild
animals, fastened them to the two excremes of its bent body
and used to play it by plucking the string of the bow with
the fingers, It seems that in the beginning, a single gue
string was used to produce a mono sweet but grave sound.
Gradually additions and alterations were made to improve
t he structure of the veena and to increase the number of
its sound, together wich their tonal qualities. The primi-
tive men sometimes connected two horizontal bars of
bamboo or wood, fastened a gue string to the two ends of
the bars, thus forming a triangle. This type resembles
the ancient Georgia, Caucasus and Finland types of lyre to
some extent’ .

In the third stage, evolved the flute or pipe. Itis said
that the sound, produced from the [riction of air against
the hollow pare of the trunks of the trees, specially bamboo
gave rise to the fluce or pipe. The pipe was proba-
bly made out of the reed by making holes in it. Gradually
it was fashioned out of wood and bone. The hole in the
pipe was in imitation of the hollow part of the trunk of
the tree.  In the early stage, there was only one hole in the
pipe, and gtadually with the evolution of the tones, the
holes were increased. Generally the pipes, in the primitive
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period, possessed only two or three holes to produce two or
three tones, low or high, or low, medium and high, All
the songs, produced at that time, were in downward trend
(avarohapa-gati).

Now it can be imagined that drum being the most
ancient form of musical instruments of the world, the
primitive savage men used to practise their simple songs
with two tones, upper and lower, in accompaniment of the
drums only, to maintain thythm and tempo in their songs
and dances. They used to sing and dance as a means to
break the monotony of theit wotk-a-day life. There was
certainly a starting basic tone in their songs, and most
probably that basic tone used to be tempered with the tune
of the drum.

In the Vedic times, the samans were sung to the accom-
paniment of different kinds of musical instruments like
lute, pipe or Aute, bow-instrument and drum. It has aleeady
been said thac in the primitive period, the bow and pipe
of reed, wood or bone had already been evolved, and were
used by the primitive men, From the prehistoric mounds
of the Indus Valley cities, crude form of bows or lutes,
pipes and drums have been discovered, and they certainly
substantiate the facts mentioned above. With the develop-
ment of intellect, the skill and propensity of the Vedic
people became more advanced and keen, and as such they
gave shape to more developed form of lutes out of bamboo
or wood for their bodies, muiija grass or intestines of ani-
mals for strings, etc. The scale of the songs of the Vedic
people was extended, and it consisted of four, five, six-and
even seven tones, The starting tone of the songs was
always in the upper or high pitch, and the songs had the
tendency to flow downward, as has been said before. The
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Vedic music, being more developed chan the primitive and
prehistoric ones, possessed three registers (sthanas), a fixed
scale, rhythm and tempo, The basic tone of the Vedic
songs as well as the tones or tunes of che lutes (veepds) and
pipes (vamsfas) were tempered with that of the drum or
drums, and this tradition has been handed down from the
primicive and prehistoric times.  During the tme of
Bharata (2nd century A.D.), we find the method of tuning
(marjana) with the help of three drums or pugkaras, Bharaca
has fully described the ancient traditional method of tuning
(mirjana) in the Natyasdstra (vide che Kivyamild edition,
chapt. XXXIV, and the Vardnasi edition, chapr, XXXIII,
92-97). Regarding cthe tuning process, Bharata has said,
Mayiirci byardba-mayiiri cachd kacmiravi punaly/
Tisrastu mirjand jieyah puskaresu svarasrayaly/ /
Gindhidro vamake kiryah sadjo daksina-pugkare/,
Urdhvage madhyamascaiva miyGicyaSca svarasrayih//
Vamake puskare sadja rsabho daksine tatha/
Dhaivatascordhvage kiryah ardha-miyiirakasraydh//
Rsabhaly puskate vame sadjo daksina-puskare/
Paficamascordhvage kicyah karmaravyah svarasrayal //
Etesimanuvadi tu jatirdga-svarinvicaly/
Alinge marjanam prapya nisadastu vidhiyate/ [
Miyiiti madhyame grime'pyardhi sadje tathaiva ca/
Karmiravi caiva kartyavyd sidbdrana-samifraydh/ /

That is, there were three kinds of marjana, and cthey
were known as  mayiri, ardba-mayiri and karmaravi,
Among those methods, the mayiri used to be tuned in the
middle clefc (madhyamagrima), the ardba-mayiri, in the
first clefr (sadjagrama) and the karmaravi, in the thicd cleft
(gandbaragrama), based on the sidbirapa. The term
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‘sadbarana’ connotes the idea of an intermediate one
becween two tones. The cones, to which the pushars-
drums were tuned, were based on the microtones or fruti-
sadhirape, and were sustained and used in the tuning
process. The remaining tones of the scale were shiftable
or transferable, In the process of the mayiri-marjand, che
tone, gandhira used to be tuned on the lefe puskars (as
there were chree pushkaras, two horizontal and one leaning),
the tone, sadja, on the right, puskara, and the tone, pad-
cama, on the upper puskara. In the karmiravi-marjani, the
tone, rsabba used to be tuned in the left puskara, the sadja
on the right, and the paficams, on the upper pu;k.m.
The tone, rsabbs which is the consonance or anwvidi to
these three tones and is related to che rdgasvarsa of the jati
(jatiraga), used in the marjana of the aliniga,

Now, from this statement we find that in the mayuri-
mirjand, the puskara-drums were tuned to the gadja,
madbyama and dbaivata, and in the karmaravi-marjana,
they were tuned to the cones, rsabba, paficams and
nisida. In each of the methods of tuning (mérjana), these
three tones were considered as the primal ones of the
grimas. Some are of opinion that in the mayiri-marjana
of the madbyamagrama, the positions of the microtones and
the tones were exactly the same as those prevailing in the
modern pure scale (fwddba-thita), vilavala of the North
Indian school of music and the - Diotonic Majore scale of
Europe, The modern swddha-thita, vilivala is no other
than the sadbiraps-grama, as maintained by Siratigdeva of
the Sasgita-Ratnakara fame of the early 13th centuty A.D.
It is interesting to note that Mahakavi Kaliddsa was fully
aware of the utility and importance of the tuning process
of the mayuri-marjana, and he mentioned about this process
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in  his deama, Malsvagnimitram: “mayiri madayanti
marjand mandgs’”’, i.. ‘mdydri-mirjand intoxicates the
human mind’. From cthis it is evident that the tuning
method of mdyfri was in practice in Kilidisa's time
(150 B.C.—g00 or 450 A.D.). All the post-Bharata
authors also adopted these ancient methods of tuning
mayiiri, ardba-mayiiri and karmiravi, in their systems
of music.

In the rock-cuc templr:s of different pla:cl of India,
carved in differenc ages, we find two or three drums of
small size, engraved by the side of Siva-Natar3ja in dancing
posture. Those drums are but cthe replicas of ancient
puskaras. Three drums (puskaras) are also w be seen
carved in the Muktedvara temple of the 6ch-7th century
A.D., at Bhuvanefvara and three others in the cave-temple
of Badami in Bombay of the 6th century A.D. Some are of
opinion that two of these drums represent the two parts
of a large drum, which used to be played horizontally, and
the thitd one was small like the modern tabal. The small
drum, known as alifiga used co be placed on the lap of the
player, Some of the drums represented in the sculprures
of the 6th-7th century A.D. were chiselled in a dilferent
way. The modern tabal and bayan were perhaps shaped
in imitation of the ancient pwskaras. Some crroneously
believe that the Persian and the Arabian artists and specially
Amir Khasrau, brought into use for the first time the tabal
and the bdyan during the time of Sultan Ali-ud-din Khalji
in the 14th-r5th century A,D., cutting the ancient
mydanga (or pakbawdj) into two balves, But this view is
untenable, and is absolutely conjectural, as the sculprural
evidences of the ancient rock-cur temples of India disclose
the fact that two or three drums (pwskaras) of different
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sizes were used in music and dance in India long before
the advent of the Persians and the Arabs as well as before
the Muhammedan rule. The ancient method of tuning
with the belp of the puskaras came to be gradually replaced
by the tempering of the string instruments, but exactly
wheo and how the new method was adopted, we do not
know.*

In che beginning of the classical period (600-500 B.C.),
we find the emergence of the gindbarva cype of music,
designed by assimilating most of the macerials of the Vedic
music, by the Gandharva class of semi-divine people
of the Gandhdrade$a. Music of this period was consequently
more developed than the Vedic one, having a scientific
basis of its own, and was mainly known by the jitis as
its melodies.  In the Ramiyana (400 B,C.), the seven pure
jatis (melodies) like sadji, arsabbi, gandbiri, madhyama,
paficami, dbaivati and naisidi bave been mentioned (“jati-
bbib saptabbi-ruktam tantri-lays-samanvitap’™), and ic is
believed that the use of the svara-mandala was also in

1 In modern time, the method of tuning is genenlly worked
out by the process of tempering two of the strings of the sumburs
or tumburu-veena in mostly the tones, sadjsa and paficama or
sadia and madbyama. The sadja being the drone or tonic. the
tones, rsabba and gindbdra are produced from the vibrations of the
sadja of the middle base (mudard), and dhajvata and nisada,
from the vibrations of the sadja of the lower base (wddrd), and the
rest. madhyama is produced from the concordant tone, paficama.
Though there prevails different views regarding it, yet it should be
remembered that the modern method of tuning is always done
in the gadjagrima, which is very ancient,
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practice at that time. Regarding the svaremandals, Nirada
has said in the Siksa:
Sapta-svaritrayo grimd mircchandstvekovirhsatih/
Tand-ckonapafcifadityetac svaramandalam [ /

That is, seven tones (lankika like sadja, rsabba, etc.), three
gramas, twenty-one miircchands, forty-nine tdnas constituce
the svaramandala, Trom this it is underscood that the
gandbarva cype of music used to be practised with three
regiscers, different mirechanids and tdnas. Vialmiki has
informed us that the gandbarva type of songs of his time
used to be pracrised in accompaniment of the musical
instruments like veend, vepw and mydariga. The tunes of
the musical instruments, together with that of the songs
used to be tempered wich the basic or standard tone of the

drums.

In the beginning of the 28th chapter of the Natya-
$astra (Viranasied.), Bharata has described about the arrange-
ment of different types of musical instruments to form an
orchestra (kwtapa), for the dramatic purposes. Musical
instruments like veena venw, and puskara (drum) were the
constituent factors of the orchestra, The musical themes of
the orchestra were based on the basic structure of the jatis,
and the tones of the musical instruments for the orchestra
used to be tempered with a basic tone. From Bharata's
statement we learn that they used to be tempered with
the tunes of the drums (puskarss). Bharata has mentioned
about three kinds of orchestra, and they are: (1) “hutapa-
miti catnrvidbatodya-bbapdani”, i.e. a kwtaps means a
combination of four kinds of musical instruments, such as
bbinda, etc. (2) “caturbidbatodyin hkatapam”, i.c. the
four kinds of musical insttuments form an orchestra.
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(3) “kutapab samaveta-giyana-vidaka-samiha’, ie. ap
orcltestra that is formed by a combination of different
musicians and insttumentalists.

Now, what do we mean by a bbipdavidya? The
bhinda-vidya waslike the pwskara or mydaiga (modern
pakhawij) to some extent. The orchestra used to be generally
arranged along with the musicians and instrumentalists
before the beginning of the dramatic play, While discuss.
ing about the stage (rafiga-madica), Bharata has mencioned
about the preliminaries of a play, and dance, playing of
orchestra and recitals were the parts of the preliminaries,
Regarding the preliminaries, Bharata has said in the
Natyasistra, : !

Asyangani tu karyini yathavadanupiirvasah/

Tantri-bhanda-samayogaih pachya-yogakreaistachay /,

Pratyaharo'vataranam tathd hyirambha eva ca/

Asravand vakrapiyistatha ca parighattana /|

Samghotandl tatah kiryd miargisaricameva ca/

Jyesthamadhya-kanistha ca tathaivasarica keiyay [

Etdni tu vahirgitinyancaryavanikigataih /

Prayokerbhil prayojyani tantri-bhanda-krtini cuf/

—Natyafastra, V. 8-11

That is, the different parts of the preliminaries are to be
performed in due order “‘with the playing of drums and
stringed instruments as well as wich recitatives (pathya)
ate as follows: pratyahira, avatarand, arambba, vakrapani,
parighattana, sathghotana, margasarita and dsarita of the
long, medium and the short types. These songs outside
(the performance of a play) arc to be sung by persons.
behind the curtain to the accompaniment of drums and.
stringed instruments’
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Then the curtain (yavanikd) of the stage used ro be
removed, and after the removal of the curtain, dances and
recitals were to be performed with the playing of all
musical instcruments, which were known as kwtapa. Bharata
has said regacding chem,

Tatadca sarvakutapairyvkianyanyini kirayetf

Vighatya vai yavanikim ngtya-pichya-ketini caf [,

Gitindm madrakddinim yojyamekam tu gicakam();

Vardhamidnamathipiha tindavam yatra yujyate//

Tascorthdpanam kiryam parivarcakameva ca/

Nandi Suskdpakest3 ca ranga-dvicam tathaiva ca/}

Cari caiva tatah kiryd mabdcari cachaiva cal

Trikam prarocand cipi piirvarange bhavanei hif,/
—Natyatistra, Virioasi ed,, V. 12-15.

That is, alter removing the curtain, some songs of the
mardaka class was to be sung along with the playing of
musical instcuments, or one of the vardbamdnaka class
along with the class dance used to be applied. Then
should take place one after another, wtthapana, parivartana
(walking round), nandi (benediction), fuskapakysta, raniga-
dudra, cari, mabdcari, etc,

Bharata has further described the order of the characeeris-
tics of all the preliminaries, which were known as pratyabira,
etc., as have been said before, From the floks 17 to 30,
he has defined all the characteristics of the preliminaries.
He has saidy “(x) arranging of the musical instruments
(kutapa-vinyisa) was called the praty@hara; (2) the seating
of singers was called the avatarans or coming down; (3)
the commencement of vocal exercise for singing (parigita)
was called the drambha or beginning; (4) adjusting che
musical instruments for playing them in due manner was
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called the @irivana; (5) rehearsing or dividing che different
styles (vrtti) of playing musical instruments was called the
vakrapani; (6) the serings of instcuments were adjusted
duly during the parighattana; (7) the samghatani was
meant for rehearsing the use of different hand-poses for
indicating the time-beats or tale; (8) the playing together
(in harmony with one another) of drums and stringed
instruments was called the margasarita; () the dsarita was
meant for practising the beat of time-fractions (kaldpata);
(10) the application of songs (gitavidbi) was for singing
the glory of gods; (11) the wtthipans was considered by
some to be the beginning of the performance; (x2) the
parivartana was so styled because in it, the goardian deities-
of different worlds were praised by the director, .walking
all over the stage; (13) the nindi or benediction was so
called because it included (as well as invoked) the blessing
of gods, Brihmins and kings; (r4) when an avakysta-
dbruvi was composed with meaningless sounds it was called
fushavakrsta and it indicaced the verses got the jarjara; (15)
the rarigaduiras was so called, because fcom this pare com-
menced the pecformance which included words and ges-
tutes; (16) the cari was so called because it consisted of
movements depicting the erotic sentiment and (17) in the
mabicari, occurred movements delineating che Furious -
sentiment’.

Now, regarding the kutapa-vinyasa or arrangement of
the musical instruments in the stage, Bharata has said in
the Nzgya&'&ssr::: “etesam prayogamidinim vyaksyami/

r Translations of the flokas have been adopted from the
English edition of the Natyafistra by Dr. Manomohan Ghosh,
Caleutta, 1951) to some extent,

6
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tatropavistab  prangmukhbo ratige kutapa-vinivesasah kar-
tavyab| tatra piirvoktayor-nepathyagi hadvirayor-madhye
kutapa-vinydsah|  svararigabhimuka-méardarigika-papavika-
dardarikesu gayaka-gayika-vaitiika-vginika-sabitesu asithi-
layata-tantrivaddbistanitesn atodyess yatha-gramaraga-miir-
cchandmarjananuliptesn mydasigesu dbiraya * * ™ (vide NS,
Varinasi ed., chapr. XXXIII, 206); which mecans *the
mardanigika (drummers) facing the east between che two
doors of the green room, the papavika to his lelt, the
gdyakas to the south of the rangapitha facing the north,
gayikas to his front on the north facing the south, vainika
to their left and two vaméikas to cheir right'’.  In all the
three cypes of theatre, players of musicial instcuments
occupy a place in the rangadirsa between the two doors.

Abhinavagupta has also described the mechod ol
arrangement of the orchestra (kutapas) in his commentary,
Abbinavabbirati, while commenting upon the Sloka:
“kutapasya tw vinyasab,” etc. (V. 17). He bas said:
“nepathyagrbadvirayormadbye piarvibbimukbo mirdasgi-
kab| tasya papavikaw vamatab| rangapithasya dakspatab
wttaribbimukbo payanab/ asyigre wttarato daksinabhi-
mukbasthita payikyal[asya vime vainikab [anyatra vasia-
dvara (dbara)-kavityevam kutab pati kum tapatiti fabda-visesa-
palakasya  natyabbiimikojjvalatidhayinaica vargasya yo
vicitro nyasab sa viprakirpanimevatra dbankandtma pratyi-
bara" 2

A female dancer (nartaki) was also associated with the
arrangement of the orchestra, and she or they used to
dance to the cadance of the drums. When Bharata has

2 These have also been discussed in the CThapter IV,
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mentioned about four kinds of orchestra (Eutapa), he means
to say about four kinds of musical instruments like tata,
avanaddba, ghana and fusira as constituting the orchestra.
Sarangdeva has divided the orchestra into chree main heads,
according to the merits of the instrumentalists,  Sithhabhu-
pala has said . thac the combination of three kinds of
kutapa formed the cluster or vpnds. The vynda or samiiba
(combination of the instruments) was again of two kinds,
katapa and kolabala. The last one was noisy something and
was meant only for some specific function and action of
the play. Sarangdeva has given a detailed description about
these orchestras. By the kolibala-urnda, he means to say the
otchestta, in which a number of n'!u:ir:ians and instrumenta-
lists conglomerated and was superior to che wetama-
vrnda.

We thus find that che practice of orchestra was
prevalent in Indin even before the Christian era. Co-
ordination of different kinds of musical instrumencs was
strictly observed along with the comipact body of sounds
in ancient India, Even in the ditareya-brabmana and the
Vedic Pratisikbya, we find references to the samiba-gita
and gana-giti, which were no other than the combination or
unison of musical sounds or voices, accompanied by differenc
musical instruments like veend, vens and mrdangs. The
most ancient musical instruments like veeps, venw, and
mydariga used to play an important part in music, dance
and drama not only in ancient period, but also in the
mediaeval period, and is continuing as such in the modern
period, and they are regarded as the forbears of all kinds
of musical instruments of India of lacer date.

The orchestra, as used in ancient times, will be
discused in detail in the nexc chapter.
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Now, from the ancient method of tuning or marjuna
of the puskaras, the method of smearing (pralepana) of
casts (gdva) on leathers of both sides of the drums (puskara,
bbapdavadya or pakbawdj) also evolved. In lace, the
mechod ol smearing or pralepana  (of mud, specially
‘black mud' or fyama-mritika, mixed with barley-paste or
yavaciirpa), Was in practice in ancient time, [for ascertaining
the just tones ot tunes of the puskara-drums, and Bharata
has described this process of smearing or daubing in the
Natyafastra (vide chaprer XXXIII),  Bharata has said,

Mrteikd lepane hyesim yathikaryantu marjanam/ /
Nadikiilapradesascha syama si mretika bhavet/
Toyapasiranailksnd taya kiryantu mitjanam/ /
» L » -
Tatra godh@imaciirnam va yavaciirpam ca dipayed /
Yava-gopucchaciirnam tu kadacidupabhujyate]/ /
Ekastasya ca dogah syddekasvarakaro bhaved /|
Evam tu mijinayogdr $yama svarakari bhavee/ /
— Natyasdstra (Varinaéi ed.) XXXIIL 103-107.
Bharata has said that for the purpose of smearing of the
cast on leathers in both sides of the puskara-deums, che
black mud was necessary. The water in the mud used co
be given up. Sometimes wheat (godhiima) or batley paste
(yavaciirpa), or dust, produced by the legs of the cows, were
mixed with the black mud, and then it used to be smeared
on the leathers for producing the just tones or tunes

(sounds) in the puskara-drums, It seems thac from this
ancient process of smearing or daubing of the black
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mud, mixed with wheat or barley paste was eradicionally
followed by the drummers, and when the biyar and
tabal were iotroduced in immitation of the pughara
ot mydaniga in the beginning of the Muhammedan period,
that ancient process of smearing or daubing of black cast or
paste was adopted.!

1 Vide writer's Bharatiya Saigiter ltibisa (or Samgita O Sams-
kriti), vol, 11, pp. 308, 310,



CHAPTER V

ORCHESTRA AND CHORUS IN ANCIENT INDIA

It is generally belicved that orchestra as well as chorus
are of recent origin, and are introduced in India during the
Briish regime. But this belief seems to be incorrect, as the
Sanskrit treatises on drama and music bear ecloquent testi-
mony to the fact that vynda-vidya (or samaveta-yantra-vida-
na) ot orchestea and vrnda-gana (samaveta-sagita) or chorus
were current in India even before the dawn of the Christian
era. We find full description of the Mahdvrata ceremony
in the Srautasiitras, where it bas been described that the
wives of the pricsts used to sing songs in chorus to obrain
offsprings. The hoty priests used to mount a swing and
was swung to and fro in order to bring heavenly feelings,
and unmatried girls used to dance atound the sacificial fire
with water pitchers, the contents of which they emptied.’
From this it becomes evident that the wives of the priests
and the young unmarried girls used to sing songs in unison,
accompanied by dance. Now the songs of the wives of
the priests and the maidens in same pitches and tunes
mighe bave known as chorus (semiba-satagita) in ancient
days. Again, we find references in the Vedic literature
that lute (veepd) and drum (pwskara) and other musical
inscruments used to keep rhythm of dances and songs
of the dancers and the singers, and those combined musical

e —

1 Vide ]. Gonda: dscetics and Comwrtesans (in the ‘Brahma-
vidyd," the Adyar Bulletin, vol, XXV, pts. 1-4, pp. 78-79. CE also
Dr. A. B, Keith: Sankbyiyana Aranyaka (London, 1908), p, VIII,
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instruments were known as musical concerts or simple
orchestras,

Pusparsi, the author of the Puspasitra ot Sama-prati-
fakbya, has mentioned about ganagiti, where he has said ;
“‘anyatara ganagitibbyab pratistotriyam * *"*, but this refer-
ence about the ganagiti does not mean the real group-
singing or chorus. In the Rimayape, Mabibbarata and
Harivania, we often come across references about the
gronp-singing of the Brihmins and the wandering minstrels
on the occasion of coronation, wedding, funeral ceremony
and other sacred sacrificial functions and rites, and they
may be regarded as the group-songs or chorous. Though
different musical instruments were used in  different
auspicious occasions and in wars and funeral ceremonies,
they canvot be considered as orchestra proper. Yet the
practice of orchestra (saméha-yantra-vadys) was in vogue
before the Christian era, as we find mention of proper
forms of different kinds of orchestra in Bharata’s Natys-
fastra, composed in the and century A, D. Though concro-
versy rages round the exact date of compilation of Bharata's
Natyasasira, yet most of the scholars have given their
considerate opinion that it was composed or compiled
during the period, mentioned above. Thus, as we fAnd
mention of kutapa (vrnda-vidya) in the 2nd cenwry A.D.,
we may take it for granted char it evolved and was
in practice before the compilation of the Nagyasastra of
Bharata, Bharata, on his part, has also admitted that he
compiled his Natyaiastra from the materials of the Natys-
veda, composed by his predecessor, Brahma or Brahma-
bharata:  “nagyasdstram pravaksyami brabmapi yaduds-
brtam” (NS. L. 1), and as such DBharata has cermed hus
Natyasastra as the sathgraba-grantha, or ‘book of compila-
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tion'. It is saicd thac Brahmid or Brahmabhatata composed
the Natyaveda out of the materials of the Vedic music,
samagina, in the beginning of che classical period (600-
s00 B.C.). Bharata has said,

Stilyatim nityavedasya sambhavo brahma-nirmicam/ /
» L ] L -

Nityavedam tatascakee caturvedanga-sambhabam/ /
Jagraba pachyamggveddc simabhyo gitameva ca/
Yajurvedidabhinayin rasindchacvanadapi/ /

—N. S. L 9, 16-17

Brahmd composed the fifth Veda (*“tasmdt spjaparam vedam
paficamam sarva-varpikam'), the Nityaveds, collecting
materials from the Vedas, Rgveda, Samaveds, Yajurveda
and Atharvaveda. The Rgveda supplied the texe (pathya)
of the Nagyatastra or Natyaveda, the Simaveda, the tune or
melody, the Yajurveda, the dramatic scheme and science,
and the Atharveveda, the aesthetic sentiments and moods for
drama, dance and music. It has been said before thar Muni
Bharata has composed his Natyasastra, collecting materials
as well as laws and principles, as prescribed in Brahma's
Nityaveda of the pre-Christian era.  Bharata of the Nagya-
fastra fame has, thercfore, mentioned about the kutapa or
orchestra and the samiba-sathgita or chorus as well as other
ingrediencs for drama, dance and music in the Nagyasastra,
and from cthem ic becomes evident that though we find
frequent references of kutaps or orchestra and chorus in
different literature, yet they were prevalent in the pre-
Christian society, otherwise Bharata would never bhave
written the line: ‘“*natyaSistram pravaksyimi brabmani
yadudabream™ (NS. L 1),



(CHESTRA AND CHORUS 1N ANCIENT INDIA 89

Now it is found that Bharata of the Natyalistra lame
has described about orchestra (kutapa) in connection with
dramatic pecformance (nagyabbinaya). He has also men-
tioned about group-singing or chorus aswell as the grammar
and science of drama, dance and music.  The sculptures
and bas-relicks of che pre-Christian and early Christian
cras supply palpable evidences of group-recital of musical
instruments (vrnda-vadana) and group-singing or chorus
(vrnda-gana), as presceibed in ancient India, In the Sita.
benygd Cave in the Madhya-pradesa (2nd century A.D.), a
deamatic stage has been excavacted, in front of which there
exist a music hall and a seat for the players of musical
instruments, which go to prove that simple type of vynda-
vidya or orchestra was in practice in the dramatic per-
formances during che carly Christian era.  In one of the
Ajantd Caves (2nd-7th century A.D,), a dramatic stage
and a stage-room stand depicted. In konc of the stage,
some dancing gitls (natis) have been painted in dancing
posture, along wich an orchestra to keep rhytbms of their
dance as in actuality, Thac simple orchestra was composed
mainly of flutes and drums. On the bas-reliefs of the
railings of the Bathue Stiipa (2nd century B.C.) is to be
found a band of players of musical instruments as if
engaged in keeping rhychms of dance. Usually the
orchestea or musical concert consisted of some hatp-shaped
lutes (veends), drums (paskaras) and cymbals. In the
paintings of the Bagh Cave (4ch-6th century A.D.), we also
come across scencs of group-dances and concerts in the Caves
(Nos. 4 and 5), consisting of drums, flutes, cymbals and
music-sticks, accompanying the dances of fair maidens.
Again in the temple of Kapilesvara (6th-ych  century
A.D.) at Bhubanesvara, we fiind a grill, containing engraved
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standing figures of natas and nagis. In che middle, there are
figures of three nagas and four natis. Among them cthree
nagas are dancing in different gestures and postures, and of
the four natis, one is singing and the other is playing a
harp-like lute (veena), while the rest are dancing in unison
with the concert. A simular scene is also found engraved
in the Pacame$vara temple (6th-7th century A. D.) at the
same place, wherein one of the nagis is dancing in a sicting
posture, the second one is beating a damaru-like drum with
her right-hand, the third one is blowing a pipe, while the
fourth one is playing on a cymbal as il to keep time in the
concert. In different inscriptions, specially of the Magadhian
and Maurya-Seythian periods, we find references ol group-
dance, group-singing, concert and orchestra.

Now, the question arises whether the scenes of the
urnda-uidya and the vrnda-gana (orchestra and chocus), as
engraved in different railings and Caves of the Buddhist
Stiipas and Hindu temples are to be termed as orchestea and
chorus proper. It is a moot point. But it should be remem-
bered in this connection that defipite forms of concert and
orchestra (kutapa or vrnda-vadya) had already caken shape
in the pre-Christian era, and Bharata has described them
in the Nityafastra. The music experts and scholars
have made a distinction between a ‘concert’ and an
‘orchestra’. A concert, they say, is a combination of
voices or sounds, or it can be said to be a musical entertain-
ment, whereas an orchestra is a body of instrumental per-
formers or a combination of different classes of musical
instceuments. Lo fact, a concert is a musical entertainment
of concerted pieces, symphonies, etc,, sometimes interpersecd
with songs, performed by an orchestra of many musical

instruments.
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The term orchestra has been derived from the Greek
teem  orcheomai meaning, ‘dance.’ In ancient Greek
theatres, it stood for the space, allotted vo the chorus of
the dancers.  In modern theatres, the part of the building
assigned to the instrumentalists ; and in the modern concert-
rooms, the place occupied by the insttumental and vocal
performers, The word ‘orchestra’ was also used w denote
the musicians collectively with the instrumencalists,

Now, what do we mean an orchestra?  Orchestea, say’s
Waldo Selden Pratt, is the “general name for an ensemble
of instruments and players of several different kinds under
the direction of a single leader or conductor. It is distingui-
shed from the chamber-ensemble by the variety of its cons-
tituents and by the fact that in some parts more than a
single player is usually included. Its ideal is to serve as a
complex, but unified instrument, like an organ, though
composed of many living pecformers, each of whom is not-
mally an expert soloist on his own instrument, In ics
bhighest development it is, therefore, the most elaborate
vehicle for instrumental cxp-nsition and impression”.*

He has further said that an orchestra as a definite
arcistic agency ‘‘called into existence by the rise of the
opera in the early x7th century. But the experiments
throughout that century (as by Monteverdi, Costi, Lully,
Legrenzi and  A. Scarlatti) were extremely varied in the
range and balance of the instruments employed. * * Even
in che early 18th century, there was a tendency to use the
wood-wind (flutes, oboes and bassoons) as the nucleus or as
(as in the case of Bach) to exploit various instruments in

= .t

1 Vide W, 8. Prate; The New Encyclopaedia of Music and
Musicians (London, 1924), p. 101.
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solo-effects rather than to seck contrasts and gradations ol
massed tone, It remained for the Mannheim group (about
1750) to fix upon the violin-quarte as the teue centre for
the whole and to perceive the ideal co-ordination wich this
of the wood- and brass-groups. » * Hence came the
orchestral symphonies of the Viennese or classical school,
which were as novel in instrumental conception as chey were
in steuctural detail.  The further advances in magnitude
and refinement of colour-cffeces waited [or the ecarly and
middle 1gth century, when Berlioz and Wagner set up
standards that have not been greatly exceeded since, ® *
“Prior to 1750, orchestral music, outside of accompani-
ments, consisted chielly of overtures, and various forms
of concerto, the former magnifying the contrast of successive
movements and the latter the contrase between solo and
tucei.  With J. S. Bach set in the first currencs chac led
with Hayden, Mozart and Beethoven to the rapid evolution
of the symphony as the orchestral sonata.e About 1800
the concert-overture began to detach itself from the overture
proper.  About 1850 appeared both Liszt’s movement
in favour of the symphonic poem and Wagner’s prodigious
transformation of che orcheseral side of the opera, while
one composer after another added to the growing apprecia-
con of the orchestra as che special medium for effects and
constructions dominated by light, colour, and warmth,
Like every other instrument of major importance, the
orchestra has called into being either new forms appropriate
to its own genius or tended to remodel existing forms to
match its transcendent capacicy for expression”.* .

1 Ibid, pp. 1o1-102, CI, also Prof, PA, Scholes: The Mirror
of Music (1844-1924), vol. 1, (Oxford University Press), Chapter

X ppe 373412
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Regarding orchestra and orchestration of the ancient
Greeks and the Western nacions, Prof. Percy A. Scholes
is of opiniun that “che 1dea of —::umllining instruments is
probably as old as instruments themselves, but the principles
of what may be called systematic combination (and the are
ol orchestcation is just that) were very slowly realized™.
So the development of the principles approximately spread
over four dates viz 1600, 1700, 1800 and 1goo, These
dates were koown as (1) the Montevedri period, (2) the
Bach period, (3) the period of emergence of the modern
orchestra, and (4) orchestration at the beginning of the
zoth century. The Monteverdi period is known as the
peciod of the early operas. In the second period, i.c. in
1700 A.D,, some instruments were improved and some
cffective combinations were worked our with a growing
tendency to standardize the central string section exactly
as we have it today. In che third period, i.e. in 1800 A.D,,
a change of conceprion came into being. The keyboard
instruments were outmoded, and the string ones were
accepted as the invariable basis. In che fourth period, i.e.
in 1goo A.D., the orchestra became more imgmvcd.

“Between the Hyden-Mozart period and the Seruss
period”, says Prof. Scholes, “have come the wotk of the
later Beethoven and of Wagner, and this great expansion
of orchestral media, with its consequent enhanced variety,
increased dynamic power, and greater aptitude for dramatic
characterization, represents the influence of the Romantic
movement plus that of the efforts of instrument makers dur-
ing the greatest age of invention the world has yer seen™.?

t  Vide Drof, Scoles: The Oxford Companion te Music (gth
edition, 1955), p. 733
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Thus we see that in the ancient Greek cheatte-seages,
there were orchestras, buc they were only the semi-
ciccular or square spaces in the front of the stages,
where chorus danced and sang, and they were not meant
for group playing of the musical instruments proper.
Similarly in Hellenistic theatre-stages, in  Graeco-Roman
theatres, in Roman theatres, in Elizabethan theatres, in
lealian Renaissance theatres, such semi-circular, diagonal or
square orchestras were in existence for songs and dances,
and not for players of the musical instrumencs, This s
also true of the theatres of modern France and Germany.

Prof. Allardyce Nicoll also informs wus thar main
features of the ancient Athenian theatre in the Geh-5eh
century A.D, was the religious plots of the dramatic plays,
accompanied by chorus of lyric chants and orchestras,
alloteed front-spaces for dance and song. Consequencly the
theatres, says Prof. Nicoll, ‘““when they are created, the
chorus could make those elaborate terpsichorean movements
which always were associated with the verses of the lyric
chants., # # The bare hillside, chen, when the round
orchestrta and the altar was the firsc theatre known to the
Greeks.,.,,.The excavations undertaken ac Athens by
Professor Dorpfeld have shown that in the original
Dionysian theatre, the orchestra stood 5o feer to the
south of the present orchestra and had a diameter of
78 feet” '

In connection with Hellenistic theatre, Prof. Nicoll
has furcher said that che *“simple arrangement described

1 Cf Prof. Nicoll: The Development of the Theatre (1401),
P. 20,
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above, consisting of round orchestras, parodoi, rectangular
skene with projecting paraskenia and low platform or stage,
is all we can confidently assert for the earliest Achenian
playhouse™? In the Gracco-Roman theatres, the orchestra,
which had been completely circular in purely Greek style,
was encroached on by the scene-buildings, but always
remained more than a semi-circle, In the Roman theacre,
orchestra was cut sharply in half, also exhibicing semi-circle,
bounded on the diameter by the fronc of che stage iself,
generally styled the hyposcenium (or under-stage).

Thus we find that practice of proper orchestta or group-
playing of differenc musical instcuments evolved in lacer
period, in the 16th century A.D., or alittle before that,
in Greece, Rome, Italy, France, Germany and other ancient
countries. There were music-rooms, the halls or seats for
the musicians and players of musical instruments, and pro-
bably from those music-rooms evolved the orchestra in the
16th cencury, asa partand parcel of the theatees and
dramatic plays.

Though itis a fact chat theatre or stage and drama
(play or abbinaya) are by no means one and the same thing,
and though they stand in close relationship to each other,
yet they each has its own boundary, *“The theatce,” says
Prof. Nicoll, “extends cnnsid:rabl}r be}mnd the frontiers of
the drama, while the drama similarly extends far on the
other side beyond the frontiers of the theatre™?  Again it
should be remembered in this connection that chorus or
group-songs, dance and music were connected all with

t Ibid,, p. 23.
2 CE Prof, Nicoll:;; The Theatre and Dramatic Theory
(Lendon, 1962), p. 11,
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theatre and deama, ac least in ancienc times.  In India also,
dance, music and concert or musical entercainment and
accompaniment were closely connected botlt with the stage
(raniga-maica) and dramatic play (abbinaya). In an engrav-
ing of the Duke’s Theatres in Dorser  Garden, published in
1673, we find chat on  the ledges underneath the two-side
windows porteaitures of a drum, a trunmpet, and a vialin,
“‘whence we may conclude that chese were the windows ol
the music-room. * * Save for the presence of the music-
room, the arrangements were evidently not very diflecenc
from those obtaining at the Theatre Royal™.?

Again, when in late 1600 A.D., theatrical endevour was
concerned with the effores of the scene-designers, opera had
become a Fully established form of dramatic arc. The
orchestra-placform for che players of musical instruments
was then felt necessary for help to the deamatic play, and
the well-trained orchestras thus provided the musical accom-
paniment in operas in the West in the 16th century. Buc
it should be rememberzd thar in India, the germ or nucleus
of the geya-natakas can be traced to che eacly 1ach century
A.D., when Kavi Jayadeva composed the pgitinatya, Gita-
govinda. The operas in India were not merely a fantasin,
buc was a combination of poetry, music, dance and symbo-
lism, The orchestra (samiha-vidya) was also a pare and
parcel of the Indian opera (gitinatya).

It is a historical fact that orchestra (vrnda-vadya) evolved
in India even before the advent of the Christian era, and
as has already been said, its prevalence is generally proved
by Bharata’s Natyaidstra, Bhartata has styled orchestra
(vrnda-vidya) as katapa. Besides katapa or Indian orchestra,

1 DProf, Nicoll: The Development of the Theatre (1961),
pp. 164-165,
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1. The main dancer and the orchestra in the Bagh paintings
2. The dancers and the orchestra, Barhut
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No. 1. The Main Site of the Odeon Theatre {

Media Cavea)
—Picture from the o pyi,



The Odeon or Little Theatre :
Orolinatra-side Entrance and Steps for the
‘Madin Caves'.

built by M. Porcious and C. Quinctius

Valgus in B0 B. 0.

— Pompess, p. 40
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mentions of assemblage of different musical instruments
are to be found in differenc religions, royal and domestic
funcrions, but they were not the orchestras or concerts
proper. As for example, in the second chapter of the
Nagyatastra (Viianasi edicion), Bharata has mentioned aboue
different wind and percussion instruments on the occasion
of laying of the foundation-stone of the theatre-stage.

Bharata bas said,
Pesthaco yo bhavedbligo dvidhabhiito bhavecca sah/

Tasyardhena vibhagena rafga-Sicsam prayojayec/ /
* * * *

Sankha-dundubhi-nicghosaic-mrdanga-panavadibhih/ /
Sarva-tiirya-ninadaifca sthipanam kicyameva ca/
—Nagyalistra, 1. 35-37.

That is, **these halves (behind him) should be again divided
equally into two parts, one of which will be made the stage
(rarigafirsa) and the parc at back the retiring room (nepa-
thya). And during the ceremony (of laying of the
foundation) all the musical instruments such as, conchshell,
dundubbi (deum), mrdaiga (carchen drum), panava (small
drum or tabor) should be sounded”. Then Bharata has
mentioned about Indian orchestra or kwtapa in the second
chapter :

Tasminnivitah karcabyah kartrbhir-nagyamandapah//

Gambhiryam susvaratvam ca kutapasya bhavediti/
—Natyasastra, 1. 82-83.

“For (in such a playhouse) made free from the interference
of wind, voice of actors and singers as well as the sound
of musical instruments will be distinctly heard”.

Now, it was customaty to represenc the kutaps or
vrnda-vidya after the ceremony of laying of the foundation-
stone of the stage and in the beginning of the worship of
the presiding deities:  “‘sampiijya devatdh sarvab kutapam

7
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samprayuiya ca” (NS. 1L 11). Now, it should be men-
tioned that Bharata Lias used the word ‘kwtapa’ in different
senses. As for example, he has mentioned kutapa sometimes
as different musical instcuments (“#ataica sarvi-kutapair-
yuktanyanyani karayes” —V. 12), and sometimes as orchestra
or vrnda-vidys, Similacly the commentator Abhinaba-
gupra has used the word kutapa in three differenc ways: (1)
“hutapamiti caturvidbamitodya-bhandani"'; (2) caturvidha-
matodyam hutapam’™; (3) “kwtapab sampbeta-giyana vi-
dakasamibab”. It should be remembered that all these
interpretations ate correct, as the word kutapa sometimes
denotes four kinds of musical instruments like tate, wvitata,
ghana and susira ; sometimes ofchestea and also sometimes
musicians and players of different musical instcuments,
Then Bharata goes on to describe the arrangement of
the musical instruments (kwtapa-vinyasa), which was known
as pratyibara, Besides, he has described about avaturana,
abrivapa, vakrapani, parighattand, samghatand, mirgotsarits
or mirgasirita, gitavidbi, parivartana, nandi, etc, Regard-
ing the detailed arrangement of che musical instruments
(kutapa-vinyisa) and their names, Bharata has said,
Kutapasya cu vinydsah pratydbica iti smrealy/
Tathavatacanam prokeam gayakindm nivesapam//
Parigitakryarambha drambha iti kircicaly/
Atodys-tanjandnartham tu bhavedasravandvidhilh//
Vadyavreti-vibhagartham vakrapini-vidhiyace/
Tanttejastacapdrtham tu bhavecea parighattand//
Tatha pﬁqi«viblﬁgﬁtﬂmm bhavet sarhghatanavidhily/
Tancri-bhinda-samayogdn mdrgdsatitamisyate /[
Kalapata-vibhagarcham bhavedasatita-krya/
Kirtaniddevatinam ca jheyo gitavidhistha//
NS. V. 17-21.

-.-l:l' ?."l'
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“The arrangement of the musical instruments (kutapa) is
called the pratyabira. The appearance of singers is- called
the avataraps. The commencement of vocal exercise for
singing (parigita) called the drambba ot beginning, Adopt-
ing the musical instcuments for playing them in due
manner is called the frdvana. Rehearsing (lic. dividing)
the different styles (vrttis) of playing musical instruments
is called the vakrapani. The strings of instruments are
adjusted duly during the parighattani, The sathghatana
is meant for rehearsing the use ok different hand-pases (for
indicating the time-beat). The playing together (in harmony
with one anothet) of drums and stringed instruments is
called the margdsarita. The dsarita is meant for practising
the beat of time-fractions (kalapita), And the application
of songs (gitavidhi) 13 for singing the glory of gods”.?
Regarding the arrangment of different musical instru-
ments in orchestra (kwtapa-vinydsa), Abhinavagupta has said
in the Abbinavabbarati: ‘nepatbyagrbadvarayormadbye
pirvabbimukbo mardangikab| tasya papavikan vimatab [
rangapithasya daksipatah wttarabbimukbo gayanab| asyagre
wttarato dakgipabbimukasthita gayikyab[ asya vime vaini
kab| anyaira vamiadvira-(dbira)-kivieyevam katam pati
kum tapatiti fabda-vifesapalakasyas natysbhimikojjvalatidba-
yinafca vargasya yo vicitro nyasab si viprakirpinamevatra
dbaukanatma pratyabarab” (V. 17). The meaning of the
lines is this that the mardarigika to sit facing east between
the two doors of the green-room, the panaviks to sit to his
lef, giyaka to sit to the south of the rafigapitha, facing

t These have already been described in the previous chapter
(chape, IV), It is to note fucther that the English translations of the
Hlokas have been adopred from De. M, Ghose's Natyafastra to some
extent.
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south, the gayika to sit ac his front on the north facing
south, veinika to their lefr and two varhiikas to their righe,
In all three types of players of musical instruments occupy
a place in the rarigafirsa between the two doors. The
female musicians also uvsed to be allowed to rake pare
in the Indian orchestra. Regarding it, Abbinavagupra has
said:  “yadyapi kutapasya vinydsa madbya cve ca giyaka-
syabbimukbo rafigapithasyottarato giyinya iti gaya-(yi)-
kindm vinydsal, tathapi tvavataranam nima pribaguktama-
aganam  gita-(manganagita)-syivasyambbavitvam rafijake-
varge kbyapayitum | yadvaksyate—

“Yadyapi puruso gayati gitavidhanam tu laksapopetam/

Strivirobitah prayogastathapi na sukbavaho bbavati] [”

—Nagyasastra, XXXIIL. 5-7.

That is, though in ancient Indian orchestra, male players
of musical instruments were mentioned, yet for pleasing
combination, it was the practice to engage female playcr:
also. Elsewhere Abhinavagupta has given the definition of
kutapa in this manner : ‘‘kutam fabdam patiti caturvidba-
matodyans kutapam| tat-prayokirjitafica tasya vifesenavya-
vasthapakanim talra visesena nyiso yathayogam svara-tila-
laya-kaladi-nivefapam | sa eva pratyabaradivisirita-kyyantab
paripiirno vinyasah|"

Bhatata has said that the arrangement of musical instru-
ments (kutapa) used to be made exclusively in connection
with the presentation of dramas. And for this reason he
thas said elsewhare:

Vadyesu yatnah prathamam tu kiryah
sayya hi ndtyasya vadanti vadyam/
Vadye'pi gite'pi ca samprayukee
ndtyasya yogo na vindSameti//
—Nityafastra, XXXIIL 270.
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The ﬁ#t#p‘ consisted of four kinds of musical instru-
ments, and Bharata has claborately dealt with them in the
dtodyavidhi in the 28th chapeer(Vardnasi edition) thus;

Tatam caiviavanaddham ca ghanam susirameva ca/
Cacurvidham tu vijfieyamacodyam laksaninvitam /
Tacam tantrigatam jfieyamavanaddham tu pauskaram/
Ghanam talastu vijieyah sugico vamsa ucyace//,
Prayogastrividho hyesiam vijfieyo nitakasrayah/
Tatam caivivanaddham ca tatha nigyakpafica yah//
Tatam kurapa-vinydso giyanal saparigrahah/
Vaipaficiko vainikasca varhsavadaka evacaf/
Mardangikah papavikastathd darduriko® vudhah/
Anaviddhavidhdvesa kutapah samudihreah [/
Uttamadhamamadhyabhistatha praketibhiryutah/
Kutapo nityayoge’tra ninadesa-samasrayah [/
Evam ginam ca nityam ca vidyam ca vividhaSrayam/
Alaracakra-pratimam kartavyam nityayokerbhih//
Yattu tantrigatam pmkl:arg nandtodya-samasrayam [
Gandharvamiti vijieyam svara-tala-padiSrayam/ /
—Natyasastra, XXVIIL 1-8.

From this we come to know that ancient Indian orches-
tra consisted of vaipaficika or vaipika, vaisvidaka, mirda-
lika ot papavika or dardurika. It can be divided into four -
main classes, players of lute or veend, flucists, drummers and
players of cymbal. The players were of three classes,
wttama (best), madhyama (m:dium] and adbama (trite).
The orchestra (kutapa) was arranged like alatacakra i. e. in a
circle. These have been fully deale with by Sarangdeva in
the Sarigita-Ratnikara (vide III, prakirpa chaprer),

P

1 Different reading—darbhariko,



102 A HISTORICAL 51UDY OF INDIAN MUSIC

. Sarafigdeva has said like Bharata that drum, puskars was
the principal musical instcrument in the orchestra: “ﬁnﬂP:
tvavanaddbasya mukbyo mardangikastatal”™. Simhabhupila
has also said : “‘avanaddbasya kutapa eko mukbyo mardari-
gikab”, Sirafgdeva has mentioned the names of the drums,
which were used in che kutapa or ancient Indian orchestra,
and they were panava, dardurs, dbakka, mandi-dbakka,
dakkali, pataba, hkarati, etc, DBesides them, he has
mentioned the names of ocher musical instruments, which
were included in the kutapa.

Sirangdeva has described about the ndtya-kutapa i e
combination of musical instruments, meant for drama,
The natya-kutaps was divided into three classes according
to their merits, and chey were witama (best), madhyama
(medium) and adbama (teie). Sunhabhupila has said:
“efesim ca patranam wttama-madhyamadbamatvena  huta-
pasyipi traividbyam’. When chese three types of hwtaps
were used to be combined, they came to be known as vrnds
or combination (or cluster). The combined musical instru-
ments or instrumentalists (vrnda) were in their turn divided
into best, medium and erite. (1) The best type of vrnda
consisted of four main singers, twelve accompanying
,.':ing:r:, four Autists and four drummers; (2) the medium
type of urnda consisted of two main singers, four accom-
pnnying singers, two Hutists and two drummers; {3] thie
lowest (kanistha or adbama) type of vrnda consisted of
one main singer, three accompanying singers, two flutists
and two drummers, Regarding them, Sirangdeva has
said in the Sanigita-Ratnikara:

Gatp-vadaka-satghito vendamityabhidlifyate /

Ucttamam madhyamamatho kanisthamici cat teidha/ [

L
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Cattaro mukhyogiiiro dvigunih samagiyanal/
Giyanyo dvidasa proktd varméikianim catustayam/ |
Mardangikasu catvaro yatra tad-vrndamuttamam/
Madhyamam sﬁtcﬂdnrdh:na kanisthe mukhyagayanah/
Ekal syac samagiddsastrayo giyanikib punah/
Catasro varsikam dvandvam tathd macdalikadvayam/ /

' —S, R, lll. 203-206.

. According to Bharata, these vrndas or combined musical
instcument-players and musicians were called cthe kutapa ot
orchestra: “dha vrnda-vifesam tw katapam bharato munib"’
(SR, IIL. 2171), though Saradgdeva holds a different view to
some extent. Sarangdeva has said: “‘anyadapi  vmdam
kutapakbyam matintarena” (cf, commencary of Sirhhabhu-
pala), According to him, vrnds, koown as hkutapa, was
really the ndtya-kutapa (orchestra proper) and was exclusive-
ly meant for use in dramatic performances. Saradgdeva has
furcher said chat the nagya-kutaps used to be formed out of
different persons, expert in the arts of abbinaya, angabara,
mandala as well as in the arts of dances like tapdava and
' Jasya, which were also current in the countries like Varata,
Kaenita, Lita, Mailava, Gauda, Gurjara, Mahardstra,
Andlea, .ﬁfiga, Vanga, Kalinga, ete.:
Vardta-lata-karnata-gauda-gurjara-kongkanaib |
Mahardstrandhra-hammira-caulait-malaya-malavail [/
.ﬁr':gn—vaﬁgﬂ—haliﬁgﬁd}mir—ninﬁblﬁnn}r_akuvidailﬁ
Angahira-payogajfiair-lasya-tindava-kovidaih /{
Vicitra-sthinaka-praudhair-visamesu susiksitaib/
Nityasya kutapah patrai-ruttamadhamamadhyamaih//
—Ratnikara, lll. 221-223,

It has already been said that che natys-kutapa was also.
divided into three classes, best, medium and common-
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place: “etesim ca patrinimuttama-madbyamadbamatvena
kutapasydpi traividbyam",

Sithhabhupdla has used the terms vrnda and samiha
ot satghate to mean ‘collection’: “sathghatab samiiho
vyndamucyate’”. The vrnda or samiiha-vidya was also of
diffcrent classes, such as, kwtape-vrnda i.e. collection of
different musical instruments, vimfike-vrnda i.e. collection
of Hutes only, gayani-vrnda i.e. collection of singers, kola-
balikhya-vrnda i.e. collection of various musical inscruments
which generally used to create disturbance,

It bas been said before thac besides orchestra (kutapa),
chorus (vrnda-gina) was in practice in ancient India,
in connection with the dramatic performances, The chorus
used to be produced by different musicians, both male and
female, and was known as ‘gayani-urnds’. These musicians
remained always attached to the dramatic plays or abbinaya.
The expert musicians used to produce songs in unison, and
they were accompanied by differenc musical inscruments,
The gayani-vrnda and the kutapa-vrnda were in rouch with
each other all the time. The gayani-urnda was also divided
into three classes, best, medium and common-place. The
best type of gayani-urnda consisted of two main singers,
ten accompanying singers, assisted by two flutists and two
drummers, The medium one consisted of one main singer,
and four accompanying singers, assisted by one Hutist and
one drummer, The common-place one consisted of half
of the number of the medium one. Some arc of opinion
that according to Bharata, the gayani-urnda, vamiika-vrnda
and such other urndas were also known as kwtapa: +iba
urnda-vifesam tu kutapam bharato  munih"”. But it is
a facc thac though the musicians in the gayanivrnda

F )
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were  accompanied by different  musical  instruments.
and connected with the dramatic plays, yet they
used to sing songs for drama in unison, which was
nothing but chorus (samiiba-sarigita or vrnda-gana). Like
kutapa or orchestra, the musicians used to create the ethos.
in dramatic plays. The vamiikavnda was composed only
of fAutes, and consisted of one main fAutist and four
suhsidint}r ones,
Eka syadvarhiiko mukhyascatviro’syanuyayinah /
Viméikanamiri prayastajjfair-venda nigadyate/ /
— Ratnakara, V1. 667.

As has been said before that opera (geya-natya or giti-natya)
evolved in India in the early 12¢th cenwry A.D., ie. even
before the time of Sirangdeva, who appeared in early r3ch
century A.D., and the palpable evidence in its support is-
the astapadi or gitagovinda-prabandba-gina of Thakur
Jaideva of Kenduvilva, in West Bengal, All over the world
well-trained orchestras provide the musical accompaniments.
in opera plays. In opera, dance is only incidental, and
the dramatic action and conversation (abbinays) take
prominent role, In South India, differenc operas (geya-
ndtakas) were written by great composets in different times.,
The charitrams, written in songs and verses, were produced
as opera, IThe charitrams were known as the geys-
charitrams, Well has it been said by Prof. Sambomoorthy:,
“A well-trained orchestra is absolutely necessary to provide
the music accompaniment in operas. * *In a properly
balanced orchestra, constituted with attention to tone-colour

effects, it is possible to achieve brilliant resules”?  Itis chus

—— e ——

1 CF, Prof, Simbomoorthy: History of ludian Music (1963),
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found chat an orchestra is necessary for an opera or geya-
nitya.

Prof. Simbomoorthy has further said: *Kutapa is the
term for orchestra in ancient lodian music.  There are
references to Mm-.ﬁnmp_ﬂ or stringed bands and avanaddba-
katapa ot bands of drums. The Awtapas provided musical
accompaniment to the dramas n ancient times. In late
times, the term sasigita-melam came to be used to denote
orchestras, playing classical music. The orchestras, designa-
ted to play folk music, were called by such nanies as
naiyandi-melam, urumi-melam, etc,””

It has already been said that genuine evidences
tegarding the existence of orchestra and chorus, accompany-
ing dance and drama, are [ound from the sculptures and
bas-reliets of diffcrent Buddbise Scipas, railings and gates,
monasteries and Hindu temples of ancient India. Evidences
are also discernible (1) in the paincings of the Ajantd
Caves, in one of which is depicted a theatre-stage and
green-room with a dancing girl, dancing with her atten-
dants, and female musicians are keeping rhythm of the
dance ; (2) the theatre-stage and green-room hewn ouc
of rock ac the Sitdbengi-Cave, in front of which is che
figure of a female dancer dancing, and o drummer and a
flutise keeping the rhythm of che dance ; (3) representa-
tions of dancing figutes on the Bharuc-railings ; (4) the
vrnda-vidya and dancing figures as well as the figure of a
dancer and female players of musical instruments ac the
Bagh Cave paintings are worth-mentioning. The orchescra-

1 lbid,, pp. 86-87.
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party and the dance-motive of a dancing girl (magi), as
depicted in the Pawayd at Gwilior of the 4th century A.D,,
is also very significant in this context, The orchestra, as
depicted here, consists of a sarode like veend, one harp-type
of veend, flutes, drums and cymbals. From all these it is
evident thac a simple form of orchestra was in praceice in
ancient India even before the dawn of the Christian era,
though modern type of orchestra evolved in India in the
beginning of the British Rule, as it has been fashioned after
the design of che orchestration process of the West. But thac
does not mean that there was no orchestra in India before
the Bricish Rule. India had orchestra and chorus of her
own, and that orchestra consisted of purely Indian musical
instruments, based on melody and melodic elaboration.

APPEMDIX TO THE CHAFTER V.

Regarding vrnda and kutapa:
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CHAPTER VI

'ZSAPTATANTRI-VEENA IN THE BUDDHIST CAVES
OF PITALKHORA

The musicians as well as the musicologists and the
lovers of music generally overlook the importance of
archacological finds relating to music. The treatise on
music undoubtedly supply to us many a valuable clue with
the help of which the obscure and forgoteen chapters of
history of Indian music get illumined and become meaning-
ful. But it is a fact that the representacions of musical
instruments and dancing postures with different hand-poses
(mudris) of different epochs, carved on the scone-walls and
facades of various caves and temples of India fucnish us
with materials which are indispensable for proper appraisal
of the art of music as it Aourished in ancient India, As
obscrved by Carl Engle, the sculptures and frescoes of
musical instruments and dance-poses relating to different
periods of history provide to us knowledge of the culeure
obtaining in those periods. These should, cherefore, be
regarded as valuable means to the understanding of the
cultural heritage of a people.

Representations of some of the musical instruments on
stone have recently been excavated from the Buddhisc
Caves of Pitalkhord, carved in the Satmidldi range, known
also as Chandord, on the northern fringe of Aurangabad
District of Mahirdstra State. The caves of Pitalkhori lie 50
miles to the south-west of the Ajantd Caves and 23 miles
to the north-west of Ellori. An eaclier account of these



SAPTATANTRI-VEENA IN THE BUDDHIST CAVES 11¥

Caves, says M. N. Despande' seems to have appeared in
1853, when John Wilson gave a very bricf description of
the Chaitya Cave and the adjoining Vihira Cave, Fergussom
and Burges also gave a more detailed account of the same
in theit monumental book, Cave Temple of India. In the
“Report of the Buddhist Cave-Temples and their Insctip-
tions’' (vide Archaeological Survey, West India, IV, London,
1883, pp. 11-12), Burges has furcher drawn particular
attention to the Capicals on the pilasters of the Vibira
and also dealc wich the inscriptions, two in the Chaitya
and five over the cell-doors of the Vibara, recording gifts.
from the the natives of Pratisthana. In more recent years,
fresh light on these Pitalkbora Caves has been thrown by
M. G, Dikshit in the Bombay Historical Seciety, Nos, 1-2,.
1941, It is said thav the development of the rock-cuc
architecture started in the second ceocury B.C. culminating
in its final form in the sixth-sevench century A.D. The
Caves were taken charge of by the Department of Archa-
eology, Government of India, in 1953, and are still
maintained by them, The ancient name of Pieallkhora
seems to be Pitangalya, which has been mentioned in
Prolemy’s account as Petrigala.

Now three portraitures of the saptatantri-veend have been.
found engraved on stone-slabs, excavated from the debris
in the forecouct of Cave No. 4 of Picalkhora, Besides chem,
have also been found one fragmentary sculpture of a winged:
Kinnara and one of a fying Gandharva, Though the
nomenclatures of Kinnara and Gandharva areclosely associa-
ted with music, as found in ancient lore, in the Epics, and

t The Bengali vetsion of the Jataka, censlated by liga
Chandra Ghose, .
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in the classical literature of India, yet the sculprural repre-
sentations of Kinnara and Gandharva, as found in che
Pitalkhord Caves, are very peculiar in forms aod features,
for the winged Kinnara bas been featured with collared
beads in the right hand and a bowl of flowers in the lef.
The Aying Gandhacva has been depicred with a shicld in
his lefe hand, in heroic pose. During the Vedic period,
says the historian R, C. Dute, the Gandharvas, and the
Kinnaras used to be considered as the enemies of the gods,
but this conception underwent metamorphosis during the
Epic period, It seems that the sculptors of the Buddhist
Caves of Picalkhora adhered to the Vedic conception, while
.chiselling those figures of the Gandharva and Kinnara,

The saptatantri-veepas, rogether with their plectrums
have been vividly depicted in some sculpeures in Cave No.
4. The particular sculptures are three in number, two of
which contain the representations of one female and one
.male musicians, In one of the two, a woman las been
jportrayed in a reclining posture, playing a veepd, baving
seven strings, with her right hand, From the fragmencary
piece of the sculpture it appears that the veepd depicted
thereon resembles in shape the Egyptian Harp, It is placed
-on the lup of the woman who lolds the plectrum  (kona)
with her . thumb and forefinger, and is seen plucking che
second  string of the saptatantriveepd. In the second one,
a youth has been portrayed, holding a veepa againse his
right schoulder, and seven strings of the veepi emanating
*from an elliptical gourd with a curved handle, at one end
-of which are tied the strings”. In the third one is found
the representation of a male figure, “wearing a graiveya and
a hara round the neck and heavy floral wreaths on the
wrists.,” A veepd with seven strings is on his left arm,



Suptatantri-Veena from Piwlkhora Caves, The Seulpture of o Musician,
—Male (2nd Century B.C—2nd-3rd Century AD.)

{ By the permision of the jrrﬁacnbgi&'ﬂl
Department, Govt. of India, Delhi)



Sapratantri-Veens [rom Pitlkhora Cave,

- ( By the permission of the Archaenlogical
Department, Govt. of Indie, Delhi)



Saptatantri-Veenn from Pitlkhora Caves—Sculpure of o
Musician, Female.
{ By the permission of the Archaealogical Depariment,
Goot. af ndia, Delhi)
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pressed against the lefe rib, and he holds the plectrum in
his right hand.

The saptatantri-veena was not a noveley in ancient India,
In the Rgveda, we find mentionof the veepd, vipa wich hun-
dred strings: “maratab vipam fata-sarikbyabbis-tantribbir-
yuktam veepd-visesam dbhamanto vadayantah'’. In the Re,
verse 10.32.4, it has fucther been  mentioned: “matd yan-
manturyuthasaya piroya'bbi vipasya sapia-dbiturijjanah’’.
Siyana has explained it as: ‘‘vipasya vadyasya sapta-dbitub
nisadadi-sapta-svaropeto janah abbigacchati tadvat tadguno-
petam  bbavabh”. As the term “sapta-dbitub’ bas been
used with the word *‘wanpab,” it is probable that ‘sapta-
dbidtub’ signifies ‘seven tones’ that were produced in the
hundred strings of the veepa, vipa. But we cannot agree
with Sdyana’s interpretation of the cterm “sapta-dhitub”
as notes like nigdda, dhaivata, pasicama, madbyama, gan-
dhara, rsabba and sedja (“nisadadi-sapta-svaropetab’), because
the notes misada, etc, are known as the seven notes of both
the gandbarva and defi types of lawkika music that evolved
after the Vedic period. The Vedic notes wenc by the
names of krugta, pratbama,  dvitiya, tytiya, caturtha, mandra
and atsvirya, and it is reasonable to sutmise that sapts-
dbitul or seven notes, that were produced in the hundred
strings of the veepd, vipas, were the Vedic ones. During
the time of Kityiyana of the Kalpasiatra, the wvina
came to be known as the karyayapi-veepa, and the cow-
mentacor Karkdcarya bas called it the mabativeena,
possessed of hundred strings.

The saptatantri-veeni is one of the types of the veena
of the lute class of ancient India. The most ancient ctype
of veena was in the form of a bow, which was known as

8
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dhanuryantram, or a musical insccument fashioned after the
hunting bow, having the strings of gut. The <bow’
ot dhanuryantram is regarded as the forerunner of all
classes of string instruments of the world. The veend
with one string (ckatamtri) and the wveepa with two
strings (dvitantri) are very ancient, and the hiscorians are of
opinion that all kinds of che later developed veepis evolved
from them.

In the Vedic and Buddhist literature, different kinds
of veend have been mentioned, and the authors like Nirada
of the Siksa (1st centucy A.D ), Bharata (and cencucy A.D.),
Matanga (sth-7th century A.D.), Parsvadeva (7th or gth-
t1th century A.D.) and Sarangdeva (carly 13th century
AD.) as well as most of the post-Sirangdeva writers on
music have described the characteristics of different kinds
of veepd in their respective works. The Birth-stories or
Jitakas of Gautama Buddha were compiled sometime
between the 3rd-2nd century B.C. Sir Wallis Budge has
said in his monumental book, Baralim and Yewasef (1923),
tegarding the Birch-stories of Buddba that the orthodox
Buddhists believe that this collection of the Birch-stories
was in existence some three or four centuries before the
Christian era, At the end of the 3rd century B.C. they
were held to be sacred, and they were chosen as che
subjects to be represented round the most sacred Buddhise
buildings, ¢.g. in the relics of shrines ac Sanchi, Amardvati,
Barhut, etc,, and they were popularly known under the
technical name of Jataka. The number of the Jatakss are
547 or 550 of 565 and of them the Veenisthuna and
Guptila Jatakas in particolar contain references about
the musical instruments like the veend, venm, erc. It has
been mentioned in the Guptila-jataks that Guprila and
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Musila used to play the veepd, baving seven swings i.e.
saptatantri-veend. The Guptila-jataka states:

Saptatantti sumadhura mohini veenir/
Vidana fikbila antevasika amara/ /*

The veeni with seven strings has also been desceibed in
some classical works of Kalidasa, The veend ‘saptatantri’,
pethaps resembled the citra-veend, as described by Bharaca
in the Nagyasastra in the 2nd century A.D, Bharata has
said :

Sapratanurd bhaveccitd vipafici navatantrik/
Vipanci konavadya syac citrd canguli-vidana//
—NS,, 29.114.

That is, the citra-veend, having seven strings, used to be
played by finger, whereas the vipafici-veend, baving nine
strings, by plectrum (kopa). INirada has mentioned
about the veepds, daravi and gdtra in the Niradiiiksa
(1st century AD.). It is said that the daravi-veena,
which contained seven strings, was used as sn accompani-
ment to classical type of deii or formalised regional music.
We also get the reference of the saptatantri-veena during
the time of the Pallava King, Rija Mahendravarman, who
lived in the 7th century AD. It has been said that Rija
Mahendravarman was himself an accomplished veepi-player,
and received his training in the wveepd from his learned
teacher, Rudrdacirya, The veend, which he used to play,
was known as the parividini, having seven serings.  Dr.
Righavan has said in this connection in his illuminating
article: Music in the Deccan and South India (vide The

1 Bengali version, from the /ataka, translated by 1$3na Chandra
Ghose,
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Behar Theatre, No. 7, January, Ig:‘,ﬁ'}: “Ta the east of
Kudumiyamilai Inscription, there is a label *parivadini-da™
helping us to understand the notation given in this inscrip-
tion, as pertaining to the music on the veena called
parivadini, a lute of seven seeings”, From this 1t becomes
clear chat the saptatantri-veepd was in vogue in lodian
society even [rom the 3rd century B.C, to 7th-Buli century
A. D' Our modern sitar with seven strings is but the
modified form of the ancient citrd-veend, though ic is
erroncously  believed  thar the Indo-Persian poet Amir
Khustau Fashioned and introduced it into India [or the
first time in the 13th century A.D. Most of the post-
Bharata musicologists have also  mentioned about the
saptatantri-veend in their respective works on music.
Regarding the forms of the ancient musical instruments
of the veena class, it can be said that mose of them were
bow-shaped, resembling the Egyptian harp, as has been

1 John Burnet has said in his Greeh Philosophy: "lIn the
time of Pythagoras the lyre had seven strings, and it is not impro-
bable that the eighth was added later as the result of his discoveries,
All the strings were of equal length, and were tuned to the reguired
pitch by tension and relaxation, This was done entirely by ear,
and the first things was to make the two outside strings (bypaté
and neté) concordant, in the sense explained, with onc another,
with the middle swing (mesé), and with the string just above it
(trité, later paramesé). The notes of these four strings were called
*stationary’, and were similarly related to one another in every kind
of scale; the notes of the other three (or four in the eight-stringed
lyre) were ‘movable’ and scales were distingnished as enharmonic,
chromatic, and diatonic (with their varieties), according as these
strings were tuned more or less closcly to the same pitch as the
nearest fixed notes”,
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stated before.  The represencations of che three saptatantri-
veenids, engraved on stones, which have been excavated from
the Buddhist Cave (Cave No. 4) of Pitalkhord,! are bow or
harp-shaped, and most of the ancient veends, though differ-
ing in number of strings, were of the same shape. The
veends featured in the sculptures of Gindhira (1st-znd
century A, D.), Barabudur (8th century A, D.), Kimboja
(6eh-13¢th century A. D), Kizil (Tuefan, Central Asia, 6th
century A, D.), Amardvatd (2nd-3rd century A.D.)), Ajanid
(znd-7¢h cencury A, D.), Nigitjunakonda (20d-3ed cencury
A. D.), Sitnd (2nd century A, D.), Mahivallipuram (7th
century A. D.), Pabarpur (8ch century A, D.), Anuradhi-
puram, Ceylon (2nd-3rd century A, D.), and other places
resemble the bow-shape. The weepas of ancient Egypr
(4000 B. C.) and ancient Sumer (3200 B. C.) were also
bow-shaped, While discussing about the harp family,
Hortense Panum says that the bow-harp was chiefly known
from the Egyptian mural drawings in which it might be
found as carly as three to four thousand years B. C. The
harp of antiquity did not use the front pillar which in
the modern harp stays the string-frame, and the longest
string was ac the open side. Moreover, the frame of che
ancient harps to which strings of unequal length were
atcached, took the form of a semi-citcle or of an angle made
of two staves. [n the earliest known picture, the bow-harp
only took the form of a somewhat more amply-strung
counterpart of the bow-harp still in use among some of the
norcth-Alfrican tribes, On a slightly curved and apparently

1 Rock-cut Caves of Pitalkbora in the Deecan, published
(1959) in “Ancient India” (Bulletin No, 15 of the Archacological
Survey of India) pp. 66-93.
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still quite solid stick, which was of equal thickness from
end to end, six strings were attached. A bow-harp was
found in the tomb of Ka:Em-Nofer in Egype, having seven
strings, This kind of bow-shaped lute or veepd was
prevalent in India in ancienc times, The veend, embossed
on the coin of the Emperor Samudragupta Il (4th century
A.D.) is also of the identical shape (bow-shape). Again the
veepas, perpendicular in shape with a gourd ac each end,
are also found in the sculptures of Mahivallipuram (7th
centuey A. D.), Ajantd (2nd-7th century A. D.), Beogal
( Bagali-Kalesvara, 14th century A, D.), and Rangpnr
(Bengal, gth cencury A. D.). Buc the sculptural representa-
tions of the three saptatantri-veends of the Buddhise Caves
of Picalkhord were palpably of che bow or hacp eype.

Now it may be asked in this connection as to why the
bow-shaped as well as harplike veends went out of practice
in later days in Indian countries? It is a fact chat most of the
veepds, engraved in ancient sculptures and depicted in
frescos and mural paintings in the Buddhist Cave-temples
and monasteries as well as in the Hindu temples, are bow-
shaped or harplike ones. It is found that ancient traditions
die hard and generally followed by every socicty, in spite of
emergence of new vision in artistic sense and creation. Buc
_ it isalso a fact thac in the present Indian society, the bow-
shaped as well as harplike veends have become obsolete.

Prof. Rithlmann is of opinion that the bowed instru-
ments had arisen independently at different times and in
different places amongst advanced civilized peoples, but that
they had always sprung from a primitive, rude form. Dr.
Otto Anderson, Prof. Hortense Panum, Francis W. Galpin,
Fétis and other Western scholars are of the same opinion to
some extent. Regarding harp and its family, Prof. Panum
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bas said thac the harp family “is divided into cwo
branches: (1) the Harp Proper, in which the strings are
strerched freely so that the hands may reach them from
cither side, and (2) the Psaltery, in which the strings are
extended over a sound-board so that they can be rwanged
from one side only™.

There were also bow-shaped harps, and they were
chiefly known [rom the Egyptian mural drawings in which
it may be found as carly as three to four thousand years
B.C. It may accordingly be considered wich some proba-
bility as the original type out of which all the harps were
evolved”, In India, long before the advent of the Christian
era, the veend used to be made out of bamboo and different
kinds of wood in the forms of bow and harp proper. Most
of the historians are of opinion that the Indian luce or veena
firse evolved from the bow, and the very primitive type of
veend was in the shape of a bow (Indian, dbanw). Afcer-
wards it took the shape or form of the harp. In
ancient Greece, Rome, Egypt, Western Asia, Assyria as
well as in Wales, Scandinavian and other countries, che bow-
and hkarp-shaped veends and other string instruments were in
practice, and still these types of musical instruments are in
use in different Western countries. History informs us
thac even the most ancient past becomes a common source
of impetus and inspiration to all nations of the wotld in the
field of new creation, and as such it is a macter of surprise
as to how the bow-shaped and harplike veends and ocher
musical instruments went into oblivion from the present-day
Indian socicty. The mystery of the real cause of cheir
disappearance has not yet been unravelled, or it can be said
that the question as to how, when and why the bow-shaped

and harp-sized veends went gradually out of practice from
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the present Indian countries is purely a psychological one. It
might have been the fact that as taste, along with the sense
of beauty and artistic creation, change chrough ages, the
present Indian society has found the practices of bow-
shaped and harplike veenas as uncongenial for its purpose.

Again there may arise a question that will i¢ be reason-
able to assume or ascertain the real shapes, sizes and designs
of the present-day veends and other musical insceumencs
from those of the ancient ones, as depicted in the ancient
sculptures and paintings of the Buddhist and Hindu Cave-
temples and monasteries? Because, even in present days ic
is found that most of the sculptures and painters are not
fully conversant with the correct knowledge of the methods
and principles of construction, of exact sizes and arrange-
ments of the frets and wires in che instruments, and yer
they chisel and paint or rather represent the musical instru-
ments only to prove their existence and practice in the then
society, It has been found that the depictions of shapes
and positions of many musical instruments do not exactly
cally with chose of the modern instruments already existing
in the present society. So some scholars are of opinion that
it will not be wise to assume or ascertain the exact shapes,
sizes, numbers of wire and fret of the modern musical
instruments, from those, dcpicmd in the ancient sculptuma
and fresco paintings, Buc it cannot be denied the fact
that from the representations of the musical instruments in
ancient sculptures and paintings, it is possible to know and
ascertain that such and such musical instruments were in
vogue in ancient society,
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APPENDIX OF THE CHAPTER VI

[. The method of playing on wveend, as described
in the Naradifiksa:

qredt At @ § Ay mAsfy )

arfisr AT g @I NG I9OH, |

et g ar Qe gat mafe g

WEATTHGET AT I

el wag! ardl s |

Jiasfi Faiaar grashniE |

SUF AT aredEgTea |

arfaat rgasd aar ZeraHTOE ||

qard At aq) Qe aTATEE, |

EEIFRTITEE pusartl it Gl

faear A1ga FAFTR TAATEIA, |

sgera @ ar fre” aea iy wda

wrafgmarEmt frarmy framiaa

gt Al @ S w=@ g o

fatar oo exgn afv g fafafide)

g 7& gfy faga: dwn=ameatd )

I g TR T e )

avFagaTag afvfaeifadmda

7 =T FUAARAgE T g |

HIEAT TE F49 FEATES HAA 1

w997 ALy wiggaad |

qqeasr fasat qgr ardg saic o ( F9%: ) etc
— Niraditiksd (Viranas ed.),

Chaprer VI.
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The Veenitantra deals elaborately with the mechod of
playing on the veepa. ’
I Vicanicarya Sudhikalafa says about veepa:
wEaret Farat = faart anal-asr
nafEafaa=at S IRAT FEFATRT: 1)
aw wEAg SFaTET RHET 1
AREE! EERT g, e 0
Tz fog: far aeft mfmmifossad )
g fawg: war Emeir A fegiumrena: o
U, AT AT ararafatendT |
aarer qegt ey w4 arai(s) griafe
A H A AT AR e |
qrgar faffaranal T glase @ o

—Sangitopanisatsiroddbhara,
Chapter 1V, 11-15.
lII. Two kinds of playing, sakala and nighala:
awe frewg Afe a=aard fay wia)
FHIG g G Frewig feed w3
grarfi=ify A fmisd szt )
wwe fogwan ((ar otz ) gw faswe grmaar o

1 Different reading: aﬂiﬂ?ﬂ‘mﬂ!ﬂmﬂ



CHAPTER VII

THE CONCEPT OF RAGA

The conceprion of rdga isa grand and wonderful thing
thac bad ever been produced in the domain of music in
the world, It is the outcome of buman mind's direce
mode of apprehending as well as appreciating the aesthetic
beauty par excellence, as distince from all contingene
phenomenal things. It can be said ro be the product of
intuitive perception of the all-pervading abstract beauty,
metamorphosed into a concrete idea or concept. This con-
cept is a vital force that designed cthe grand. structure of
music. Really concept is the means for forming or con-
structing a conception of a thing, Itisa general idea or
meaning, bearing no distinct reference t any concrete
object of sensing, It can otherwise be called a thoughe-
construction, carrying with it the idea or notion of a
general nature or meaning which may be applicable to an
individual or object. The concept of riga is, therefore,
a product of thought or idea of settings of abstract ideal
of tones, transformed in concrete form.

From a historical survey we find that ragas pmhahljf
evolved in the beginning of the classical period i.e. in boo-
500 B.C,, and they were evidently used in that time. In
the Ramayapa and Mabibbarata, we come across the ragas
in a definite form. Narada of the Siksa of the 1st century
A.D. has mentioned the word riga in connection with che
seven gramaragas like sadava, madbysmagrima, sadjagrama,
paficama, sadbarita, kaifike and kaifika-madbyama. In
the 4th canto of the Ramdyana, Vilmiki has definitely
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described the pure (fuddha) rype of seven jatirigas, with
the application of their registers. (sthanas), marcchanas,
and aesthetic sentiments and moods. The wandering
bards like Kufa and Lava used to sing the Ramacarita-
gina with the help of seven classical parent or causal
melodies like the jatis. In the 2nd century A.D., Muni
Bharata has only elaborated those seven jatirages into
eighteen, adding eleven more mixed jatirigas. Bharata
has formulated ten specific characters or essentials. like
graba, aia, nyasa, alpatva, vabutva, etc, to determine che
genuine forms of the jatis (rdgas). Like Vilmiki, he has
also mentioned about the emotional sentiments and moods
of the jatirdgas so asto create the corresponding senti-
ments and moods in the minds of the appreciators, He
has also admitced chat the jatis are the precursors or
forerunners of all kinds of marge and desi rdgas to be
evolved in future. Regarding the ecighteen parenc rdgaes
or jatiragas, described in Bharata's Natyafdstra, MM,
Ramakrishna Kavi has said:  **Among the ancient works
on music, the rdgas were classified into eighteen jais,
which simply show the main characteristic of rdgas that
come under each jati''. Unfortunately some scholats are
not inclined to admit the status of the jatis, described in
the Nityafastra, as rigas, because, according to them, the
jatis of the Natyafitra do not contain the real characteristic
as well as do not bear the real significance of the ragas.
Bug, we think, they fail to realize the real purpoct of the
jatis and their ten essentials, as described by Bhararta,
Bharata has clearly said: “jatisambbitatvdt”, etc. While
determining the characteristic or significance of the word
jaei, Matanga has said: ‘athavd sakalasya ragider-
janma-betutvijjatyadaya iti"’.  He has fuccher said thac all
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the Srutis, grabas, and svaras (notes or tones) evolve
from the jati. So jati, being the source or fountain-head
of all kinds of ragaes, is known as the causal or parent rdga,
As regards the specific {:h_amctcr of the jatis, he bas
also said: “idanim vifesa-laksapamaba-grabiméan * %,
tatridau jatyadi-prayogo grhyate yendsau grabah”.

lc is a fact that Bharata has not given any definition
of the word rdgs, but he Dhas simply described the
ragas under che head of the jatis, with their determin-
ing  essencials  and  other nccessary  features. Ic s
Matanga, who, for the firse time, has given a clear
definition of rdga in the Brbaddefi. Matanga has said:
“yannoktam bbaratadibi tadasmabbib niriipyate”. By the
term @di, he has meaot Bharata and his contemporaries
like Kohala, and others. Matanga bas defined the word
raga in three different ways, and they are:

(a) svaca-varna-viSesena dhvanibhedena va punab/
rajyate yena yah kafcic sa rdgah sammatah
saedm/ |

(b) yo'sau dhvani-visesascu svaravarna-vibhisitah /

rajjako janacittindm sa ca rAga udahreah/ )|

{c) ityevam raga-sabdasya vyutrpatticabhidhiyate/

rajjandjjayate rigo vyucpactih-samuda’hrtaf /

From the above flokas ot definitions we come to know
that the word rdpa has been derived from the root ‘rafij’—
‘to ringe’ or ‘to impress’. Just asa sheet of white cloth
can be tinged with some colours, in the like manner, the
minds of men and animals gee tinged as it were, with the
pleasing vibrations of sweet sounds (tones) of music. In
fact, the vibrations of sweet sounds of tones of both
vocal and instrumental music create soothing and pleasing
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sensati
the total material form of such
‘s said to bethe rige. In face, a riga is more than the

sensations or impressions or a bundle of impressions, and
that all kinds of sound, sweet or harsh,—musical or noise,
create some impressions of their own, and as such it may
be asked as to why all kinds of such imprn::inn cannot be
cermed to be the raga? To this question it can be answered
that the intuitive musicologises as well as the scientists have
carefully obscrved and examined the aesthetic aspeces of all
kinds of sounds and cheir vibrations, and have come to the
conclusion that sounds of music i.c, musical tones are more
delicate, charming, attractive and sweet than all other
sounds, and so the vibrations or minute sound-unics of
music create sweeter and more soothing impressions in the
minds of all, with their abiding value and beauty. And the
name ‘riga’ bas been so given as it creates pleasing
impmssiuns—cum—scnminm in the minds of all living beings.
Besides, the S$istrakdras have said that the riges are
possessed of some specific qualities as well as characteristics
which determine them and animate them with life and
energy. We thus find thac the ragas have in them the
musical propensitics and value, which ateract the mind,
help to concentrate the dispersed o scattered modifications
of the mind, and thus lead the audiences and lovers of
music to the tealm of meditation, which brings peace,
joy and happiness.

la this connection, it should be borne in mind that no
single sound has the power to charm or attract any man
or animal, but it requires to be combined with a successive
series of agreeable sweet tones (sound-units) to produce the
desited cffect.  Well has it been said by Vidwin T. V.

ons (sarhvedanas as the sarnshiras) in the mind, and
sensations or impressions
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Subbd Rdo in connection with his Readership lectute on the
Seven Lamps of Sangita: A simple tone by itself has
licele or nothing to please, but in conbination with ot in
close succession to, cettain other tones, its power to delight
is high. A compound tone is always agreecable on account
of the presence of che partials, These upper pactials are
produced by the vibration of the string in aliquot pares
along with the vibration of the whole string; and these
notes agree with the note of the entire string, In this
agreement lies the secrec of the pleasurable sensation in
music, * * Every note that is used in music must have at
least a fair measure of concord with the fundamental.
It must also agree with the note precedes it and the note
that succeeds it. Though our system of music is melodic
and produces its eflects by a succession ob notes rather than
by a supet-imposition of them, yet it must so far be conced-
ed that the foundation of melody is harmony. The notes
are derived on the basis of harmony, but they are applied.
on the principle of melody, That the pleasure of harmony
may be sensed by the ear, the sadja and paficama are always.
sounded in the drone so thac all the notes used may be-
perceived to agree with them™.

Now, what is the psychological process behind the
perception of a raga? A riga isa psycho-material objece,.
because it originates first in the form of impressions
(sathskaras) in the depth of the mind, and then rises.
above the planc of the subconscious or unconscious mind
and manifests itself in the outside world in the materialized
form and is perceived by the senses. So when we say that we-
perceive and appreciate the rdga, it means that we perceive
and appreciate the projected material form of the ideal aspece.
of the raga. In fact, we ideally perceive and -appreciate:
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only the features of grace and sweemness (ldvanye and
madhurya) of the raga, and the intricasies of the tones,
baving theic movements like upward and  downward
motions (drobape and avarobapa), are only the external
features of the rdga, Modern psychologists are of opinivn
that all the activities of our bodies and other organic
Functions are no other than the resule of the reflex actions
of the mind, When we hear a sound, sweet or harsh,
pleasant or unpleasanc, it ar once enters our ears and
produces agrecable or disagrecable impressions.  Thac
impressions ate again translaced inco a kind of keeling or
sensation (anubhbiiti or samvedana), and the mind immedia-
tely reacts through the reflex action, and then we pay our
attention (mind) to the effect of the sound, which means
we listen to and appreciate the sound, This happens also
in the case of musical sounds or music. So we shall have
to admic the existence of an intelligence or intelligent
something behiod the process as its mover or doer or
director, and the process of our listening and appreciating
music means we come in contact with both the intelligence
(buddbi or caitanya) and the projected material form (vastw
‘or vigayasattvd) of music,

In other words, it can be said that the psyche' or mind
is the reservoir of all kinds of impressions, When an
-object comes in contact with the psyche or mind through
the gates of senses, it is transformed into impressions, The
shining iotellect cthen enlightens i.e. animates the
impressions, which are ac once translated into a sensation
or feeling, The psyche or mind is conscious of the object

1 In the Western Psychology, psyche is known as ‘mind’,
whereas in the Indian Psychology, it is known as *soul’ or ‘dtman’.
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with its intrinsic value and beauty. It happens during the
perception of the musical sounds of the régas.  As soon as
we come in contact with beauty, grtace and sweetness
of the rigss chrough the senses, they go at once into.the
brain in the form of impressions. Then the psyche or mind
receives those impressions through the medium of the shin-
ing intellect, and they are again translated into the senses,
and the result is that we perceive or realize oc appreciate the
ragas, possessed of sensible forms and inherenc qualicies
like beauty, grace and sweetness (saundarya, lavanya and
madburya). And this is the process of p:rccptlun of material
things and qualities.

According to musicology, the rigas evolve from the
thatas, ot melas, or melakartdas. The thatas or melas or
melakartas form the base or fountain-head of the ragas,
And it should be remembered chat a thifs ot mela or mels-
kared is also a rdge and icis known as the mela or mela-
kartd raga, which means chz causal or parent rdga, just as a
jti (jatiraga) is recognized as the causal or parent rigs being
the source of che gramarigas and different  anga-rigas,
evolved in the later time.

Now, what do we mean by a thita or mela? The
word thita is of Sanskrit origin,! which means the structure
or form (kathama), and the word mels is also a Sanskric
one. A thita or mela is a composice body of seven tones in
ascent and descent series (drobana and avarobanas kramas).

1 The word thdga ( 91T ) is a Sanskeic name, whereas thita
( Z1z ) is a Persian one, but both of them convey the same meaning
of 'structure’ or *form’ (kathima or gathana),

9
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A thita or mela is consisted of seven tones, and innumerable
rigas (melodic forms) evolve [rom the thita or mela by
the pracess of pecarutation and combination ot seven toues,
A thita ot mele may be called a dvnamic force-centre,
from which innumerable rapgas Aower lorth wich  therr
specific qualities and forms,  Pandic Ahobala (1700 A.D)
has said: *‘mela svara-samiiha syid rigavyanjana-sakeim",
i.e. a mela 15 a combmation of tones, and it has a power
to create the rigas, Thercfore every riga has 1 mela
or thata for its basis or ground of origin.

The mircehana is the precursor or forerunner of the
mela or thata (or ghata). The practice of mircchand was
prevalenc  probably from the beginning of che classical
period (6oo-s500 B.C.). It is probable chae when Brahmi
or Brahmibharata created the new type of gins, gandbarva
out af the materials of the four Vedas (of the samagianas),
the use of the mircchands was in practice along with the
rigas (jatis or jatiragas). In the Ramayapa, Mababbarata,
Harivamfa and differenc Purdnas, we find the use of
miircchands of dilferent types along with different schools
of gina. The mircehanis bave been described in the early
treauses like the Naradisilsa, Napyafistra and othet’' con-
temporary works.  From che 1st-2nd to 15th-16th century
A.D., the mirechands were recognized as the dommating
principle for determining the nature and form of the rdgas,
both gandbarva and formalized defi.  During the rime of
Narada of cthe S$iksa, Bharata, Dattila, Yageika, Matanga,
Pacévadeva, Sarafigdeva, Nirada of the Makaranda, Soma-
nicth, Abobala and even Pundit Dimodara (17th century),
the rdgas used to be determined as well as recognised by
their respective migrechanas.,

A miirechana is a succession of seven tones in ascending
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and descending orders.  Etymologically ic means ‘swoon’
(mArccha). A riga is made to emerge by increasing or
elevating it with the help of the mircohana. It is maioly
divided into four, pirna, sidava, andava (oc audavita) and
sadbarapa. A pirpa mircchani is so called because it is
manifested with seven tones.» A sidava miircchani is
manifested with six tones; an awdave miarcchana, with five
tones, and a sidbarana mircchana is manifested with kakali-
nigida and antara-gandbira vones. Matanga has said thac a
riga is called a mircchand when it is manifested in ascend-
ing and descending orders of tones: ““miircchate yena rige
bi mircchanetyabbisafijita”, From this it is understood
that a rigs is no other than a mirechana, only differ-
ence between them lies in the face that a rdgs is possessed
of the pleasing and soothing capacity, inspite of its ascend-
ing-desending form, while a mirechana is possessed of the
capacity of creating a rdga. Pandic V. N. Bhitkhande
has said,

melah sydn-mitcchanadhiro grimadhira tu mircchana/
svatebhyo grima-sambhiitih Srutayah svara-janmabhub//
mela svara-samihah sydd-riga-vyafijana-§aktiman/

That is, the base or ground of a thats or mels-is the
mircchand, ot it can be said that a mela derives its origin
from mirechana, a mircchana from a grama (ancient
scale), a grama from a seties of tones, and a tone from
microtones (frutés). So a mela is no other than a cluster of
tones, from which a raga also originates. As for example,
the miircchana, wttaramandrd (of the adbira-sadjagrama)
consists of the tones, sa ti ga ma pa dha ni; the marcchana,
rajani consists of the tones ni sa re ga ma pa dha; the
miircchana, wttarayata consists of the tones, dba nisa riga
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ma pa, and so on. So it is a fact thata rdgs is con-

sisted of the successive tones to forin its skelital struccure,
A tina also consists of successive tones.  So it 15 found rhat
a mircchana, a riga and a tana all these chree musical
principles are compased of series of successive tones, and,
therefore, it may be asked as to what are the diffecences
among them, The difference between a rige and & miir-
cobani has already been explained before. Now, as regards
che diffetence between a mircchand and a tina it can be
said that a mircchand is known by its successive series of
ascending  and  descending  tones, whereas a fdna is
recognised by its successive series of descending  tanes
only, The text of Matanga's Brbaddesi is, in this
respect, incorrect, and it has been correctly mentioned
in Somandth’s Ripavibodba (vide chapter 1. 44). And
it should be remembered that from diffecent vaciacions
of mircchands there evolved numerous rigas of different
forms. [n the presenc systems of Norchern and Southern
(Hindusthani and Carnitic) music, mircchands have been
replaced by the thatas or melas and melakartas, and the
ragas of both the systems have originated from the melas
and melakartis.

Now the scudents of Indian history of music know that
the Sangica-Sastrakiras have mentioned about che three anci-
enc scales like sadjagrama, madbyamagrama and gindbira-
grama. o the times of the Ramaiyana, Mababbirata and
Harivamia (400-200 B, C.) and some of the early Purdnas,
these three gramas were in practice, and the jatirdgas
and the gramaragas used to be determined by these gramas.
Some are of opinion that the ancient gramas were no other
than the three modes, and the jatiragas and the gramarigas
used to be presenced in the chree differenc modes or ways.
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But in che Mababharata-Harivat$a, we get che reference as
to the existence of six gramardgas (*'sad-grimaragini’),
which were, it is said, the product of six ancient scales
(gramas). In the Naradifiksa (1sc century AD.), we find
the dc:cn[rtiun of seven gramardgas, which correspond to
the seven ancient scales, and they are supported by che
Rock Iuscription of Kudumiamildi in the Pidukoctai State,
in South ladia, in the 7th century A.D. But it is surprising
to note thac Bharaca has mentioned only two grimas, sadjs
and madbyama, and from chis ic will not be difficult to find
ouc that during the 20d century A. D,, the gandbaragrima
became out of practice. We further come to know that by
the times of Somanich, Stinivdsa and Papdic Ahobals, the
mdtﬁ"}'ﬁmﬁgr&md also became obsolete, and from that
time (x7th cencury A.D.) the basic or ddbars-sadjagrima
exists as the base of the thatas or melas as well as of
the ragas.

The miircchani were also replaced by the thitas or
melas probably by the time of Pandit Rimamatya (1550
A.D.), and it bears confirmation of Pandit Somandch (1609
A.D.) and other music scholars. Pandit Ramamatya has
said:  “svarinimatha vyaksate ye melsa  ragabetavab’,
Ramamacya has also formulated twenty basic (janaka) melas
with the mukbiri ac their head as the fuddba scale. Afeer
him, Pandic Somanith has mentioned in the Rigavibodba )
“atha kathyante melab kramaripasti bhavanti” etc. In bis
commentary, he bas defined the mels as “milanti var-
pibbavanti ragih yatreti tadiirayah svara-sathsthana-visess
meldh, ‘thata’ iti bbasayam”. It will be of interest to note
that though Kallinath (1446-1465 A.D.), the commentator
of the Sarigita-Ratniakara has not mentioned che term ‘meld’,
yet he has vsed che term ‘melana’ in the sense of using in
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musical parlance, Pandit Govinda Diksit (1614 A.D.)
has mentioned thac he has adopted his system of mela,
following the 15 basic scales, advecated by Vidydranya
Svimi (14th-15th century A.D.). From this we can
assume that from cthe 14ch-15th century, the system of
replacement of mircchana by mela came in vogue, There-
fore, by the times of Pr. Ramamacya and Pt, Somanich
miircchand as a determining  principle of the ridgas
completely disappeared, yeilding the place to the mela or
thita.

The rigas are classified into three main categories,
$uddba (ndependent), salaga or chayilsga (dependent) and
samkirna (mixed or compound). The fuddha ragas are
formed independently of other resources.  Kallindch's
definicion of ic s different, bue yec new and novel. He
has said thac the fwddba rigas (independent melodics) are
chose which do not violate the prescribed rules of the
Vedic §dstrageya-gana, and from this it is evident that the
$uddba rigas are agelong traditional. The salags or
chayilaga ragas always depend on other rdgs or rdgas for
its or cheir constrution and nourishment, The sazirnae
ragas ate an admixcure of both the fuddba and salaga rigas.
Sarangdeva and Somandch have described thesc three classes
of ragas in ctheic Sanpita-Ratndkara and Ndgavibodba
explicicly,

The authors on music have further classified the rdgas
into three jaeis, sampiirpa (cluster of seven rones), sadava
(cluster of six tones), and awdava (cluster of five tones).
The jatis are determined by the number of tones of che
ragas. Further the rdgas can be divided into nine classes,
mixed with each other, and they are: (i) awdava-andava,
audava sidava, and aidava-sampiirna; (il) sidava-audava,
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sadava-gidava and sidava-sampiirna, and (i) sempiarpe-
audava, sampiirpa-sadava and sampiirna-sampiirpa,

It should be remembered chat a thata or mela is always
in a hepratonic form i.e, it is consticuted out of seven
tones. Buc the rigas do not maintain the same number,
although they born of the thitas or melas. As for example,
we find thac the ragas are sometimes heptatonic, sometimes
hexatonic and sometimes pentatonic in forms.  Again, a
riga js known by its dominant note or tone, which called
an amia or a vadi. Bue ic is interesting to note that by the
time of Bharata (2nd century A.D.), the rdgas (jati-ragas)
used to be determined by more than one ahfa (which
bear che equal stacus of & vidi). The imie, grabs and
nydsa are the three essentials ot a rags, and they are part
and parcel of the ten essentials or dafa-laksanas, The graba
is the inicial tone, whereas the nyidse, the final one. During
Bharaca’s ctime, in the 2nd century AD. these two essen-
tials, graba and amia were used as synonymous teems.  But
gradually they conveyed differenc meanings, and by the time
of Matanga in the sth-7th century A, D., they were
treated as separate ones, though Matanga has said: “‘amie
vidyeva param, grabastn vadyadi-bbedabbinnah”. An amsa
or 4 vidi really determines the genuine form and nature of
the riga, and so Matafiga has defined vadi as *‘vadandt ité
vadi”, DPirivadeva (7th-gth or gth-11th century A. D)
has also supported this definicion. In fact, an amia or a
vadi is recognized as a predominanc Eactor of a rdga. A tone
as a vadi (sonant) is always followed by a samvidi (conso-
nant) and an anwvadi (assonant). The tone, samvadi may
be called asa concordant one, because it helps to make
vidi more explicit.  The anwvadi or assonant plays the role
of a subordinate tone. There is another tone, which is
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known as a vivddi or a discordanc one. It is said that che
tone, vivadi spoils the form as well as the spiric of the raga.

The seers of music in India never regard a rigs as a
mere skeleton of tones and semitones, but recognize them
as an embodiment of living and dynamic force. They
have made each raga divine, and regard them as a source of
inspiration and hope. They have surcharged the rigas
with differenc emotional sentiments and moods (rasa and
bhava). DProbably from the rsth-17th century A. D., the
inspired pocts composed the dbydnamantrams (contempla=
tive compositions) of the rigas in colourful meters and
beautiful words (chandsa and sabitya), and the incuitive
artists began to give them graceful forms in colours. The
iconographical aspects and representations of the rigas
were materialized in the vision of the artists, and so to say
that the ideal vision of music became real and vivid at that
time with its practical value and spiritual significance,
which were the keynote to the songs, nay, 1o the life of all
living beings.



CHAPTER VIII

ABRYAN AND NON-ARYAN ORIGIN OF SOME
INDIAN RAGAS
We love music, but sometimes miss its ideal chat prevailed
in ancient India. We mainly dabble in the theory of
music, which means generally the grammar of music. But
strictly speaking, theory of music includes in its fold
all the aspects other than the practical one, the sidbana,.
In the Upanisads and ancient Sanskeit texts, we come across.
the terms like ‘fdstra’ and 'sddhana’. By fastras’ are meant
the Vedas, Upaniqn&s and other Vcdiflgas i e, six systems.
of philosophy and a host of secular writing on science and
art, whereas sidbana means the spiritual practice that enables-
one to have a glimpse of the evercfulgent transcendantal
Reality, The fdstras act as guides and help the aspirants
in cheir practices, by prescribing ways and means for
atcaining the highest truth,  The fdstras are but the theore-
vical part of music, containing the laws, rules and regula-
tions that go a great way towards [facilitating the praceice-
of music by man and ulitimately leading him to its highest
ideal.” In this sense, theory includes all branches of know--
lcdgr. like literature, hiscory, psychology, and_ philosophy of
music, which colour and influence the practice of music in.

manifold ways.

Indian music is not merely a skelital scrucrure of tones.
and their permutations and combinations, but is some-
thing more than that. It is spiritual in nature and breadth
of vision, and though it is performed with che help of
material tones and tunes, it breathes the supramentah
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atmosphere, and raises the common man, who comes under
its spell, o che level of the superman. The ragas of Indian
music should be considered as livingJland dynamic, Theic
-conception is not a supetstition or make-belief one. Ducing
the 15th-16th century A. D., many incuitive poets visu-
alised the forms of the ragas in cuul:::hplntinn, and compos-
<d dbhyanamantrams which inspiced talented artists to give
them their shape in colour and lines, They ceruainly beac
the stamp of inner significance, and possess merit that help
men to realise the intinsic meaning and solemnity of the
ragas,

Besides, che rigas should be studied in ceue historical
perspective,  History is a genuine record or chitonicle of
the events that happened in the past. If you focus the
search-lighe of history at the rdgas of the Indian classical
music, you will find that many of them have been adopeed
from the regional and tribal tunes of the Aryan and non-
Atyan peoples of India. Some of them evolved as a resule of
the contact with foreign nations, while some were fashioned
out of the materials resulting from the coalecence of the
Indian and Persian clements,  And this is quite natural,
India always maintained a liberal and broad outlook. There
were also many cultural and political contacts between
India and differenc Weseern and Easteen  eountries, cither
through trade and commerce or through religions missions.
‘Genuine evidences in this respect are not lacking, There
are historical records of the Western savants like Megas-
thenes, Strabo, Plini, Pwlemy, Merindle, Herodotus and
others, and Eastern travellers like Hinen Tsang, lusing, and
others iu its suppore, The Scythians or Sakas, Partlians,
Persian, Grecks, Bactrians, Tutks, Huns and others
invaded India many a time, and many of them were
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culturally and politically influenced by the ideas of India,
and vice-versa,

From the history of Indian Music we again learn that
though the ancient musicologists like Kohala, Yistika,
Durgasakei, Matanga, Parévadeva and others were recognised
as the staunch followers of Muni Bharata of the Nagyafastra
tamie, yer, when they found thar the pandbarva type of the
post-Vedic music gradually fell out of practice and became
unpopular among the artists and lovers of music, they
adopted a novel course in the process of Indian music, with
a synthetic vision, and this act of renovation was not new in
the annals of Indian music. Many of the regional and tribal
tunes were formalised with the help of the fdstric ten
essentials (dafa-laksanas), and they were christianed after che
places of their origin and also after the tribes accordingly.
As for instance, we find thac the ragas like malsva, andbri,
chevatti, gurjari, kimboji, pulindika, iiveri or lriveri.
bangali, takka, hausiki, etc,, were adopted from the current
tunes of songs of those of the tribes of both Aryan and
non-Aryan stocks. The riga botga or bbogta was also a
tribal cune of the Bbotadesa or the Tibetan speaking
peoples, Marenga has said thac rdgas hike takks, (or
tanka or tanki), sauvira (or sawviri) and vesard, botta (or
bhotta) originated from the creble clet or madbyamagramas
between the  3ed-5th century A, D, But i will be
interesting to know as to how the raga botta (or bbotts)
came into being and was included within the fold of
riga ot Indian music. We know that the Buddhist
rehigious and cultural missions crossed many times the
borders of India, and travelled far into the lands of Iran, -
Turkistan, China, Japan, Corea, Indo-China and differenc
parts of the middle and Easc Asia, and even to the Western
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countries, from Bengal (Ganda), Magadha, ectc., through
Kashmere, Tibet, Bhotan, Khotin, Samarkand, Yerekand,
Sugda, Kutch, ctc. From the Chinese chronicles we come
to know that the Buddhist religions missions went to China
sevetal times through Central Asia and ocher places, cacly
i the first centoey AD. and thae [ndian culwure, neluding
music, both vocal and inscrumental and dancing, were
introduced in Kutch, Khotin, Samarkand, China and even
in Persia and Arabia, In the eleventh century A.D,,
duting the reign of the Pila kings of Bengal, there was a
close contact between India avd Tiber, Tibec became a
powerful kingdom during the reign of Srnngn-f.safl Gampo,
in the seventh century A.D. The Pala kings helped a
good deal towards the propagation of Buddhism in Tibet.
The Tibetan mooks used to wisit che monastries like
Nilandd, Vikramsildi and Odantapuri, etc. for studying
different subjects including Buddhise scriptures.  Atisa
Dipankara, a ‘monk of Eastern Bengal, visied Tibet in the
eleventh century A.D., during the reign of Nydyapila of
the Pila Dynasty, Hundreds of Sanskeic manuscripts were
translated into Tibetan language, of which the famous
Tanjur and Kadjur are worch-mentioning, Through the
medium of trade and commerce, religion and culiure Tibec
and its adjacent countries were intimately connecred wich
India, and in this way it became possible to incorporace cthe
Tibetan tunes into Indian music.

The raga takka, taka or takw, afterwards modified to
tarika or tanki, was also a tribal cune of the Takka race of
the At-tok country. It is said that hefore che advent of Lord
Buddha, Takka or At-tok was situated on the bank of the
river Sind, Taxild was one ol their cultural centres, Dr. P. C.
Bagchi is of opinion that “the Takkas who lived for some
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time in the Northern Punjab around Silkor were most
probably of foreign origin”. But the riga takke or taky
was included within the fold of the Aryan music. The
ancient musicologists are of opinion that gakka is an ancient
riga like malava and hindols. Kalyapa, one of the ancient
musicologists has assigned a high place to fakks rdgs, and
says that it is a very favourite rdga of Devi Laksmi, the
gaddess of fortunc: “mukbya-gah Lakimi-pritikaratvae”.
It has already been said thas takka is known at present  as
ganika or panki,

Like takka, botta or bbotta raga is also a regional tune,
adopted from the Bhotadeta. In 306 A.D., Srang-tsan-
Gampo married Bhrukuti Devi, the daugheer of the king of
Nepil, and was converted into Buddhism. He establislied
political as well as cultural relations wich Magadha and
Gauda through Nepal. But the rags botta or bhotte was
adopred into the Indian classical stock, long before Srang-
tsan-Gampo, along with other regional rigas, takka, sauvira,
malava-paficama, gadava, bindolaks, takka-kanfika and
milava-kanfika. In Matafiga's Brbaddesi, written in the
sth-7th century A.D., these rigas have been given honoura-
ble position of cthe gramarigas, evolved from the fatiragas
and cheir basic scales in the gsadjagrima and the
madbyamagrima. The above-mentioned rigas, including
botta or bhotta, were used in the riga-gitis like Suddba,
bhinna, etc.

Regarding the Tibetan riga botta or bbotts, Matanga
has said that ic evolved from the primary clefor sadjagrama;
“botta-rigascd sadjikbye”. While describing the Tibetan
cune, he says:

Syat sadja-madhyami-jaceh paficamalca viniegatah/

Botta-raga$ca vijfieyah paficamit so (‘anta) madhyamah//
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The Tibetan tune Bogts manifests ieself, by rtaking the four
microtonal units from the fifch note, padcama, Its initial
(graba) and vital (ahie) “notes are paiicama, and the final
(nydsa) note is madbyama, The use of gindbira or nisiada
is frequent, Then nigida is used as a shatp note, lc is
heptatonic (sampiirpa) in form, and is connected with the
sacred ceremonial function. lts emotional sentiments like
§dnta, ctc, are used to make it graceful and luscrous.
Sarhgdeva has also followed Matanga. He says thac the
regional rdga bogta was used in the sacred memory of the
Lord Siva, che divine consorc of DBhavini Gauri, the
daughter of the mountain Himdlayas: “wistvo viniyoktavyo
bhavanipati-vallabbam”. Sicagdeva has composed a song
for the riga with notacian, and the Saliskrlbﬁcngn'ii
composition (sahitya) of the song is strikingly similar co
that of the mystic poet of Kenduvilva, Jayadeva. The
composition of the song runs thus:
Pavana-vilulita bhrimita madhukara
jalaja-renu-paripifjarita/
Mada-mandagaci hafisa-vadhiir-
vicarita vikasita-kumuda-vane/ /

which means, the water of the sacred lake on the Himi-
layan mountain 1s almost covered with the full-blown watee-
lilies, The bees being swayed by the wind are humming
sweetly, becoming intoxicated with their sweet fragrance,
and are collecting honey, mixed wich che drops of water.
The swan-bride (hatisa vadbi) is sporting in the forest of
blooming water-lilies in measured majestic chythm.,

The people of the Bhotade$a adopted Tantricism like
Buddhism sometimes after the r1th-rath century A, D.
Acirya Indrabhati propagated the Tantric Buddhism in
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Bengal probably after the ideal of the Hindu Tantricism
nlrc:'.d;.r prﬂvai“ng in India from ancient times, The
Tancricism of Tibet or Bhiotadefa may be an admixture of
Hindu and Buddhisc Taateic cules. In Tantra and Purana,
the Lord Siva has been given an exalted and venerable
position, and perhaps being aware of ir, Sarngdeva has
connected this rdga of the mountains with Siva, the presi-
ding deity of the Himilayas.

The ragas, bbairava and bhairavi were the ceremoniak
tunes of the aboriginal tribe, Bhiravd, who lived in the
Himilayan valley with the tribes like Abbira, Savara,
Candila, Pulinda, and others. Saradatanaya bas menrioned
about them in his Bbavaprakafana in the 14th century A.D.
They were non-Aryans. Probably between the 3rd to 1xth
century A. D., these two tunes were adopted into the
Aryan stock, after t:c:ifying them wich ten essencials,. We
tor the first time come to know about the rigas, bbairava and.
bbairavi, mentioned in the Sangitasamayasira (vide 3, 5, 17,
70) of Pirivadeva of the 7th or gth-11th century A, D, The
bhairava is koown at present as the foremost tune ddi-rage
(“$ubbrambaro jayati bhairava adi-rigab”). But from the
historical point of view it is known that the fiest appearance-
of the rdga bbairava, rogether wich bbairavi took place in.
the gth-14th century A, D., and it was ParSvadeva who.
has enunciated both the ragis in Sangita-samayasara, Soit
must be taken to mean thac bbairava has been enumerated
as the foremost raga from the acsthetic viewpoint, and not
from the historical one, The rdga bbairava evolved out of
the gramarige, bbinna-sadja, which in ics tuen origina-
ted from the jatiriga, sadja-udicyavaii (S R.IL. 7g-82).
Bhatata and Sarangdeva have considered the sadja-ndicyavats
to be pentatonic, having its base in the middle clef or
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madbyamagrama. The riga, bbinna-gadja was pentatonic,
rsabba and paficams being lefc our. The bbinna-gadja was
considered as a sacred ceremonial riga, and used to be sung
on the occasion of the sirvabbauma ceremony (“sarvabban-
motsave geyo”). The riga bbairava was also  pentatonic,
and breathed the same spiric, and created  the same
sacred atmosphere like the bhinna-sadja (*'prirthanayirh
sama-svarah’).

The raga bbairavi also evolved out of bhinna-sadja, and
was the hepratonic (pirna). The bbairavi was  considered
a5 saceed like the bbairava, and was practised on occasion of
sacred ceremony or worship (‘devadi-pririhandyam t bbairavi

viniyujyate). Again it should be noted chat according to
Sacngdeva the bhinna-sadja was possessed of emotional unies
or aesthetic sentiments like fdnta, bibbatsa and bbayanaka.
Bharata is of opinion thac the parent rigs (jacirdga),
sadja-udicyavati possessed emotional sentiments of srrigara
and hisya (NS. 29. 1) We thus find chat the emotional
qualities of the bhinna-sadja were somewhae differenc from
chat of its causal riga, and it is probable that in later days
the bbairava and even the bhairavi came to be munifested
with the common qualities of their causal and remote causal
rigas, i.c. they posscssed fanta (in place of frigara and bba-
yanaka) and karapa (io place of bisya and bibbatsa). Apain
“t is a fact that the manifestations of emotional sentiments
of both bbairava and bbairavi took some novel change in
course of time, aswe find that the emotive ingrediencs
of bbairava and bbairavi, bbayinaka and karupa do not
generate at all fear and compassion, rather they do help to
_generate serenity, calmness and peace, and thus bring about
balance of mind, in accordance with the peaceful effect of
Srsigara or Santarasa.
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The faka rigs was also a tribal tune of the Sakas or
Seythians, The Sakas were displaced from their home in
Central Asia by Yul-chi, and were forced to migrate to
the South, They were also found to be settled in Southern
Afganisthdn, in the beginning of the Christian era, and the
territoay they occupied, camerto be known as the Sakasthina,
the modern Sistan. They were one of the groups of
Palilava, Pirthiin and Kushin, Some of the Saka-Pahlava
kings or Ksatrapas used vo rule in Kapifa near Taxili in
the Western Punjab, and some at Mathurd and Upper
Decean, and ac Ujjain in Milwd, The Sakas or Scythians
and Kushins were the cultured peoples. Different kinds of
arts and crafcs came into being during theic regime, and
the remnants of their art and culture are to be found in the
Indian Society. Dr. B, N. Dutta has said in the book,
Indian Art in Relation to Culture: +That the art of che
Scythian period was an innovation, and died out afrer the
cessation of the Seychian tule, is not borne out by the latest
investigation, There has been a continuity of culture and
its cradition’’. The Saka or Scythian rdgs was divided into
two main forms, faka-tilaka and faka-mifrita, It is now
almost obsolete in the present society, FHowever, the faka-
riga has been associated with Siva, the Lord of the
universe {"'Siva-priya”—5R. 3, 62).

The rdga todi is called by its various names like todika,
toddi tudi, tundi, etcc. Todi or todika is the correct name.
This raga cvolved from the ‘pastoral tune’ of the shepherds
or farmers. Originally it was the pastoral tune of che
Tuckish people. When the Turks invaded India like
other foreign tribes, they left their pastoral-cum-national
tune to the Indian society, and so it is considered a foreign
tune. Dr. B. M. Duct observes in his book, Indian

10
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Art in Relation to Cultare: It is the classical musical
system  of the heyday of Hindu culeure chat existed
in the time of Vikitaka-Gupra peried. So long it had
been independent of foreign influence. Then came the
Turkish invasion. North India was engulfed by it. And
the Tuckish Todi was introduced in che Indo-Aryan
musical system”.

Prof. O. C, Gangoly has mentioned that in Subandhu’s
Visavadatta, we ger the line: “‘samisanna kinnari-gita-
fravana rasamana rurs visareps', which means “the deer
were mad with joy when they heard the song ol a Kinnari
(a young maiden) standing near by'. In the Kathdsarite-
sdgara, the influence of music over the deer has been men-
tioned several times: ‘sa tema gita-fabdena Srutena harino
yatha akypstah’, etc. Hemcandra too has mentioned this
fact in connection with Kunila, the son of the Emperor
ASokp. He has said: ‘Pataliputra-nagare yatra yayan
sa tu, tatra tatra yayub pawrdb gitakrsia hwranga-vae’.
During the mediaeval period, the huncers used to hunt
the deer, humming a charming ctune, which actaccted the
deer. The historian  Alberuni  has described in  bis
icinerary that he wicnessed che hunters to entrap the deer
with a perticular song, without using any weapon or trap.
Prof. Gangoly has said thac there is a  beauciful allusion in
the Naginanda of Sri Harga, where Atreya mentions that
when the deer heard the charming tune of song or veena,
with closed eyes, the half-chewed green grasses fell down
from their mouths, It isalso on record that farmer maidens
used to allure the deer by a peculiar charming tune, and
chus they prevented to ravage their crops in the ficlds by the
decr. The idea chat the deer were susceptible to sweet
tunes inspired the painters of the mediacval India to paine
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the picture of the rdgs todi, depicting a hetd of deer, and
a young maiden, with a veend in her hand,

ParSvadeva (7th or gth-t1th century A.D.) has des-
cribed todi as a raganga-rige, and twruska-todi and chdya-
todi as the wpariga-ragas. The turusha-todi, dccording to
Pirsvadeva, is heptatonic, baving seven notes, and chaya-
todi, pentatonic, having five notes, rsava and paficama
being lefc ouc (varjite). In the Sengitamakranda,
todi has been relegated as a subordinate rdgs of
paficama. Mammatacarya has called ic the jenya-rage of
nata.  SomefvaricArya bhas called it the anga-raga of
vasanta, Sirangdeva, following Parivadeva, has observed
the note, madbyama as rhe intial (graba), the final
(nydsa) and the sonant (amia). Pandic Ahobala has called
todi, i.e. marga-todi as hexatonic (sddava), rzabba and
dbaivata being flac (vikrta or komals), madbyama as the
sonant (aria), sadja, the fnal (nydsa), and dbaivata, che
initial (graba). It is manifested in the pasravi-mitirechana of
the middle clete (madbyamgrama), which is known as
*dha ni ri ga ma pa—pa ma ga v sani dha’. le is sung
in the morning.

Pagdic Somandch (1609 A.D.) considers todi as the
mela-riga, which is known by its tonal structure: sa ri ga
(sddbirana), ma pa dha ni (kaifika). Lochana-Kavi (17th
cencury A.D.) has given the description of the tonal form
of todi which is similar to thac of the bbairavi mela: sa ri
ga ma pa dba ni; and from this it is understood that
Lochana-Kavi admics kaphi as the standard pure scale
(fuddba-thita). Pandic Dimodara has described todi as
evolving from the sawviri-mircchand, which is known by
its tonal arrangements of ma pa dha ni sa i ga—ga risa ni -
dha pa ma. The notes, rsabba and dhaivata of the
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ancient form of todi were fat (komals), and it was
hexatonic (sadava).

The tonal form of todi of the present Mindusthini
system is: sa ri ga ma pa dba ni—sa ni dba pa ma ga ri
sa. It is included in che todi-thata, and the sonant (aria
or vAdi) is dbaivata, and the assonant {Jnnvin‘i} is gandbira.
It tends to manifesc towards the later part of the scale
{wttaranga-pradbina), and the tonality of the note, gindbira
resembles chac of pilw,

In the 15th-r6ch century A.D., as has been said before,
the inspired poets composed the dhydnamantram of todi, and
some competent paintecs drew its pictures in  all grace and
beauty, depicting a young maiden, with veepi in her hands,
standing among a herd of deer, who stand enchanced with
the sweet tune of the veena. Radha Moban Sen, a Bengalee
musicologist has described todi as young maiden, who kecps
vigil for her lover. She wears a white cloth, apd is bedecked
with precious ornaments. Her hair is glossy with
oil and scented with camphor.  She is sicting alone, and is
playing on the veend. But bete the poet has lost sight of
the real import of the raga todi and, therefore, has painted
her as a foppish lady.

Now, it may be asked whether chere is any congruity
between the contemplative composition (dbyina) and the
tonal composition (svarariipa) of the raga todi. The tonal
form of todi, prevailing in the present system of Hindus-
thani music is: *sa ri ga ma padha ni sa—sa ni dha pa ma
garisa”. Here the notes “ri ga ma dha” are disEIac:d or
flat (komala). But we find that the old tonal form of todi,
as has been depicted even in Dimodara’s Sasigitadarpana of
the sixteenth century A. D., is hexatonic, having the notes,
rsabba and dbaivata as displaced or flat.  The South Indian
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todi is also hexatonic in its form “and bas been depicced
as: sa ri ga ma dha ni—sa ni dba ma ga ri sa”, having the
notes *“ri ga dha ni"” as displaced. Now, though we find
different tonal forms of todi prevailing respectively in che
North and the South [ndian systems and differeac dbyana-
forms and exquisite paintings delineating the identical fodi
riga, yet there can be discerned a fundamental unicy undet-
lying all dbyidnas and paincings.

The theme of the contemplative composition (dbyana)
as well as che picture of the todi rdga has already been dis-
cussed in connection wich the historical and aesthetic signi-
ficance of the same. However different may be the tonal
forms of the todi rdga as prevailing in the Northern and
Southern systems in dbyanas and pictures, todi has been
conceived and depicted as a hair young maiden, wveend in
hand and pursued by a herd of deer, enchanted with the
tune of the instcument. Therefore the real significance
undetlying the conception of the todi rige is that while
culeuring it, the arcist will gec completely absorbed in the
central theme and tune of the rdga, and become forgetful
of the maiden tie of the contingent world chat keeps one
confined in the den of delusion. May the vivid example
of the enchanted deer inspire the artists to pursue the art
with unqualified devotion to make life blissful and divine
on carch.

The rdga nata is a melody of the heroic sentimenc. Ie
has been conceived and designed for using in the bactle-
field to inspire the soldiers. Parévadeva has mentioned
about this rdgs, nats, nite or natikd in the Sangita-samaya-
sira of the 7th or gth-r1th century A.D. This rage is also
known as nati, nati $uddba-nats, ctc. The sentiment and
aesthetic mood (rasa and bbava) of the riga nata are differ-
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ent from those of the riga'. naganariyapa, which is known
as the melody of rychmic dance.  Pandic Diamodara of the
17th-18¢ch century A. D. has described about the dbyina-
mantram and features of nata-rigs as:

Grahamms$a-nyisa sadja syfic sarpiirana niciki maia/

Turangama-skandha-nibaddha-vihuh/

Svarna-prabhah fonita-fona-gaceah /

Sathgeima-bhumau vicaran pratipi,

Nago’yam uktah kila riga-mircily/

That is, the bands of the rdga, mata or natika are pl:c:d
upon the horse (ready for jumping upon the battle-ficld),
The colour of the rdga isced like bleod, and he (or she)
shines like gold. He (or she) walks in che battle-ficld with
a heroic look, and he (or she) ssems to be an embodiment
of rage or anger. A Hindi poet has also described the riga
in a beautiful way:

Chadi turangama cheyo ydhi janga,

Taha khamasdyaike khadge-vajavai,

Munda-kaci aru runda-nichavai,

Jaru yogini khappara Srona-purdvai,

Hathime samasera dhacai,

Sava veera ghatd sava veera jagivai,

lyd vidhi bhava vakbaniye bhairuki,

Ragini nata yoka bbayanaka-ripa lakhavai/
From the description it is understood that some wat-
melodies were prevalent in mediaeval India, and the rdge
nata, nata or natika is one of them. This cune or melody
was used both by civilized and aboriginal tribes of India.

Besides the mafa-riga, there were other rdgas or melodies
of heroic sentiment (veerd-rasa,) and they were specially
meant for war. Among others, the names of kalyana and
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adani can be mentioned in chis connection, The contempla-
tive description of the kalyana-riga is,
Krpana-panistilakam lalate,
suvarna-veSah samare pravistah
Pracanda-mdreib kila rakeavarnah
kalyana-ragah kathito munindraib/ /
The kalyipa-riga, sword in his hand, is entering the
bactle-field. He is red, majestic and of golden complexion,
Again the contemplative description of the ddand-riga is,

Rane pravistah smaraciru-miireih
veere-rase vyadijita roma-harsaly /

Pinau kepinah kila rakeavarnah
adana-rigal kathico munindraih//

The raga, adind is entering the bactle-field, with a
sword in his hand, Fle is also of red complexion, and
majestic.

Now Sirangdeva Las described many gramardges and
bbagaragas which were possessed of heroic  sentiment, and
they were: bbinna-kaifika-madbyama, Suddba-sidbarita,
fuddba-kaifika, gawda-kaifika, iaka, bbasmapa-paficama,
rhpa-sidbarans, sadja-kaifika, takks, bindola, sanvira,
etc., together with bbasardgas like paficama, 3ni, barsa,
nigadbvani, ete.

The riga kamboji, kimbodbi, kbimbaj, or kbimaich
was the national tune of the people of Kimbuja, Kimboja,
Ciambodia. The Chinese itinerant monk Houen Tsang has
said chat the people of Kimboja were non-Aryans, and
this facc has been corroborated by the Bharidatia-jataka.
The Kimbojians have been mentioned in the Vifis-
bribmana of the Simaveda, Yiska has considered the

language of the Kambojians as different from chat of the
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Aryans, Prof, Zimmer is of opinion thac the Kambojians
were closely related to the people who lived in the Uteari-
patha or North-Western Province of India,  Prof. Grierson
bas spoken of the similarity beeween the Kimbojians and
the Indians. The term ‘Kimbojian' is also found in the
ancieac rock inscriptions of Persia, Dr. Laksmapa Sacipa
has observed thac Yiska has classified che Aryans and the
non-Aryans on the linguiscic basis of spoken Sanskit and
Priker, and he is of opinion that boch the Kimbojrans and
the people of the East used primary Sanskeie while the
Aryans and the Northerners used provincial Prikge,  This
leads us to believe chat chough the Kimbojians were a
Sanskric spcakiug people, yet they were not included within
the Aryan clan, and as such the nacional tune of the
Kambojians, Kimboji was originally known as the non-
Aryan one. This view also finds support of Marafiga in
his Brhaddefi and when it was included into the fold of the
Indian classical music, it came to be regarded as an Aryan
tune of ragd.

The raga barigal or bangili was a tribal i.e. national tune
of Vanga or Bengal. The riga, ganda or gandi also evolved
from Bengal, jusc as the literary style of gawdi {gandirits)
cvolved from Bengal. Gauda was once the capital of the
Greater Bengal. The term ‘Vaiga' is to be found in the
Aitareya-brabmana, 2. 1. 1., along with the names of
Bagadh, Chera and other birds. Bagadh is another name for
Magadha, With regard to the term ‘bird’, Dr, Pushalkac
has said cthat probably it signifies cthat the people
were of non-Aryan stock, and so the languages they spukc,
were not intelligible to the Aryans, The name Anga along
wich Vanga occurs in the Bawdhiyana-dbarmasitra,
Mabibharata and other epics and literature, Prof, Olden-
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berg has called the peoples of Anga and Vanga as the
ancienc Acyans, but Dr, Pushalkar does vor supporc this
view. So it isa matter for investigation whether the rigs
barngal or barigili of the Varigadefa is of the Aryan or
noo-Aryan origin,

The rdga pandbira or gindbiri was a tunce of the
Giandhacadesa, modern Kindabira, It has been said in che
Epicd that the music-loving semi-divine Gandharvas were
the inbabirtancs of Gindbira. The Noreh-Western Province
of India once came under the influence of culture and
civilization of ancient Greece, and Gandbira too came
within theic ocbic, Buc most of the historians are of opinion
that the races like Gindhdra, Savara, Nisida, Pulinda, and
others were not really included in the Aryan group, and so
the raga piandbira o gindbari may be regarded as non-
Aryan n its origin,

The ancicn riga pulinda or pulindiki was a tribal tune
ol the Pulindas, The Pulindas have been mentioned in
the Mababbarata. They are also mentioned along  with
the Andheas in the Asokan inscriptions. The capital of
the Pulindas was called che ‘Pulinda-nagara’. Probably the
Pulinda-nagara was situated to the south-cast of DarSani or
Vidisa, modern Bhilsd, Again Darfand was che former
name of Rupanith, where Afvka’s pillar was found, and
this Darsini and its adjacent areas were really the seac of
culture of the Pulindas. The rage pulinda or pulindika
was, therefore, a tune of the non-Aryan people, having a
developed culeure,

The ragas, andbri, Savari or faveri ot friveri and abbirk
weee also the tribal tunes of the Andbras, Savaras and
Abhfras. The historians are of opinion that the Andhras,
the Savaras and the Abbiras were pardy under the Aryan
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influence and partly under the non-Aryan. In che
Brahmanic literature, they were known as the dasyns or
robbers, The Andhras lived in the area between the rivers
Krispd and Goddvari. Dr., H. C. Reychoudhury s of
opinion that the Savaras were a branch of the Saura races
of the hill teacts of Vizdgipaccam. The historian Plioi has
mentioned a race *Suyeri’ by name. The Savaras had their
abode in Gwilior and even in the border of Orissd and
Vindhydn forest. They were non-Aryans, and so the raga
faveri or ériveri can be regarded as the non-Aryan tune
of the Savaras, The Abliras being the most 1mportanc of
the succeeding powers in the Deccan like the Vikirakas,
Palhavas and Kadambas, the ceibal tunes andbri and abhin
of the Andhras and Abliras can similardy be regarded
as the non-Acyan cunes, though alterwards they were
included within the fold of Indian classical music,

The riga gurjari is also known as a foreign tune, as it
was adopted from the Gurjara-desa. The Gurjaras entered
India long alcer the Sakas or Scythians, Yavaunas, Bablikas
and Palhavas, Some are of opinion that the Gurjaras were
a nomadic pastoral tribe, who lived in the Central Asian
desert. They entered Aryivarea by the North-West border
of India. In the 7th century A.D., the Chinese taveller
Hiuen Tsang has also meationed about the Gurjacas.  Sonie
say that as the raga was prevalent among the Gurjaras, ic
was known as gurjari:  “gurjariya-deia-pracirit gurjari’’,
Ninyadeva, the king of Mithila mentions gurjari as a
regional tune: “‘defakbyi daksinitya ca sawrdstri gurjari
tatha”, Yastika takes gurjari as a subordinate tune (janya-
rdga) of takka, and according to some, it is a subordinate
one of malava-kausika.

The rage kanadi or kinada was formerly a tune of ele-
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pbant-hunting in the Karndta-defa. Prof. Gangoly has given
a graphic description of the riga karpita in his illumivating
article on the secrec of the names of the rigas and rigipis.
He has said that ancient Karpdta-de$a was famous for hune-
ing of the elephants. The king of the country, accompanied
by soldiers, attendants, and singers was accustomed rto
hunting, and it was a common custom of the royal family
of the period. lIc is said thac a peculiar tune used to be
sung when the elephant was killed, and while its tusks were
presenced to the king as a token of his triumphant hunting,
That tune used to signify two things, one, the pathetic
sound ot the last breach of the dying elephant, and the
other, a sound of extreme joy of victory 1n hunting. In the
conctemplacive composicion (dbyanamantrams) of kinada,
as depicted in che Sangitadarpana of Dimodara, we find
the following description (one of the readings) :

KrpApa-panih gaja-danta-khandam
ckam vaban daksina-hasgakena |

Sarhstiiyamandh sura-ciranaughaib
karpdra-ragah ksicipala-mareiby/ /

Thus the riga kinadi ot karpats may be said to be a
‘hunting melody’, But, afcerwards when the Karnita-desa
came under the influence of Vaisnavism in the mediaeval
time, the hero of the hunting, i.e. king came to be conceived
as Sri Krsna, and che story of slaying of the Gajasura was
interpolated in the factual episode of elephant hunting.
The resule was that the hunting tune came to be associated
with the name of S:i Krsna in a mutilared form as kina
and karana, and lastly kdnada, though the real name of
kinadi is karpata, which commemorates the regional tune
of the Karnita-defa. But whether the people of Karnita-
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desa were Aryan or non-Aryan, thac question requires to be
resolved. Besides, we find the ragas, andbri, siveri or
friveri, pulindika, mabarasyri, malava, ctc,, which cvolved
out of the regional and national ctunes of those teibes.
Matafiga has given full description of those tunes, and they
were adopeed in che stock of the Indian classical music,
either during his time or prior to him.

The Persian tunes also received honourable posicion in the
domain of Indian music. As for example, though Pundarika
Vitthala has called bijej or bijjej as *parada’ or 'paradatea’,
i.e. of foreign gift, yer he has included it in the davari
scale, and has said in the Rigamanjari : “'deiikira vikharejah
tdvaryim bhijejakal” (bejufjika?). He has fuccher mencioned
fifceen foreign ragas in his Rigamanjari, including nisdvara, lc
is said thac the raga nisdvars was devised by Emperor Akbar.
Similarly Lochana-kavi has mentioned in the Rigatararigini
that the forcign rdga phirdosta evolved our of the combina-
tion of vardfi, bingali and vibbdsa, In this connection, the
names of the following tribal and regional, tunes or rigas
are also worth-mentioning, They are: mbdrdsgra-gurjari,
dakgsipa-gurjari, kamodasitbala, diksinitya, karniga-ganda,
drivida-ganda, sawristri, dvitiya-sawrdstri, dravidi, mangali,
kialindi, ete. Besides chem, chere are other regional rdgas
like varati and its vacianes, and  pasicami, saindbavi, pandi,
etc. The ragis like tumbiuru, pota (potta), dbuani, kan-
darpa, kolbisa, raktabamsa, kokila-paiicama, kirapivali,
veghavati, nadyd, panridli, kacchali, madburi kbarijani, kau-
iali, dobyi, tand, ravicandrika, filavabani, etc, are also of
the mixed elements, and they evolved during the renaissance
period. The raga harmana or bammina seems to be of
foreign tune (raga), which was taken from the national cunc
of the Armenians. I would like to quoce the lines from
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Dr. Bagchi’s article:  On the Diffusions of Indian Music
in Ancient Times, in this connection. He has said: "The
other name, Harmana scems to be of grear interest.
Matanga mentions it only once as Harmana (p. 84) but in
another place as Bbammdpa (p. 100). The Sarigica-Ratna-
kara mentions iv as Bhammani (p. 215}. but as the author
of this work did not live before the 13th centuay A. D. he
was simply reproducing mistakes of his predecessors. It
scems that Harmipa (Peikee Hammapa) was che correct
form of the name and Bharmiape came to bh. in Indian
sceipt, Even Harmina is unknown, but ic is not quite
unreasonable to suggest a connection of this name with the
ancient name of Armania—Armind. The Armenians
like the Iranians of Central Asia were famous in the
world of ctrade and were as such che intermediaries

through  which many craits of culeuee were cacried to other
countries’”,

Il‘ar_njil: Pugdarika Vigthala has said in the Rigamarijari:

Anye *pi pirasikeyd rigih parada naimakdh
Supiiendh sarva-gamakih kakalyancaritih sadaf/
rabiyl devagiodhire kinare ca nifivarah/

Sirange mihuro nima janguld'tha vangilake//
Degyimahathgame ndma vird mallira nimake/,
Kedare'pi bhavee siilid dhandsydm ca irilyikd/
Jijirantydm ca hauseal milave mrsalikakah//
Kalyane imani giyer sapardi'cha vilivale/
Desikire vikhatejah asivary@m hijejakab/
Devagiryam misakakhya evamanye'pi yojayet//

From this statement it is understood that many [foreign
melodies were taken in the stock of classical Indian music,
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Similarly Pandic Somandcth (1go6 A. D.) bas said in che
same manner in the Rigavibodba :

“lyam turuska-todi irakha-parydyicaya karndta-gaudasya
samacchiyatvena pardiici loke /[ Tathdca kacscetatead-
riga samacchiydl paradikyd dvadasa rigd ucyante/
Todayill samrddhyi huseni/Bhacavasya jhulusal;
rimalpydyih misali/ Asivaryd ujjalab) Vihanga-
dasya navarojah [Desakarasya vikharejah/Saindha.
vyi hijejaly/ Kalyina yamanasya paiicagrabiab/
Devakryaly puskah/Velavalyibh sarapardab/ Karni.
tasya irdkbah/Aoyopardpindm sugd duegd ict”/

Pandic Bhavabhatta has also mencioned about the changing
phases of the rigas. He has said that lots of foreign melodies
(ragas) were mixed with Indian ones. He has further men-
tioned inthe Anipa-sanigita-ratnakara and the Anipa-sai gita-
vildsa chat many ot the toreign melodies were taken into
the stock of che classical Indian music, But it should be
" noted that Pundarika Vigthala, Pandit Somanich and Pandit
Bhivabhatta have only compared the foreign melodies or
tunes with their Indian equivalents, instead of enumerating
the Persian or other foreign melodies or tunes, Papdic Visnu-
niriyana Bhatkhande bas cleacly mentioned the changes in
melodies in one of his arvicles, AMeodern Hindusething Kiga-
System and the Simplest Method of Studying the Same,
which was read before the “Fourth All-India Music Con-
ference”’, held at Lucknow in 1925, He has accepted
the method of admixture of the foreign melodies with chose
of the Indian system. He has said: “Thus our present
Hindusthdnl music is our ancient music as it has been
modified in the course of centuties by contact with forei-
gners, and by incorporation of foreign methods of expression

and foreign meclody-types™.
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Now it is found that the musicologists and the historians
have traced back to the sources of origin of some of rdgas
and their real significances as well. Though they have
considered them as different structures of notes or tones, sur-
charged with emotional sentimenes and moods, yet they
believe that che rigas of India are full of spirit, and trans-
cend the limitations of names and forms, and shine supreme
in undying glory and exquisite beaury, They also consider
the rdges as the means toa supreme end. The poets of
the 16th-xyth century have composed the contemplative
compositions (dbyinamantrams) and the intuitive painters
have drawn colourful pictures for helping in the ways of
concentration and meditation upon the divine forms (deves
maya ripa) of the rigas, for spiritual illumination and
uplifument.  The jatirdgas, as depicted in the Great
Epics like the Ramayana, Mababbirata and Harivarhia
(400-200 B, C.), evolved out of the sacred rempants of the
Vedic music, samagana, and so they contained within them
the sacred spiric and solemn ideal of the Vedic musie.
We know from the history of Indian music that from che
jatirdgas cvolved the grimarigas, and from the latcer,
different bbagarigas, having in them the identical ideal and
spiric.  Intermingling and Eusion of art and  culture among
different nations and different countries are inevitable in all
ages, and the process undoubtedly enriches the domain.
of art and culcure.

Again it may be remembered that India always main-
tains with her a broad outlook and synthetic vision. This
has been maintained throughout the ages,—from the Vedic
period down to the present time. She is prone to embrace
and include all that comes unto her in the shape of wisdom
and culture, and thus enriches her own priceless treasure of
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art and literature, religion and philosophy. The tunes of
the songs of the non-Aryan and the aboriginal tribes of
India and even of countries beyond its pale, were all
absorbed and included within the fold of her system of
nusic, and some more notes were probably added unto them
to make them suitable for and worthy of the rage forms.
Macadiga (5th-7th centucy A, D.) has said in lus Brhaddeii
that songs with four or less than foue notes should not he
considered as the mairga (or gindharva) type ol music—
“gatnh svards prabbrti no mirgab," and it is probable chac
when the tunes of the aboriginal peoples with lesser notes
were adopred into the system of formalised defi music, they
were reformed (sariskyta) and moulded into some new and
novel forms,  So fac as the history of Indan music 15 con-
cecned, this work of reformation commenced just aleer the
time of Muni Bharaca of the and century A, D., 1. e
during the 3ed-sth century A. D,, and Kohala, Yistika,
Durgasakei, Matanga and others had their hands in this task
of rectification-cum-adapeation, It is, therefore, the fact thac
both Atyan and non-Aryan eclements of music helped to
build che grand acchiteccure of Indian classical musie.  The
period of intermixcure of the elements of differenc systems
of music may be consideced as che dawn of tenaissance, and
this renaissance took place in India several times, and
aishered forth an cra of new life and vigour into the whole
system of Indian music,
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Some of the regional rigas, mentioned by Matanga
in the Brbaddei:
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Besides them, Muraiga has mentioned the names of
numerous regional (defaja) ragas. Now, [rom them it can
be shown that most of the ragis, which were included in the
sathkirna, bbasd, sidbirapa and chiyi caegorics, were
known as regional ones. The regional ragas evolved eithicr
from the countries or nations (defaje or jatija). And we
find that most of the bhisi or chiya (mixed) ragas (melodies
or tunes) were either of Aryan or non-Aryan origin.



CHAPTER IN
THE ORIGIN AND DEVELOPMENT OF DHRUVAPADA
1

It is a common belief chac  dbrupada oc  dhravapada
type of nibaddba prabandba-giti originated in the State of
Gwilior, and that 1t was Riji Min Singh Tomar, 1es Ruler,
who was the first to devise and introduce it to the music
enthusiasts during the 15th ceacury A.D.  This belict
was specially maintained by the English scholars like
Captain Williard, Sir William Jones, Dr. Griffiths, Sir
Qusley and others, and also by some of the Indian musico-
logists, who followed them, To cite an example, Cul-_sr.
Williard, in his book, A Treatise on Music of Hindoostin,
has mencioned: *“Most renowned of the Niyuks have
been Gopil, a native of the Dekhun i.e. Deccan, who
flourished during che reign of Sooltin Uli-cod-deen and  his
contemporaty Ummer Khosrow ot Delhi ; Sooltdn Hoosan
Shruque of Jaunpoor, Riji Min * e * of Gwilier,
founder of the Dlmorpud". cec, (ps :a}']. Again, some
are of opinion that dhruvapada evolved from the regional
folk songs of Gwilior and its adjacenc places, and cthey
argue that both dbrwvapada and eegional folk songs of
Gwilior were similac in nature, and their methods of
presentation were also the same, being devoid of tanas, et
But these sorts of opinion or argument are conjectural ones,
wanting in logical sequence and history.

In the Ain-i Akabari of Abul Fazl-i-Allami, it has
been stated that dbruvapade was a kind of defi (regional)
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song which was much in vogue in Agrd, Gwilior, Bari and
their adjacent places. Abul Fazl bas also stated: *When
Min Singh (Tanwir) ruled as Raji of Gwalior, wich the
assistance of Niyak Bakshu, Macchu and Bhidnu, who were
the most distinguished musicians of their day, he introduced
a popular style of melody which was approved even by the
most refined taste. On  his death, Bakshu and Machhu
passed into the service of Sultin Mibumud of Gujrie,
whete his new style came into universal favour™,  Further
he hasseated: *In the Dekhin, these songs are expressed
in their language by the term Chind (chanda= chanda-
prabandha), which consist of three or four lines, and chicfly
laudatory. In the Tilabga and Carnatic dialects, they are
called dhruva, and their subject is erotic.  Those of Bengal
are called barigala, and those of qunpur, chutkala, while
the songs of Delbi are called kaul and tirand (?). These
lase were introduced by Amicr Khusrau of Delhi in concert
with Samit and Titir, and by combining the several styles
of Persia and India, form a delightful variety, The songs
of Mathuri are called Bishn-pad (vispupada) consisting of
four, six and eight lines, sung in honour of Vispu. Those
of Sind are styled Lihchdri, and are the composition of
Biddyapat and in character highly erotic. In Lilore and
the adjacent parts, they are called chand; those of Gujrir,
jakri®'s

Pethaps chis statement of Abul Fazl is based on mere
legends and second-hand information, and it is also crue
thac he was neither a musician nor an accomplished
musicologist. Moreover, ic is a fact that during the time
of Raja Min of Gwilior (rsth century A.D.), the dbrava-
pada type ot prabandha took a new shape and novel course,
but it is equally certain that it was not invented but only
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revived and rejuvenated by Raja Min, who, assisted by
Hindu and Muslim musicians of outstanding  merit,
established a Gwilior school of music, Dr. Jadunith
Sackdr  has supported this statemenc when he says:
““Afcer Raja Min, the renowned dhrupadiyi, Bakshu
continued his service at the court of Vikeamjit, the son of
Main Singh, and afrer his deach, entered the service of
Rija Kirdc of Kalinjar, whence he was invited to the courc
of Gujiit”. The historian Bayley has also stated in his
History of Gujrat that **a minsteel, called Bacchu (ie.
Balshu) ateached co Sultin Babdue's court, who was taken
before Humidyun on the capture of Mindu in 1535".
From all these records we come to the finding that the
culture of the dbruvapads-prabandha' was prevalent during
the Mughal period.

Now, let us trace the factual origin and growch of the
dbravapada, and find ouc whether it falls within the
category of classical group of the prabandba-giti,
or merely under the defi type or regional one, and
this requires to be investigated from both the textual
as well as historical poines of view. In the Sarigits-
Ratnakara, Sirangdeva defines ‘gitam’ as a combina-
tion of notes or tones, having the propensities of
tinging i. e. producing sweet and pleasing impressions
(satskaras) in the minds of all living beings as well as
divides the gitam (song) into two main classes, gandbarvam
and ganam. By ‘ginam’ he means the ‘defi ganam’ or
regional songs or tunes, composed by the experts of different
parts of different countries.

The songs (ganam) were again distinct from the gin-
dbarvam (gandbarva type of giti), traditionally handed
down from the masters to the pupils. According to Bharata,
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the gindbarvam was composed of svare, tala and pada;
“spara tila-padifrayam™. Bharata has said,

Yaceu taneeikeeam prokeam nindtodya-samiseayam/

Gandhatvamiti tajjieyam svara-tila-padaseayam/ /

This type of gina, gandbarva was pleasing both to
the gods and the semi-divine Gandbarvas. Bliarata has
specifically explained the inherent characreristics of svara,
tila and pada, and from his description it becames apparent
that the jatis (jatirdgas), together with the grimarigas and
other constituent rigas, were known as ‘gindbarva’,

The gandharva was also known as 'm.irgu', whiclh means
‘chased aftec’ (“anvistam’) or as one constituted out of the
collected materials of the Vedic sungs. Bharaea’s descrip-
tion about the gandbarva is corroborated by both Kalli-
nitha and Venkacamakbhi. While commenting on the term
‘ganam', Kallinatha has defined it as ‘defi-ganam’, and it was
composed by the Viggeyakiras or composcrs and as such it
was sung according to their sweer will (“sva-buddbya
giyate”). Bue, according to Sarangdeva, defi-gina means
the prabandba,

Now, whatis meant by the term ‘prabandba’? e
means the gitd or song, systematically ‘bound up' (nibaddba),
comptising the music-paces (dhatus) like ndgrihaka, meld-
paka, dbruva, antara or antard, and dbboga; and lLimbs
(angas) like svara, viruda, pada, tenaka, pate and tila;
jatis like anandini, medini, dipani, bbavani and tarivali
(*prakrsto yasya bandbab syat sa prabandbe nigadyate'"),
Therelore, ‘prabandbha’ means the systematic and organised
classical type ot song (giti). Sirmhabhupgla has also defined
the prabandhba in his commentary, Swdbikara in a beautiful

Wﬂ}h
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It has been said before thac the prabendba-giti was
possessed of different dbatws, anges, jatis and rasas or
aesthetic sentiments, Now, what was meant by the terms
dbatu, anga and jati? A dbitw was conceived as a music-
pare ot arhfa, impfying a division of a giei or song. The
ficse part of a prabandha went by the name of uﬁfgrﬁbaid.
meaning opening or commencing, This is an ancient name,
but in the present Hindusthiini system of music, it is known
as sthayi, e, a plice where a giti  or song rests upon and
commences to manifest icself, Melipaka is che ancient pame
of the second pact, and in it the prabandha used to fully
manifest itself, keeping harmony with the first part. Accord-
ing to Riji Raghunith Nayaka of Tanjore, the function of
the melipaka was to bring about a unity between the frst
music-pace, wdgribaks and che third one, dbruva. The
dbruvapada-prabandba used rto sprout forth as it were, in
the ficse pare and chen manifeses in full bloom in the second
pact. The name of the second part, melﬁpﬂkd 15 now known
as antard, The antard ot antara rests in berween che fiese pare
and the third parr. In [act, the music-parts are regarded as
different paces or centres of manifestation of the prabandba,
and all the parcs, when bound up or taken rtogether, form
the complete structure of a prabandba, in conjunction wich
the rige, An ange (limb) conceived to be che essential
fcature of a prabandba. It is of six kinds,

(a) svara or note like jsadja, cte. with their respective
|:—irchcs;

(b) wviruda or panegyric like ‘they are my God,’ etc.
Parsvadeva, Raj@ Raghunicth Nayaka and others
are of opinion that the word ‘viruds’ means anta--
gonism and that this meaning was current in the
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country like Mahiriseea (vide Sanigitasudba, 1V,
54-55). As viruda connotes the idea of valour or
prowess and chereby symbolize veera-rasa, so the
limb, viruda is taken to create an acmosphere of
valour and freedom in a prabandba giti like dbru-

vapada, etc,;

(c) = pada means a name of its object;

(d) atenska means a cadence of note ona sacred
symbolic standard as tena, na, te, cty;

(¢) a pata uses to be a continuous limitation of sounds,
pruttcding from percussion instruments;

(F) atila, is arhythm, expressed by beats at equal

intervals,

Again a genus (jti) is divided into five scctions, and

they are:
(a) medini which mean a prabandba, possessing six
limbs;
(b) @nandini which means a prabandba, having five
limbs; .
(c) dipani, which means a prabandba, possessing four
fimbs;

(d) bbavani, which means a prabandba, made of three
limbs,

(¢) tarvali, i, e., a prabandba, which is possessed of
only two limbs.

So we see that the name of the genus or jati differs
according to the number of its limb or aniga.
- A dbruva-prabandba or dbravapada was divided
in ancient times into anirywkta or anibaddbha and niryukta
ot nibaddbha. The anirywkta or anibaddba type of dbruva-
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pada-prabandba was not governed by the rigid rules of
time-measures or matrds, ctc,, and it was known as lipa.
And from this it is understood that though dhruvepada
used to be sung evenin slow tempo (vilamvita laya), yet
aldpa or claboration of the ronal forms was mandatory.
The niryukta or nibaddba type of dbruvapada-prabandha
was  bound up with metres, time-measures, and other rules,
The nibaddba-prabandbas used to be recognised by three
different connotations (sanjias) like prabandba, vastu and
riipaka,

Numerous prabandba-gitis were prevalent in ancient
times, and they were sida, ali or @li-samiraya and viprakirma.
The dbruva-prabandba-gitis were and even to this day are
included in the category of sida i.c.’ salaga-siida-prabandba :
‘dbruvadi silaga matah' (SR, 4.311). Sdcangdeva has divided
the siida-prabandha into two, pure and mixed (fuddba and
salaga or chayilaga),

Now, what were the fuddha-sida prabandbas ?  The
fuddba-siila  prabandbas were the jatis or jatiragas,
brabmagitis | like hapila and kambala, rogether with
the gramardgas, wuparigas, bbasirigas, vibbisi-rigas and
antara-bbasi-rigas auvd the prakarapa-gitis like madraka,
aparintaka, wllopya, prakari, obenaka, robindaka and
uttara plus the gitis like chandaka, dsarita, vardbamina,
panika, rea, gatha ond sima. Siraigdeva says; *‘jatyad-
yantara-bbasintam fuddbam prakarapanvitam”™, whereas the
commentator Sithhabhupila has only said: “Sruti-prakarana-
marabbya-antarabbisa-paryantam”, Raji Raghunach Nayaka
of Ténjore has also described the salaga-sida-dbruva in the
same way (vide Sarigitaiudba, IV, pp. 8oo-8og).

Now it is clear that the gandbarva or mairga type
ot gitis was known as prabandbas, and it has been
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confirmed by boch Bharata (2nd century A.D.) and Sarang-
deva (carly xyth century A.D.))  The observation of
Bharata, regarding the ndtyagiti, dbravi, may be cited in
this connection. [harata has said,
Ya gealy pinikd g3 sajca-riipdngameva caf
Sapta-rtipa-praminam hi si dheavetyablisaijiiica/ /
—Nigyasisira, NS, 32.2.

Sarafpdeva has  stated in  the Sanigita-latmiakara:
“eladih fuddba”, ete,, and thus it is leond that boch
Bharata and STrangdeva have delined the gandbarva and
brebma-gitis in the term of prabandba-gitis.

Bharata has also divided the dbrovas into two  classes,
nibaddha and anibaddba, and thetr definitions  differ [rom
those of the regional or dedi prabandbas to some extent.
The commentator, Subbabhupiala has mentioned about them
in connection with eli and other prabandbas, He has
said: ‘manu bbaratena eladinam chayilapatvam uktam, tat
katham $uddbatvam wchyate, tatriba-chayilagatvamiti®.
From this it is understood that Bharata has deale with the
prabandhba rype of classical gitis in the Natyafasira, While
describing sixty-four dbruvds, he has said chac the dbruvis
were composed of ditferene letcers (“sama-vritiksara-kreal'),
dbatus and angas lik svara, viruda, tenaka, pata, pada, and
tila, etc., Therefore, it is found that the dbruvis were
recognised as the gandbarve type of prabandba-giti, and
used to be presented in accordance with suitable place, time,
and circumstance: “defa-kalamavastham ca jhawa yojya
dbruva budbaih” (32.352).

It has been said before thac Bharata has  deale with
the brabmagitis like kapdla, kambala, crc: (‘tanyaksarini
vyakse yani purd brabhma-gitani® NS. 31,95), and following
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Sarangdeva, Kallinath has also mentioned:  ‘jati-kapala-
kambala-gramarigopariga-bhisa-vibbasintarabbasa - paryanta-
mityarthab', which means jatirapa, and kapiala and kambala
gitis, etc. were known as the fuddba-siida-prabandba-gitis,
From all these itbecomes evident that the dbruva-prabandbas
of the sida type were also prevalent during or prior to

Bharata (2nd century A.D.).

Mow, let us lind out whether Dareila, Matanga. Piréva-
deva and others have admitted the salaga-sida type of
d.’)mw-pmbdndﬂm (or dl’;mw;mrfn} in their respective works,
Dattilam, DBrbaddesi and  Sengita-samayasira. In  the
Dagtilam, musicologist Dattila has descibed abour the
Fm.&amgrw like madraka, aprantaka, ﬂﬂap_ymﬁd, etc., in the
flokas 16o-221, and in this connection he has men-
tioned the names of ancient as well as bis contemporary
musicologists like Vifvikhila and others. It has already
been said that Sirangdeva l'mf included madraka, aparantaka,
cte. as the Suddba-silaga sida-prabandbas: ‘Fuddbam
prakirandnvitam’, ete.  (IV. 312).

Though it is true that no definite mention of che
dbruva-prabandba is to be found in the work, Dattilam,
yet it inay be taken for granted thac as Dattila has discussed
about the fuddba-siids-prabandha, it is most probable chat
he bad in his mind about the falaga-sida-prabandbas like
dbrava, ete. Moreover, it is said chac the weacise, Damlam.
which has already been published from Trivandrum, 1s an
incomplete (kbandita) one, and so the presumption is strong
that when the complete text of the work will see the light
of the day, one may find mencion of  the dbruva-prabandba
or dbruvapads, which will go a long way to prove its
antiquity and practice wichout a shadow of doubt.
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The descriptions of the prabandba-gitis are also  found
in Matanga's Brhaddeii (5th-7th century A. D.). Macanga
has termed the prabandbas as deii, which means the forma-
lised regional but classical gitis. He had defined and ac
the same time desceibed various kinds of pr#ﬁdndﬁﬂ like
dbeniki, eli, dapdaka, dvipadi, caturanga, sarabbalils, ere, e
seems that the Trivindeum edition of che Brhaddeli is also
incomplete like chae of the work, Dattilam, and so it is not
possible to cite the exact example of the dhruva-prabandha
from it. Bur it is reasonable to presume thar Matanga
must have deale with the silaga-sida-prabandhas like
dbruva, erc. as he has aleeady described about the Suddba-
siida type of prabandbas in his Brhaddeii.

But the Jain musicologist Parsvadeva has clearly men-
tioned about both the Suddba and silaga-siida prﬂbdmﬂmh
including dbrava or dbruvapada in the Sangita-samaya-
sdra, written probably during the 7th-gth or 7th-rich
centuty A.D. While describing eleven kinds of the dbruva-
prabandbas, Pirivadeva has said: ‘“‘sdla-sida-kramam
vyakse—adan dbruva tato magtho”, erc, Here the word
‘sila-sitda” means salaga-siida, and ‘dbruva’ means dbruva-
prabandhba, and 'mattha’ means mantha,

After Parsvadeva, Sarafgdeva has dealt elaborately with
the prabandbas in the Sarigita-Ratnakara, and he has
followed Parévadeva in this respect. It has been discussed
previously that Sirangdeva has divided the sida-praban-
dbas into two classess, fuddba and sdlaga (chaydlaga), i.c.
pure and mixed. The sdlaga-sida-dbrava-prabandba is the
forerunner or precursor of the Hindusth@nl dbravapads type
of gitis.

Besides the sixteen pure types of séda-prabandhba, Sirang-
deva has described another seven silaga-prabandbas like
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dbruva, mantha, pratimantha, nissirwka, addatala, ekatili,
and rasaka. These latter prabandbas were composed of
three music-pares (dbatws) like wdgrabaka, antara and
Eb.bogd. and meldpaka being lefr our (“ete, dbruvadayah
saptapi melipakabbavasiridbatavah™). DBuc the prabandbas
like mantha, pratimantha, ectc., of the dbruva class,
comprised six limbs (**manthidayastu sadapi”).

Regarding the nature of com position as well as the form
and process of embelishment of the dbrava-prabandba-
gina, Sirabgdeva has said,

Eka-dhiicur-dvikhandah sy@dyatrodgrahastataly param /
Kificiduecam bhavet khandam dvieabhyasmidam crayam/
Tato dvikhanda dbhogastasya syt khapdamidimam/ /
Eka-dhitur-dvikhandam ca khandamuccataram param/
Stutyaniminkitaécisau  kvaciduccaikakhandakah//
Udgrihasyadyakhande ca nyasaly sa-dhruvako bhavet /
Ekidasiksaric khapdadekaikiksaravardhicaib//

Khande dheuvih sodaga syuh sadvimsacyaksacavadhif
Sirmhabhupila has made these slokas explicic, when he says:
“Dhruvidibbih  saptabbir-gitail  salaga-siida-prabandhbib [
tesu dbruvam  laksayati-ekadbawviti]  piirvam  sadyfageya-
kbapdadvayaynkia ndgribab kartavyab| tato’nantaram hifici-
duccam hkbandamantarikbyam kartavyam ; etat trayamapi
dvirabbyastam dvirgeyam| tato’nantaram kbandadvayam-
yukta dbbogab, tasya prathamam kbandadvaya-mekadbaiu sa-
driageya-kbandadvayayuktam, dvitiya-khapdam tato'pyuccam
gatavyam| asivibbogastutyasya nayakasya nimni yuktab
kiryab| kvacitkesitcinmate’yamuccaikakbando gitavyab [
udgrabasya adyakbapde ca samaptib, sa dbruva iti jfieyah|"

That is, the music-pare, wdgriba was divided into two
parts, and those two parts were sung in the same way (i.c.
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in the same pitch), and for thac reason, Sdcangleva has
called them as ‘cha-dbits’ i.e. as if they were one and che
same pact.  Bue it should be noted thac theic compositions
were different (mitu-gata bbeda), otherwise the same parc
used to be sung repeatedly. The next pare used to be sung
in acute or high pitch, and it was known as the antara.
For thac reason Simhabhupila bas said: “kificidwecam
kbandam antarikbyam kartavyam”, Sitadgdeva has said
udbruvibbogintare etc., which means that in case of
prabandbas of the silaga-sida class, antara nsed to be added
other than the music-pares, dbruva and dbboga. The two
parts of the wdgriba, together with the antara (==chree
parts) were used for singing. The dbhoga was also divided
into two parts, and they, like the two parts of the wdgriha,
were also called as ‘cha-dbitu’ or uadivided pare. Bue che
difference lied in the face that between the two pacces of che
dbboga, the last part used to be sung in high picch,
According to Sithhabhupila, the last part of the dbhoga
used to be sung in more acute or high pitch than the music-
pact, antara, In the @bboga or concluding music-pace, the
name of the stwtya or nayika (author or composer) used to
be added, and after the singing of the entire song (with its
music-paces), the fiese parc of the wdgriba used to be
repeated, and then the song ended.

Now, it should be remembered in this connection thac
the music-part, dbrwva was not used in any time in the
ancient dbruva-prabandba, as it used to be dropped. Buc
Kallinach has said : *““ayamantaro laukika-riipantara ityncyate
tatha tairdbruvab kbandasyintara.vyapadefab krta iti man-
tavyam”, which means that antara-dbats can be taken in
the sense of dbruva-dbatu, as it was essential for the composi-
tion of che song, However, Kallindth has discussed elaborately
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on this subject. In the present system of the Hindusthani
music, antdara is used as antard, with other three parts,
sthayi, saficari and abhoga. Kallindch has furcher said chac
the ancient form of dbruva-prabandba was comprised
with tals, and was included in the tdrivali-jiti (‘taravali-
jatimanta’), as it was composed of two argas like pada
and tila.

Sacangdeva has described sixteen types of dbruva-praban-
dha, and they are: jayanta, Sekbara, utsiba, madbura,
nirmala, kuntala, kimala, cira, jaya-masnigala, tilaka,
lalita, eve, These dbruva-type of prabandbas  have been
specifically mentioned in the Saigita-Ratnikars with their
respective  aesthetic  senciments and moods,  Sarangdeva
has said,

Jayanta$ekharotsihastato madhuta-nirmalau//
Kuntalah kimalasciro nandanadcandradelcharah /
Kamodo vijayakhyasca kandarpa-jayamangalan / /
Tilako lalicasceti sanjidscaisim lkramidimah/
Aditilena §pigare jayanto giyate vudhaili// etc.
—HRatnakara, IV. 318-329.

To make the meanings of the flokas of the prabandbas of
the dbrava category, lec us meotion the commentary of
Siﬂihabhupilu, where he has said that sixeeen kinds of
dbruva-prabandba can be determined by adding one successive
leceer to each prabandba 1o a gradual process: ‘“‘tasya
bbediniba—ckidaseti| ekidasiksarakhandidirabbya sadvim-
Savyaksarakbandaparyantamekaikiksaravrddhya  jayantadayo
lalitinta sodasa dbrava bhbavanti| tesam kramepa laksana-
maba—aditilenets” (—CF. Sarigita-Ratnakara, Adyar edicion,
vol. Il, pp. 313-315). DBesides Sarangdeva, Raji Raghunach
Nayaka of Tanjore (17th century A.D.) has also defined
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the dbruva-prabandba, together with sixteen other silaga-
siida prabandbas of the dbruva class in his Sangitasudba
(CE the Appendix to this chapter).

The dbruvapada of the latter period appeacs different
in its form and method of presencation (gayaki-bbangi) from
those of the ancient period, and probably this change or
re-ocientation  took place in the time of Raja Man Singh
of Gwilior in the fifceenth-sixeeenth century A.D, It has been
mentioned that Riji Min modified the old fistric form of
the dbruvapada-prabandhba for its beter and wider appreciation
according to the tasce and temperamenc of the contemporary
society. Before him, Baijunith i.e, Baiju Biord and Gopila
Niyaka and other noted musicians of that time and the
Kaliivids in che court of Sulidn Algud-din Khalji used to
culture the dbravapada wich due ardour and spirit, during
the 14th-15¢th century A.D.

Amir Khusrau, who was in the court of Sultin Ali-ud-
din, was an Indo-Persian scholar, poet and musician, and it
is said that he was also a great lover and supporter of the
dbruva-prabandba-giti.

The period of Sharqui rule ac Jaunpur, and specially thae
of chie Suledin Husian Shih Sharqui in the fifteenth cencury,
witnessed the culture of the dbruvapada on a wide scale, and
though the nucleus of the kheyal or kbyal type of giti evol-
ved during the period, yet dbravapada gained pre-eminence in
rhe courts of the Sultdnas. During the reign of the Emperor
Alkbar, or it can be said that from 1542-1605 A.D., the
practice and culture of dbruvapada reached cheir high water
mark. Swimi Krishnadas, the celebrated author of the Gita-
prakaia, Swimi Haridds, the disciple of Swami Krishnadas,
Ramadis, Mian Tansen and a host of other eminent musi-
«<cians gained abiding fame for the culture of dbruvapada.
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Like Gwilior and Delhi, Rewa was also a seat or centre
of culture of dbruvapada. We know from history that before
joining the court of Akbar, Miin Tansen was in the service of
Raja Ramachind of Bandhogarh, Rewd, who was a grear pat-
ron of dbravapada. The Riji was so great a lover and patron
of music, and specially of dbruvapada that he gave Taosen
in one day a crore of gold pieces. This statement has also
been corroborated by the author of the Virabbinudaya-
kivyam. The auchor of the Virabbinudaya says that < for
every song and each tdna (?) and each dbrupad be (Rij3)
gave a crore of rupees to this musician (kalivid), namely
Tansen, who was the embodiment of the acc of music”.
Though these statements of Bid@oni and chat of the author of
the Virabbinudaya-kivyam scem vo be exaggeration to some
extent, yet it is clearly understood thac Rewd and even its
adjacent places were famous for the culeure of classical type
of the prabandha-gitis.

Vendivana was also a flamous seat of culeure of the pra-
bandba-gitis. From the history of Bengal Vaigpavism we
come to know that most of the Vaisnava savants, headed by
Svariipa-Damodara, Riy Riminanda, Swimi Krishnadis,
Swami Haridas, Krishpadds Kavicdja, Raghunathdis
Goswimi, Thakur Narottamadis and others were well-
versed  in  the  sublime prabandba type of gitis.
It is said that Thikur Narottama devised the padavali-
kirtana on the structure and ideal of the classical dbravapada
in slow tempo at Khetari, Bengal. It might be the Eact
that Vendavana drew its inspiration and impetus of the
culeure of dbruvapada from Gwilior and its adjacent places,
but yet it cannot be denied that Vendivana and afterwards
Mathurd created the schools of their own, and those schools
were maintained by a host of Kalavids like Krishnadas,

12
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Haridds and others. Those celebrated exponencs of music
were all upholders of dbruvapada.

Bijapur was also a seat of culcure of classical musie, and
specially of dbruvapada. Sulddn Ibrihim Adil Shah II of
Bijapur was a contemporary to the Emperor Akbar.  He
devoted the best part of his life to the cause of classical
music, in which he took interest from his early age.
Feom Asid Beg's mission to Bijipur, we learn that
Bijipur was so famous for its cultore of classical
music that Akbar and alterwards Jibangir  were  also
attracted to this kingdom, From the editorial comments of
the journal, Lalitakali, April 1gs5—March 1956 and
Joshi's, article on Asid Beg's Mission in che Lotadar
Commemoration Volume' 1950, we come to know that
Asid Beg went on his Mission in 1603-1604 A.D. It has
been stated: *Speaking about the events of 1603-04, Asid
Beg says that he was invited to the Royal palace to bid fare-
well to Ibedhim Adil Shdh II of Bijapur on the nighe ol
27th Sh'aban. A grand music party had been arranged for
the occasion. Asdd Beg found Ibrihim so rape in listening
to music that he could hardly reply to Asid Deg's question.
The conversation for somecime was mainly concerned  with
music and musicians’’,

It should be remembered in this context thac dbrava-
-pada was the most prominent feacure of music culture of
that time i e. in the 16ch-17th century,

Dr. Nizir Abmed bas written as follows in  the
‘Introduction’ to the book, Kitib-i-Naurds by Ibrabim Adil
Shih I chat Ibrahim was a master of dhrwvapada
(dbrupada), and his book in the same style became so popular
as to attract even the Mughal Emperor Jibangir, and the
Emperor claimed the Kitib-i-Nawris to be in form of
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dbruvapada which Sultdn learut from Bakidr, Ic has been
stated chac about four thousand skilled musicians thronged
on the occasion, and the Sultin wished that skilful musicians
should always adorn his court by their presence.  Dr. Nizir
Abmed has said: “The Suoledn’s achievements in  music
will be best judged from his own composition, che Kitdb-i-
Nauras. He has stated by Jahdtgic to have learnt this art
from Bakhiiic Kbin, a notable statesman ac che court of
Bijapur, to whom the Suldin is stated to have married his
niece subsequently”. Hehas fucther stated ;) *“Unlortunately
the names of only two of the musicians have survived; che
fiese is Bakbeiir Khin about whom we have spoken earlier.
He is stated w be the King’s teacher in Dbrupada form of
music, Bur he seemed to be younger than the Sulidn
himselt. * * The other musician at the court of lbrahim
was Chand Kban. He is mentioned by the way in the
Basatin-ns-Salatin which shows that he was onc of the pupils
of the Sultin and was classed with the Huziris. Ieis
statedd to have wielded much inlluence and was a favourite
of the Sulein"!

[c has already been stated chac Suldn's adherence to
music was personally reporced by Asad Beg who visited him
in AH. 1013/1604 at Akbar’s behest. *“When the
Mughal envoy was to leave the Adil Shahi court, a grand
musical concert was arranged to celebrate the occasion.
In that farewell party, Asid Beg [ound him so much
wrapped in listening to music thac he conld bardly reply
to his (Asid Beg’s) questions, Their conversation centred

1, CE Kitabei-Nawras by Ibrihim Adil Shih, edited by,
" Dr, Nizic Ahmed, and published by the Bhiiatiya Kala-kendra,
MNew Delhi, 1956, pp. 48, 52=33.
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round music and musicians,  [brihim enquired about
Akbar's Fondness of music, and was told that he listened to it
sometimes. He then enquired of the Mughal envoy
whether Tansen stood or sat while singing before Emperor,
and was told that in Darbir at day time be had scand while
singing; but at night and on festive occasions Tansen and
othee musicians were allowed to take their scats while
engaged in their pecformance.  Ibrahim is stated to have
expressed that music should be heard ac all times and
musicians should be kept happy and contended. He held
the musicians in high esteem which is proved by his
marrying his niece to Baktir Khin™.!

From the fact it is proved that dbruvapada used w play
a prominent part in every musical Eunction not only in the
Royal court of the Mughal Emperor, buc also in che
kingdom of Ibrahim Adil Shah II.  After Akbar, the
Emperors like Jahangie aud Sahajabin were also greac
patrons of dbruvapada. The names of Jagannith Kavirdj,
Dirang Khin, Gunasamudra Lal Khan, the son-inlaw of
Bilis Khin, are worth-mentioning in this connection as
noted exponents and connoisseurs of dbruvapada-prabandba,

In the beginning of the eighteenth century A.D., when
Mohommed Shih was on the throne of Delhi, n’.&mmpﬂﬂ"
was held in high esteem in his court, The name of
Mohommed Shih's court-musician Niyamar Khin, sadiran 2
is worth-mentioning in this connection. Niydmar Khin,
saddraig was a veenkdra as well as a dhrypadiya. Though he
devised a new style of kbeyal or kbyal in slow tempo, yet
he was noted as an exponent of dbruvapada of the pure Seni

1 Ibid,, pp. 48-49.
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school. The decadence in the culture and appreciation of
dbravapada came probably during the British rule in India. Ic
came to a climax, when the last titular Mughal Emperor Shin
Alam II ascended the throne of Delhi, and granted by a
firman, the Diwini of Bengal, Bihdr and Orissd to the
East India Company.

Visnupur (Bankured) and ditferenc parts of Bengal were
alsv recognised as the seats of culture of dbruvapada.
Because when the noted musicians of Seni schiool [ound 1o
belp and support from the Emperor Shdh Alim II, they
began to seck refuge in the Durbrs of different Muslim
MNawibs, Hindu kings and rich landlords of Oudh, Benya,
Visaupur, Hooghly and different parts of West and East
Bengal.

It may, therefore, be said thac the prabandba-type of
gitis originated during the pre-Christian era, and evolved
through ages out of the ancienc jatiraga and differenc
gramarigas, as described in the Natyaiastra, Brbaddest,
Sangita-samayasara, Sangita-Ratnikara, crc., and attained
development, assuming novel modes, new names and
phases, It scill survives in the form of modern dhrupads
1. ¢. dbrwvapada, though lacking in ics prestine glory and
ceaditional ideal.  Ordinarily it is believed that the term
“dbruvapada” (dbruva+ pada) connotes the idea of sacred
or celestial giti or song, for *‘dbrwva” means ‘sacred’ or
‘that which is cternal, persisting and celestial,” and pada,
meaning giti or gana, as has been defined and described
in Bharata’s Nagyasastra,

The word *‘dbruvapada’ has been derived from the classi-
cal type of the dbruva-prabandba, which has been described
in the works of Mataﬁga. Pirsvadeva, Siraﬁgd:va and
others. The roor meaning of the word dbruva (dbru—a(kd)
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may convey the ideas of ‘calmness’, ‘straigheness’, *per-
manency’, “deathlessness’, ‘sacredness’, ete.  But necessarily
the term dhruvapada does not convey cthe idea of sacred or
celestial song, as meant by the firsc pare of the couplet:
““yo dhravini parityajya adbruvini nisevate” etc,, It mighe
have been the face that in later period, the idea of sacredness
or permanency was added or imposed on the dbruvepada
type of giti or pina, Again the verm dbruvapada was neicher
derived from che gandbarva dhruvi (nagyagits), as described
in Bharata’s Natyaidstra, nor from the music-part (dbitu)
dbruva, which is again a deviated form of dhuyi of a
song. It is purely a contemplative and majestic type of
song, dbrava-prabandha of the silaga-siida class, It is seen
that some of the scholars try to describe the dramatic song
(natyagiti) dbrava, described by Bhacata, as the forerunner
of the dbruvapads, but they ace absolutely wrong,

Originally the literaty composition (sdhitya) of the
dbruvapada was graceful, majestic and contemplative by
nature. [t breathed an aic of sublimicy and grandeur in
laudation of the gods and goddesses and the Father in
Heaven, though in later days it losc chat h‘.lft}r ideal, to
some extent. Because in lacer days, che dbruvapadas used
to be composed in praise of the seasons, compositions of
songs, Nature, kings and Emperors.?

1 Different types of compositions of the dbruvapada ;
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During the time of Akbar, the four methods of im-
provisation of the prabandba-gitis (songs) centered on the
regional utterances (intonations) of the compositions or
s&'bﬂya. and they were known as four vanis. The name of
the four vinis ace: gandabira, kbapdara, dagara and
nachara. Ic is generally believed thac these vapis evolved
or were created for the fiese time during the reign of Akbar.
But that is not the face, as different gitis wete 1n Prnctfcc
before the time of Mataga (5th-7th century A. D.), having
different characteristics and methods of improvisation.
Those gitis bave been fully described by Matanga, Parsva-
deva, Sarangdeva and others in ctheic Brbaddesi, Sasngita-
samayasira and  Sangita-Ratnakara. Maranga has said
about seven kinds of gitis i.e. rigagitis, and they were;
Suddba, bbinna ot bbinnaki, gawdi ot gaudika, rigagiti,
sadbarani, bbisi and vibbdsda, Those rdgagitis were so called
because they were known by their respective ragas. Those
ragagitis were possessed of diffecene specific qualicies or
characteristics, and so when they were sung, cthey used
to create different methods of improvisation, which can
be taken at present as differenc scyles of presencation,
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According to Yisgika, the rigagitis were five in number, and
they were: éwddba, bbinnd, vesard, gaudi or gauda and sadbi-
rita (or sidbarapi). According to Durgdfakei, the rdgagitis
were three, and the ancient musicologist Sardula approved only
one ragagits, From this it is known thar the ancient
ragagitis and even the grimardga-gieis used to be sung in
differenc methods or scyles.

Matafiga and Sirafigdeva have described about dillerent
specific qualicties or characteristics of the seven or five
rigagitis. To mention the outlines of ctheir descnptions,
it can be said ;

{n) The suddba cype of the ragagitis possessed  tones,
which were straight (rjw), solc (komala) and melodivus
(madhara),

(b) The bhinna type of the ragagitis possessed tones,
which were used in cutved lines or crooked way (vakra),
but with subtle and sweet tonal modulations (gamakas).

(€) The gandi type of the rigagitis possessed tones,
which were frequently used in three octaves (saptakas), with
steady poise and some vibrations like kampana or gamaka,

(d) The vegard type of the ragagitis possessed tones,
which were used in rapid tempo (druta-laya) and quicker
vibrations,

(¢) The sadbirani type of the ragagitis bad no special
quality or feature of its own, and it used to be sung  with
the combination of four other gieis.

(£) The bbasa type of the ragagitis possessed sweer and
tangible tones, added wich kdkws.

(8) The vibbasa type of the ragagitis possessed rones,
which were pleasing and soothing, The tones were used
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in all che octaves, and the gitis used to be sung or played
with case and with differenc gamakas?

DifEerent kinds of ragas (i.e. gramarigas) evolved from
those rdgagitis, and it mighe be taken for granted that ragas
(gramardgas), that evolved later, used to be sung and
played in accordance with differenc qualities or characteris-
tics of the rigas.

It bas already been said that during the time of Akbar
(and of Mida Tansen), the dbruvapada-gitis used to be sung
and played with mainly four vanis, which were afterwards
known as four methods of improvisation of the songs. Those
methods or ways of presentation of the classical prabandha-
gitis were, therefore, not altogether new inventions in the
domain of Indian music, as different methods of presenta-
tion of songs were alceady in practice in ancient times (the
examples of which have been cited in Mataga's Brbaddesi
and Seangdeva’s Sangiea-Ratnikara). It will not, therefore,
be wise to say that the later wvanis or styles of improvisation
evolved from those of the pase. It mighe have been the
face that the vapis that gave rise to different methods of
improvisation or presentation of the rages (consequently
of the ginas or songs) like rdgagitis, gramaraga-gitis, ewc.
in the medieval time, during the reign of Akbar, were
somewhat similar to these which were prevalent in ancient
time.

Kumica B. N. Roychoudhury has rightly observed
in this connection that in the Hindusthol dbravapada, we
find che names of four vapis which indicated four different
styles of the dbruvapads songs. The gaudabira-vini

1 CE, Brhaddeii (Travincore ed.), pp 82-84,
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resembled the Sistric fwddbi-giti, containing meeds in
straight lines, according to the structures of the rigss.
Mian Tinsen himself was a master of this style, alchough
he was proficient in other styles as well, In che hierarchy
of his youngest son, Bilis Khia, this style was mainly used.
Simiiarly the dagara-vini ressmbled the bbinna-giti, which
conctained meeds in curved lines with sweet and subtle
gamakas. The digaraviani was very charming, and it is
said thac that vipi was used in Vendivana by che disciples
of Swami Haridasa, and also by Sarasvati Devi, the daugheer
of Miin Tinsen, The husband of Sarasvati Devi was
Misri Singh, the noted vaﬂir?-pla}-cr. The kbindira-vani
resembled che fistric vesard-giti, which contained quick
gamakas, It is said chae chac vapi or method of presenta-
tion (style) of the dbruvapada was used by Baj Bihidur,
and also by Mi&i Singh in his veend recitals, Later on,
the descendants of Misii Singh used both the digara.vini
and the kbdndira-vapi. The naohdra-vipi resembled
somewhat the gandi-gitl, which contained ‘cchut-alashkira’.
In thac vapi, tones were used in a jumping way, with
different gamakas, That vapi was used as a part of the
dbruvapada.

StI Roychoudhury bas furcher said chat the vanis of the
dbruvapada used to indicate the words as well as the intona-
tions of the words, which used t be produced in accordance
with different emotional sentiments, contained in the rigas.
It is said that the sweet gandabdra-vapi used to create the
emotional sentiments of calmness and peaceful tranquility
(fanta-rasa); the dagara-vani used to create the sentiments of
sweetness or pathos (madbura-rasa) as well as that of the
sympathetic attitude (karapa-rasa); the kbandira-vini used
to create the sentiments of valour and heroic spiric (veers-
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rasa), and the naohdra-vani used to create the sentiment of
surprising movements of the tones, expressed in the
adbbiita-rasa. .

Gradually differenc schools of dbravapada (gharinas)
evolved to suit the different methods of improvisation of
the songs. Those schools or ghardpis evolved no doubt
after the unique style of Mida Tansen, The Seni-gharana
of Jaipur specialised in the digars-vipi style of the
dbruvapads, *In Lucknow, "Virinadi and Rimpur, two
lines of the seni-gharind became very famous. The line
of Bilis Kban specialised in the dbruvapada of
gawdabira-vapi, although they took up the digare-vapi
to some extent. The Seni-siusicians of the line of Mibri
Singhji were specialists in the dagars and kbipdara vanpis.
Among other gharapis of dbruvapada, which grew up with
the teachings of the Seni-musicians or of the disciples of
Haridds Swami, the musicians of Betiya based their
dbruvapadas on the kbandara-vapi, and the famous musicians
of Visnupur made gandabara-vini the basis of their music,
The vocalists of Mathurd maiuly sang the dbravapadas of
digara-vapi, Another famous gharipi of dhruvapada led
by Ustid Biheam Kbin, Aourished in Rajoasthan".!

MNow, it can be said that dbravapads-prabandba-gana
is the basis or background of all kinds of music, kbeyal or
kbyal, tappa, thusri, erc.,, and even of classico-Bengali and
Bengali folk songs. So the proper culture of dbruvapada-
prabandba requires to be maintined and sustained ip- all
its purity and supreme value even in these days, so as to

1 Vide B, N, Roychoudhury: Hindnsthani Music and Miin
Tinsen (Calcutta), pp. G-10,
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preserve the glorious tradicon ol Jdstriya classical music,
and to enrcich the priceless treasure of arc culture of India.

11

THE CULTURE OF DHRUVAPADA IN BENGAL

During the eatly lgth century, Chinsuril, (Flooghly)
Krisnanagar (Nadii) and Murshidibdd became famous
as the seats of culeure of classical music, and specially of
Jﬁmwpnda. Ustad Min Khin sectled at Chinsurd in 1806,
and nearly during the same ctime, Uscads Bade Mian,
Has-su-khin, Hardu-khin, ;ffrﬁ and Bulbul settded ac
Murshidabad, and Ustdd Rasil Bux sectled firse ac the
Krisnanagar Rijbaci, and afterwards ac Scirampur, Hooghly.
When Ustid Min Khidn came to Bengal and settled ac
Chinsurd in 1806 A.D., the titular Emperor Shih Alam II
of Delhi drew his last breath (in the same year). Shih Alam
I was a man of very weak personality, and he was
extremely indifferent alike to the Hindu and Muslim
Ustdds in his court. It is said that when he granted the
dewani of Bengal, DBehir and Orissia o the East India
Company on the rath August, 1765, the noted Ustids
of his court, and also of Delhi and Agra began to migrate
to different parts of India, and eventually sought refuge in
different Durbirs of Muslim Nawiabs and Hindu Kings and
Zemindars of diffecent pares'of the country,  Some say that
most of them settled in Bengal during 1757 to 1806 A.D.
Hayadira Khan went to Betiyd, Chajju Khin settled at
Lucknow, and Usidd Mian Khin, and Ustads Bade Mian,
Has-su-kban and others came in Bengal and settled ac
Chinsurd and Murshidabad,
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Rimachandra Seal of Chinsurd was the Arst and foremost
student of Ustid Man Khin, and the names of many other
enthusiastic Bengali young men like Gopil Chandra Pathak,
Parana Mukherji, Rimakrisna Paul, Rimakindi Mukherjee
and others are worch-mentioning in this connection. As
regards the student of Ustdd Rasiil Bux, the name of
Ramadis Goswami of Sririmpur is worth-mentioning and
from Rimadds Goswiimi, Harindrdyana Mukerji of Virdnas
and Nimii Chind Ghogil of $itrampue learne dhruvapada.
Aleerwards Harindriyana Mukherji leacot dbruvapsda [rom
many other Hindu and Muslim Usiiids. A Punjili school
is still prevalene ac Chinsuord.

In the middle of the 1gth century A.D., Calcutta
became the chief centte of culture of classical music,
under the patronage of Maliiidja Jatindra Mohan Tagore
and Sir Sawrindra Mohan Tagme, A ‘Sstigita-samija’
was established in Calcueca. At cthat time all the top-
ranking Muslim and Hindu Ustads of India used co
assemble from time to time in different mifles and soirees
ac Calcutta, and created for the lovers of music a congenial
atmosphere of classical music, and specially of dhruvapada,
and of those Usidds the names of Mauld Bux (1876) of
Barodd, Ustad Ali Bux, Ustid Daulac Khas of Lahore,
Hanuman Dasji of Gayi are worth-mentioning, Again
those, who helped for the promoction of culture of dbrava-
pada in Bengal, the names of Mahdrgja Ananda Kishore
and Mahardja Nawal Kishore of Betiya, Rija Brajendra
Kishore Roychondhury of Gouripur, Mahdrdja Stryakanca
Acharya of Mymensingh, Jagac Kishore Achirya of
Muktigicha, Bibu Saradi Prasanna Mukherji of Gobat-
dingd, Jaikrishna Mukherjee of Utctarapdrd, Riji Rio
Jogindra Nirdyan Ridy Babadur of Lalgola, Mahirija
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Jogindra Nith Roy of Nirore, Rija Veer-Vikrama Bahidur
of Agoretold stand prominent. Different styles of dbrava-
pada, obtained from different Ustads of different schools,
grew up in Bengal, and gradually stalwares like Ramsankar
Banerji, Ananta L3l Baoerjee, Ksetra Mohan Goswimi,
Jadu Bhatta, Aghore Nach Chakravarty, Wizie Khan,
Mohammed Ali Khin, Radlukd Prosid Goswimi, Keshna
Dhan Banerji, Guru Prasid Misea, Laksmi DPrasid Miira,
Ramprasanna Banerjt, Visvandch Dhimiry, Dami Dibu or
Satish Chandea Dutta, Gopdl Chandra Banerjee, Nikufija
Behari Dutta, Malhim Chandra Mukherji, Lalie Mohan
* Mukherji. Giriji Sankar Chakravurty, aud others appeared
on the scene, and through their endeavour gave fresh impetus
to the culture of dbruvapada in Bengal. The names of
some of the living artists, those are scill preserving the
- glorious tradition of the culture of dbruvapada in Bengal,
are worth-mentioning in this connection, They are Sangita-
nayaka Gopefwara Banerjec (died in 1963), Surendraniih
Banerjee, Amarndth Bhattichdcya, Yogindra Nith Banerjee,
Dhirendranath Bhattachirya (died in 1964) and others.
The ecarly compositions of Kaviguru Rabindrandch
Tagore have a leaning towards  dbruvapads, and he
also learnt dbravapadsa from the Ustads like Vishou
Chakravurty,  Srikangha  Sifiha, and  some others
in his early youthd In fact, the vestiges of the
graceful technique and  mode of presentation of
dbruvapada, as rtaughc by the old masters, linger amonyg
the musicians, who still hold fast to the culture of the
sombre and graceful type of Indian music, It is firmly

-t [Rabipdranath’s precious contributions in che domain of
Indian music have been discussed in the Appendix 111,
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asserted that Bengal is still preserving the sacred tradition
of culture of dbruvapade in its true perspective and  colour,
and in all its beauty, grandeur, and sublime aesthecic

lusture,

(%)
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DIFFEREMCE BETWEEN THE DHRUVA-GANA
AND THE DHRUVA-GANA
The students of history of Indian nmsic should know that
two ancient types of sony, dbruva and dbruvi are not one
and the same thing, bue are different from each ather in
types, struceures and applications.  Because the former
is the nibaddha prabandba type of song, included in the
salaga-sida category, whereas the later is purcly the stage-
song of the nibaddba type of metrical song, meane for the
dramatic  performances. The dbruva-gina  bhas  been
described by Matanga (5th-7th centucy A.D.) Pirivadeva
{_'7:[1-gl:l1 or geh-1 reh cencury AD.), S.T:r.'u'lgdcm (carly 1 3th
century A.D) and other later authors in their respective
works on music.  Simuilal y the stage.song, dhruva has
been elaborately described by Bharata in the Nagyafistra
(in the 320d chaprer, Virdnasi edition). chuding the
dbruva-gina, Sirangdeva has said,
Suddha chiyalagasceti dvividhal slida ucyate/ /
Eladily Suddhba ityukeo dhruvddi silago matah/
- # -

Adyo dhruvastato mancha-pratimantha-nisirukih /

Ekadhiatuc-dvikhandam ca khandamuccataram parain /

Stutyanimankita$cdsau kvaciduccaikekhandakaly / /

Udgrasyadyakhande ca nyasah sa-dhruvako bhavee/ / etc.
—Ratnikara, IV. 310-318,

Kallingth has said in the commentary: “‘ete dbruvidayal
saptapi melapakabhivat tridbatavah”, i.e, the dhruva-gina
. is possessed of three music-pares or dhatus.  Sithhabhupila
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bhas also said: “salaga-siidam laksayitumiba—3uddba iti[
sido dvividhab; fuddbab chayilagaicetif * * dhravidib
silagah; salsga-chiyalagan  paryayauy  (LV. 310-312)/
silagasiida-prabandbinvibbajste—adyo dbruva itif dbruva-
dibhi saptabbirgitail) silaga-sida-prabandbab| tesu dbruvam
laksyati—ekadhitviti | etc.

The $stric dbrava-ging ot dbrovapada-prabandba gina
or dhrupad was afcerwards revived wich a new vision by
Raji Man Singh (Tomar) of Gwilior in the rs5th century
AD. The dbruva-gana is ueicher derived from the stage-
song, fﬂ.lmu?t-ginn, nor from the musicupnrt, dbriva-dbitn,
but it is the nibaddba prabandba type of song.

Buc the dbravi-gana is an old type of nibaddba stage-
song, and it bhas been divided into different classes.
Bharata has said (in the chapeer XXXII, Virdnasi
edition ):

Dhruveti samjiicing syor-naeada-pramukhaie-dvijaily /

* #* - e

Ya realy pinikid gicha saptaripangameva caf

Saptaripam praminam hi si dbruvetyabhisamjaitah / /

Ebhyastvangebhya uddhreya nana-chandabketani ca/

Dhreuvawvam yani gacchanti tani vyaksimyabam dvijah/ /

—Natyafdstra, 32.1-3.
The dbruvi-gina is also known as the gandbarva;

“dhravi-vidbinaiica maya svara-tala-paditmakam | gandbarva-
metat kathitam mayd bi piirvam yaduktam tviba ndradena”™
(NS.32.483-84). The sixty-four dbruvas evolved Erom the
jatis or jatiriga-ginas: “catwbgastir-dbrovanim ca vijiieyo
miila-jatayah” (32.326). Bbarata and the commentator.
Abhinavagupta have again divided the stage-song, dbryva
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into five main varieties for their dramatic vses and  applica-
cions, and they are:

Praveba-ksepa-niskcama-prasadikamachancarain /
Ginamp paiicavidham jieyam dbruvdyopa-samanvitam/ /2

Amony these ive dbruvis (1) the pravesa-dhruvi 1s the
song of entrance in the stage, or it can be saud as the
entry song (‘patrasya praveia’), (2) The &ksepa-dbrava
is the song used to reveal flavour of a  pacticular sicuation
(‘rasintaraksepirthamiaksepa-ginam’).  (3) The nighrama-
dbravi is the song used to be sung when the actor vsed to
walk out of the stage. It can be said to be the exit somg
(‘patrasye niskramape tu  niskrama-ginam').  (4) The
prasidika-dbravi is the song, designed to convey to the
audience in an actractive form, the fnward feeling of an
actor so as to touch che heart of the audiences. ('pravigtas-
yantargatam citlavyttim  simajikin  prati  prasidayitum
prathayitum prasada-ganam’). (5) The antara-dbruva is the
song introduced during the interval of the actor; moving
and walking about, and inspecting something on the stage
(‘antaramiti gati-parikramapa-niripanadi tatra yad giyate
tadantaram  ginam’). Besides them, there were  other
varicties of dbrava-gana. Buc it should be remembered
that all kinds of dbrava-gana were meant for or applicable
to the dramatic pecformances, and this type of the stage-

1 Bharata has mentioned them as:
mafrt g moar fgefar Rt gar
wiaTfest geln 7 wget’ aFao BT I
Aewifaat = el awlt 7 At g

aTat 9% Tty gty |

Natyasistra (Varanasi cd.), 32.23-24.
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song is quite different from the dhryva-gana of the silaga-
siida prabandba-class.

I1L

A VIEW

Lec me meution and also quoce, in this conneccion, a
view, fotwarded by an erudite scholar, §i Thikur Jaideva
Sifgh.  This view was given in his paper on  Prabandba
and Dhravapada, read in the All India Radio Symposium,
held ae New Delbi. He has forwarded :

“The firse historical reference chat we gee about dbruva-
pada is its association with Raja Man Singh, Tomar
of Gwilior. He ascended the throne in 1486 AD. He
did not invent d'brw:tpuda. He only gave it an impetus.
It must have taken about hundred years for the development
of this style of musical composition before sucha connoisseur
of music, as R3ja Mao Singh could extend to ic his pacronage
and take such a great interest in its development. We may,
therefore, safely say thac the dbravapada style of composi-
tion starced some time about the middle of the 14th
century. The question is whether dbruvapada was enticely
an innovation ot simply an evolution of an eatlier form of
composition.,

“A carclul reading of the Sangita-idstras will ac once
show thac dbravapads was ouly an evolution of the
prabandba form of composiion. The word ‘pra bandba’
licerally means anything well-knic or well-ficted. It is a
blankec term for ‘compesition’. But in music it came
to be used in the restricted sense of composition of a
particular kind, Sarangdeva, the great musicologist of the
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13ch century has devoted a whole chapter o ‘prabandhba’
in his Sangite-Ratnakara. Jayadeva has written his Gita-
govinda in the style of prabandba, He graced the coure
of Laksmana Sena, who was king of Western Bengal and
Aourished in the 12th century A.D. At the very outset of
his Kavya, Jayadeva says that he is writing 2 *prabandba’ ;
“8ri vasndeva rati-keli-katha-sametametam  karoti jayadeva-
kavih prabandbam®’ (L2).) We have thus an evidence of
the prabandba form of vocal music from about the 11th
century AD,

“We would do well, fiest of all, tw ascertain the meaning
of the word *dbrava’. The word means *fixed’, *determi-
nate’, ‘definite’.  Dbruvapada, therefore, means a song in
which the padas or words are well-set in a definire structure
or pactern.  While it is difficulc to find a regulac use of
dbruvapada ealier than the fifeeenth cencury, dbrava in tlie
sense of a definitely set pactern of a song is, ac least, as old
as Bharata's Nagyafastra, Commenting in the word dbruva
in “ginam-paficavidbam jhieyam-dbraviyoga-samanvitam"',
In the 3o0th stanza of che 6th chapter of the Nityasisira,
Abhinavagupta comments: ‘dhrava gityadbiro niyatah
pada-samiibab” (p. 270, Gackwad’s Oriental Series, Baroda).
Dbruvi means the basis of song in which waords are set
according to a definice pactern. Thie word 'dbruva’ occurs
in the Natyafastra, and not dbruva, because it has been
used as an adjective of giti which is feminine. Bharata
himself was concerned only with the dhruvis that were of

1 The commentator, Pijiri Goswimi has also  said: “waa
difiaeitfa=gred sa=9 ssdw apad diqut gganfamala weae’
Fifa swromafa’’ |
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use in the drama, but he admiceed thac there were dbruvis
of other kinds also:

Ya reah pénikd gachd saptardpdiigameva caf

Saptaripa-pramanam ca tadhruvetyabhisaijitam/ [

—NS. Kavyamili ed. p. 532

“He says that all the reas, panikas and gathas are
‘dbruva’.  Again he admics thac there ate  many varieties
of dbruva according to fdti, sthina, prakira, pramine and
Bama

Javisthinam pramdnaiica pralkdro nd@ma caiva hif

Jieyd dhruvinim ndtyajfiairvikalpah paficaherukil / /

—NS. Virdnasi ed. p. 416,

* % Dbryva, in the sense of a musical composition of a
definite pattern, is very old. Oaly as adjective of giti ic
was known as dbrava; as an adjective of pads, it is known
as dbruva. With regard to the musical pactern of the
various dbruvas, used in Bharata's time, it is difficule to say
what it was like, for we have no definite example of it
before us. And so we cannot say whether there was any
dbruva in Bharata’s time which was similar co modern
dbruvapads as a piece of musical composicion.

“But the stucture of prabandba, as given in che
Sangita-Ratnakara, is fairly clear, Let us see what Sarang-
deva has to say on this composition :.

GEIAT qTG § Fgu) faefra: |
T

ITHG: AR IO AAOR TG
o AT 2 QAT TR el A |
o AT STal aigdEaa i
T AIETETMEIRaT Ty |
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“What is dbryva?  Kallindtha says: *a 3 fereee fyerd:
AFEITERAAGETA A7 fEaIgy seed g AmesmeE gy
Sqeay Wi YermweRy ofteen 1 gaw F sl ofeamt
Siﬁlhnhﬁupiln adds: qamiPremenfzfr | sgugrasaar-
dWhrrsar warnm )’ Dhbruva is so called becaunse it isa
permanent or immovable component of a pr.lbmdkd, and
also because it is repeated after wdgraha and abboga ic. 1t is
the refrain of the song. In a prabandba which consists of
only two dbitus, melapaka and abboga ace  eliminated, but
wdgriba and dbruva musc be there; in a prabandha of three
dbatus, melapaka may be climinated, but nor dbruve, * ®

“The prabandha form of music enjoyed greac popularity
upto the 13th century. From che [fourceenth century,
dbruvapada began to take its place, Dhruvapada was n its
hey-day from the 15th o 18cth century. The prabandha
form slowly disappeared. It only survived for some time
as an antique cucio in some of the Vaisnavite temples.
% % It is thus clear chat dbruvapada has evolved out of the
prabandba. Pandit Bhitkhande quotes in his Comparative
Study of Some of the Leading Musical Systems, the lakgana
of dbravapads as givea by Bhiavabhagta in his dnipa-
sanigita-ratnikara. Bhivabhatta was employed in the coure
of Aniip Singh, the Ruler of Bikiner from 1674-1709 A.D,
The quotation is reproduced below ;

N AT, |

A T Ta e e |
famgalaTns AT, |
HETH-ATTE UATATITE T, 1
TETFAGIEGF TEFAGTE T 47 )
gfemrg ag qadT NI |
SEHTGH TR W A9 T4, I
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“The most interesting thing in this quotation is that
though the names of the component parts of dhravapada
had changed since the 15th century, Bhivabhagta, even
in 17th century is describing dbruvapads in rerms of
prabandha, viz. wdgriba, dbruva, antars and abboga. This
is a furcher proof of che face that dbravapada evolved out
of the prabandba, ** In conclusion, it may be sid
that dbravapada is an evolved form of prabandba style.
In ic, the musical idea strerches its wings in the sthiyi,
soacs up in che amtard, goes in the saficari, and fnally
with a broad sweep of notes in the dbboga furls down

its wings' s



CHAPTER X

THE EVULUTION OF KHEYAL AND 1158
DEVELOPMENT

Kbeyal or kbyal (kbeyal in Bengali and kbyil in Hindi
and Urdu) seems to be an Arabic rerm, meaniog ‘thouglit’,
‘imaginacion’, ‘fancy’, ‘ideation’, ‘imaginative conceprion’,
'respect’, ‘understanding’, etc,, and, cherefore, kbeyil or
kbyal connotes the idea of some sorc of song or verse
which is imaginative and conceprval in its nature, or an
execution ac will, and chis word or term has been imporced
to India through che medium of Persian language, In
fact, the cerm kbeyal oc kb}l.ii' or khiyal connotes the ideas
of imagination and imaginative composicion, and lrom
the meaning or connotacion it can fucthier be inferred chac
kbeyal or kbyal is imaginative in conception, artistic and
decorative in execution and romantic in appeal. lts thene
or subjece-mateer is interpretative, and its form and method
of excution are classico-romantic. In comparison with the
dbruvapada-prabandba type of songs, the kbeyal-prabandba
is imaginative and creative, whereas dhruvapada is concen-
trative, contemplative and majestic.

Controversy rages round the origin or evolution of
kbeyal or kbyal, and its term or name. Various theories
have been advanced in chis regard: (1) Firse, some crace
its origin or evolution to gawali or gavvili ty pe of regional
love-cum-devorional songs. They are of opinion thac some
wandering Qawidl or Qiwval singers were aleeady in
existence in different parts of Northern India, even before
the time of Sultin Ald-ud-din Khalji and Amir Khasrau or



EVOLUTION OF KHEYAL AND ITS DEVELOPMENT 203

Amic Khasroo, who lived in the 13th-14¢th century A.D,,
during Suledn Ald-ud-din’s ceign. The term kbeyal or kbyal
was derived from the name gawali or gaveali, —a type of
song of those wandering Qawils. (2) Second, some say
that che result of admixture of decorative principle and
word-stcuceure of melody gave rise to the new and novel
form of kbeyil. (3) Third, some hold cthat from the
musical composition (prabandba), kaivida, possessed of
three musical pares (dbitws) and bbavani-jati with three
limbs (angas) of the 12th-13th century AD., evolved
the new form of kbeyal. (4) Fourth, some scholars are of
opinion chat not only kaivida, buc other prabandbas like
ekatdli and risaka are also the fountain-head of kbeyal. (5)
Fifth, some others again argue thac kbeyal was designed
after the faseric aksiptika, which has been described by
Sarangdeva in the Sangita-Ratnikara. The Gksiptika is akin
to pallavi of the Souch Indian system of music,

There are again differences of opinion regarding the
innovator or originator of kheyal. Some say thac the
Indo-Persian scholar, Amic Khasrau (Khasroo) was an
accomplished musician as well as a musicologise, and that
he himself was conversanc with the popular type of song,
the gawili or gavvali of the Qawils. Icis said chat he
introduced kbeyal wich a particular style of execution among
the music-loving people of the then society. Buc mosc
of the scholars have refuted this view, and consequently
there arose some controversial theories regarding the
innovator of kbeyal. Captain Willard bas said in his
Treatise on the Music of Hindostin (1834) that kbeyal
or kbyil wascomposed chiefly in the language, spoken in
the district of Khyriabad, * * #Sooltin Hoosyan Sharque of
Jaunpur was the innovator of this class of song". A, H. Fox-
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Strangways has said in his Music in Hindostin (1914) thac
the commonest type of kbeyal was a later form of dbruva-
pada or dbrapad, supposed to bave cmanated from
Muhammed (Sultdn) Sharque in 1401-1440 A.D.  Some
hold that it was Sultdn Hussain Sharque who developed
kheyal on the basis of an older form of folk song that was
prevalent in Norch India in the early parc of the mediacval
times. Buc most of the scholars are of opinion thar neicher
Amir Khasrau nor Sultdn Hussain Sharque was the innovator
of kheyil, but it was an outcome of the gradual process of
evolution that was at work during the reign of any one
of the Sultdns like Ghiyds-ud-din Balban, Zilil-ud-din
Fituz, Ali-ud-din Khalji and the Tughluq Rulers, supported
by the inventive geniuses of the Muslim and Indo-Persian
musicians, Some others again maintain that it was Niydmat
Khin, sadararig, the court-musician of Sultin Muohammed
Shah of the 18th century A.D,, who really designed the
novel type of kheyil eicher on the structures of some old
sastric prabandbas or on his individual genius, with the
mixture of different languages of that time,

Now let us discuss the views, sect forth above as to
their soundness.  Regarding the prabandba, kaivida,
which is recognised as the source of origin of kbeyil
by some scholars, Sacangdeva has said that kajvide is
possessed of two dbdtus, dbravd and wdgriba, and it ends
in udgriba.

Pataih syitim dhruvadgrahau kaivade ny@sanam grahe/

Sarthakair-arthaliinadca pitaih sa dvividho matah//

The commentator Kallingth has explained kaivada with
its characteristics as; “kaivada iti karapata-pradbinatvic
tadbbavo’pabbratiiapadeneyam safijnd; karapatastu vidyddb-
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yaye vyaksyante”.! Sithhabhupilahas mentioned that when
kaivida-prabandha is possessed of pita, aksara (leteers) and
dbatus ke dbruva and wdgrabs, and the graba ends in
wudpriba, ic is known as kaivida: “pataksarair-dbravodgrabau
kartyavyau | graba wdgrabe samiptiryasya sa kaividab.”
Kaivada is of two kinds, sirthaka and anarthaka, and these
are again divided into two respectively,

From Kallin@th's commentary we come to know that
among the four varicties of the kaivade prabandba, the:
latcer one or two are possessed of three music-parts (dhitas),
and three angas like pita, Fad a and tdls, and so they belong
to the category of the bbavani-jati: *'patapada-tala-
baddbatvatrango bbavanijatiman”. Regarding the bhivani-
jard, Simhabhupila has said: “tribbirarige-rapanibaddbi
bhavani"’. However, from the texe of the Sarigite-Ratnikara
we find chat chough the simple form the keivada-prabandba
is possessed of two dbatus and two arigas, yer the mixed
forms are not so, and, therclore, judging from all the
forms of the kaivida-prabandba it can be said thac kbeyal
or kbyal is wot an oftshoot or changed form of the
kaivida-prabandba.

Some say that kbeydl evolved from the prabandbas like
risaka or ckatali, because both the prabandbas are possessed

1 Kallivgth has further informed us that kaivada-prabandba
can be embellished with three dbitns, (incduding the abboga-dbitn,
amputed with the names of the wmetd and the gatd, and then ic
will be included in the category of the bbivani jari. But generally
it is found that the kaivida-prabandba is possessed of enly two
dbitus, Papdit Ahobala has said in the Sasgita-pirijata,

*Udgciiha-dhruvakau yasya pitaireva vinirmitau/,

Padaib ketvntarabhogau kaivide'tyanta Sobhitah/ [

—Sanigita-parijata, 555,
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of two dbitus, and are included in the category of the
taravali-jati, possessed of two angas. DBut this view seems
to be untenable, because merely two dbatus of any ancient
prabandba and two dbatus of  kbeyal are not the sufficient
reason and proof for the similaricy of the said two types,

Further it 1s sometimes suggested that kbeyal oc kbyal
evolved from the settings of che nibaddba type of dkgiptita
which is possessed of svara and pada: “aksiptiki svara-pada-
grathita kathitd vudbaib™ (SR, 1La6). The mirga cype ot
tala like caccatputa is wsed in akgiptiki. ‘The form of
akgiptika is different {rom those of alipa and riipaka, and
this bas clearly been explained by Kallinich, while
commenting on the floka: “* * abbivyaktiryatra drstva * *
riipakars  tadvadeva.. vidarikam™ (SR. 1L 24-25). Buc
kheyal is not an off-shoot of che nibaddba-gita, dksiptika
for many reasons, rather it can be said char the ripaka-
prabandba is the forerunner of khbeyal. Regarding the
rikpaka-prabandba, Sirafigdeva has said,

Rigena dhitu-mitubhyim cathd tdla-layauduvaih [ /
Niitanai riipakam niicnam ragaly schdy@ntarairnaval) [
Regacding i, Kallinih  has  said:  “*nitana-rigidi-
nirmitatvidriipakam  navam  bbavatityarthab [  rafijanadi-
dbarmayoge siddbaripinim rigidindm niitanatvam katha-
mityakathksiyamaba-ragab sthiyantarairityadi”'[.  Similarly
Sirhhabhupdla has said : *‘navens rigena dbatu-mattva-
dibbisca tinai-riipakasya nitanatvam [* * rigatia-bbedena
dbatasthayib sthayantarapi, tai ragena rago navo bbavati” |

Further Sﬁraﬁgdc\*n lias said,
Dhiru ragamsa-bhedena matostu navard bhavet/
Pratipadyavifesena rasilathkara-bhedatah/
Laya-graha-viSesena tilaindm navatd maci/
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From both the commentaries of Kallindch and Sishabhu-
pila we know: ‘‘rdgimiabbedena dbiturnavo bbavatif
rasilath kira-bbedena matwrnavo bbavatiflaya-graba-bbedena
talo navab [talo visramvasya tulyena simyena viirdmena vd
layo navab| chanda-idibbirnavairacani nava bbavati”.
From these it is understood that the ripaka-prabandba is a
musical compoesition, which is novel and original in concep-
tion, The new forms of composition, rthythm, tempo, etc.
are designed with dilferent meters and aesthetic  sentiments
and moods, While comparing kbeyil with ripaka praban-
dha, Pandic S. N, Ratanjankar has said: “Kbyila is a
Persian word and in the context of our topic would mean
imagination, a spontancous idea, independent of traditional
or accepted usages, The ‘Roopakam’ a type of songs
referred to in the old Sanskrit Granthas, appears to bave in
it the germs of style’.  Further he has said: **Roopakam
is a musical composition in which there is scope for creating
novelty, something original out of the trodden path in the
Raga as well in the wordings of the composition, by
emphasising passages which, though ordinarily occurring
in the Riga being sung, are prominent in some other
sympatchetic Raga, by using fresh words expressing some
emotion, by making changes in the Tala and Laya. It may
not therefore be too fantastic perhaps to consider the Kheyal
as an off-shoot of the Roopakam type of musical composi-
tions. Within a short time afeer Sarangdeva the old system
of music was fast receding in the background and a new
one in which influence of foreign music was beginning to
tush in was coming into vogue”.

This subject has been claborately deale by Thakur
Jaideva Singh. He has opened a new vistas of investigation
into the origin of kbeyil. He bas said about the
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evolution of kbeyal or kbyaly *lc is supposed thac Amic
Khustoo started this style or composition, and it did noe
exist in Indian music before, Amic Khusroo Houcished
in the r3th century. Was there no indigenous style of
composition in the 13th cencury which used all kinds of
graces?  Sarangdeva’s Sangita-Ratnikara was written in
the 13th century itself  Ler us turn ro it for an answer
to this question. Sdrafgdeva mentions hve types of
musical composition viz. fwddbd, bhinnd, gaudi, vesard and
sadbarapi, He says: “$uddbi syadvakeair-lalitaib svaraih|
bbinni vakraih svaraib siiksmair-madburair-gamakairyuta’,
The main contention of Thakur Shalub is that kbeyal oc
kbyal evolved or rather developed in a new and novel
form from the ancient fdstric sadbarani-gitd, and ics charm-
ing style evolved from the riipakilapii that was current
in the 1ath-13th century A.D,  Thakur Shahib bas sraced
about his personal view: ¢l maintain that the socalled
kbyal style of musical composition is nothing but only
a natural development of the sidbarani-gini, which used the
exquisite features of all the styles. Itis this sadbarani-
giti wich the predominant use of bbinna in ic thatr became
the kbyal'".

Now the type of kheyal or kbyal is known by its
special charming style or method of execution. In
Matanga's Brbaddesi, we find five (even seven) kinds of
rigagiti which were possessed of different qualicies as well
as different methods of presentation, Sarangdeva has also
mentioned those ragagitis in his Sangita-Rasnikara of the
catly 13th century AD. Sirafngdeva has said that five
gramaragas, accompained by five gitis or ragagitis, were
curceunt even from Bharata’s time (20d cencury A.D.).
Sithhabhupdla has stated: “grimarigih pasica-prakiva
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bhavansi| kena visesena tesim paiica-prakiratvam?  ata
aha—pafica-giti samafrayaditi’’. Bharata has described
four gramarigas, which were used in songs, accompanied
by four gitis like ma gadbi, ardba-migadbhi, sambbavita and
prebuld, (vide Sithbabhupila's commentary on Sirangdeva’s
“pasicadbd grimarigah syuh" etc,, SR Adyar ed,, vol. I,
p. 4) Regarding the characteristic of those gitis (ragagitis),
Sirangdeva has said

vk ® Suddhad sydadvakeair-lalicaily svaraily/

Bhinni vakeaily svarail) suksmaic-madbueaie-
gamakairywd/ [

Gidhaistristhana-gamaleairohati-lalicaily svaraily/

Akhanditasthicily sthinatcaye gaudi matd sacim |

Ohitl kampicaie-mandraic-medu-drutataraily svaraib / |

Hakiroukirayogena hrnnyaste civuke bhavet/

Vegavadbluly svarair-varnacacuske’pyativakeital /

Vega-svaril rigasicic-vesari cocyate vudhaily/ [

Caturgitigatam Jaksma $ricd sidhirani matd/

—Ratnakara, Il. 3-7.

The sidbirani-giti was “an eclectic style of composition
which included within izself the excellent points of all
other four styles. It was more charming than all other
styles, because it was full of gamakas, pleasant, tender
with sweet idioms and delicate nuances of emotion
(kaku). The kheyal or kbyal *adopred the style for its
composition i.e. it embodied within ieselt the excellent
features of all the styles and had a predominance of the
bbinna style i.e. it exploited all the gamakas without
bothering about theic names, kbatkd, - murki, meend,
(mm;fa}. ﬁsmpa, andolana—everything was hcnutifull}r
woven 10 ics structure”,

14
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Further it must be remembeted that the embellishment
of the kbeyal is somewhat similar to chat of the ancient fdstric
ripakalapti. Now, what do we mean by a ripakilapti?
Sarangdeva has defined ripakalapti thus:

Riipakasthena rigena tilena ca vidhiyate/

Yi prokei riipakdlaptil 53 punardvividhi bhaver/;

—Ratnikara, Il 197.
Sithhabhupila has made it explicic when he has said:
“* pravandhasthena rigena talena copalaksita yi dlaptih kriyare
sa tipakalaptib,” i. e. when &lapti or aldpa is accom-
panied by rdga and tila, contained in a prabandba, it 1s
called the rApakilapti. Again what do we mean by an
alaptit  Sunbabbupila  has  said:  “yena svara-sandar-
bhepa ragal prakagikriyate si dlapti[si dividha, rigilaptib
rispakalaptiteal * * ya ripaka-prabandbe ela-manthidyan.
apekga pravartate sa vigalaptib [sa caturhbibh 8" (vide the
detailed commentary, SR., 1IL. 197 and the Adyar ed. of
SR., vol. II, p. 178). The ripakalapti was the creacive and
imaginative song (manodbarmi-sangita), whereas the riga-
lapti was purely a technical one. The ripakilapti was again
divided into two, pratigrabaniki and ripakabbaiijani, Sifaha-
blwpila has Eurther given the definitions of the ewo bbaiijanis
as: (1) “yasyamalaptan vipakal satasthitah prabandbiirito
yah sthaya-varno’vayavastasya prabandhasya padaminena
nani-prakdro’neka-bhangikab kriyate, si sthaya-bhafijani|
riipaka-bbafijani laksayati—taib padairiti [ taih prabandhasthai
padaib; tena prabandhasthena manena samagrameva riipaka-
manythanyath bbangi-visesena yasyamalaptau-gamako gayet,
sa ripaka-bbafijani” (p, 180). The term sthiys connotes the
idea of melodic phrase or a phrase of a musical composition.
But the word sthiya, that occurs in the sthaya-bbafijani,

means “‘a parc of the composicion itself”,
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From the commentary of Sitabhabhupila it is under-
stood that cthe sthiya-bhafijani connotes the idea of
a well-marked creative imagination, whereas che ripaka-
bbafijani means that an artist *'is not tied down to the
tanas, occurring only in the composition that he is embelli-
shing or singing, but also uses other tinas (‘tanantaraib’),
appropriate  to that particular rdgs, embellished wich
gamakas, etc.”,  So by a close observation it is found that
the embellishments, rendered in the kheyal or kbyal type
of songs, were also used with the Sastric  bbaiijanis, sthaya
and riipaka,

Regarding akgiptikd, ripaka and dlapti, as mentioned
peeviously, [ would like to draw the attenticn of the readers
to Kallind:h's commentary on the floka: ‘abbivyakiiryata
drstd sa ragalipa neyate [riipakam tadvadeva * * Ghsiptika
svaraspada grathiti * = *' (SR, 1I. 24-25). There Kalli-
nith has deawn the marks of distinction among those three
musical elements, and has said: “a yamarthah—apanyisesva-
ufmmydiﬁkﬁregu pravrita alapal, sa ecvipanyisesw viramya
viramya pravritam vipakamiti[iksiptiketi nibaddba-gitibbe-
dab| * * svara-pada-grathitd, sadjidisvaropetaih padaib
padartha-vicakail iabder-grathiti raciti/ pada talidyiksipta-
tvadaksiptiketyanvarthi jvndbair-matangadibbib katbitd” (p.
21). The ripakdlaptiis sometimes different in its nature and
embellishment from those of dhsiptika, pure riipaka and alipa
or alapti, And ithas also been shown a distirction between a
prabandba and a riipaka, because a prabandba lays emphasis
upon the beauty of ‘form” and a ripaka on the beauty of
‘creative fancy’. So, regarding evolution of kbeyal or khyal,
it can be said chac it developed upon the already existing
ancient structure of the sidbarapi-giti, having its basis on
rispakalapti for the imaginative and creative style.

-
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So kheyal is neither altogether a new or foreign im.
portation in Indian music, nor did Amic Khosrau invent it
in the r3th century A, D., rather it was current mostly
among the Muslim musicians of cthe Arab-Persian stock,
known as the Kiwils. The Kawils were adepts in the art
and culture of gawili type of regional songs in rapid rempo
(druta laya), and their fanciful mode of singing used o
employ only ‘gawls) “The word guala,”" says Thikur
Jaideva Singh, *“‘means the same as the Sanskric word
vicana, Though both ganla and vdcana are words of wide
application, meaning only word or stacement, in music both
of them have got a restricted sense.  Just as in Hinduism,
singing a vdcana or vini or fabda means singing a mystic
or devotional song, even so in Islam guvvali or singing
qanla means a mystic song in accordance with the orthodox
belief of Islam™. It is a bistorical fact that Amir Khusran
was much incerested in qdwili or guuval, and bie mastered .
this type as well as composed many imaginative verses or
songs. He also admiceed chis fact in his monumental work,
Nub Sipir. Daulat Shih bas mentioned in his dccouns the
personal statement of Khusrau thus: *I have written chree
volumes of poctry, and my musical compositions (gawali,
gazal, etc.) would also amount to three volumes, if they could
be reduced to writing”. Amir Khustau flourished in the 13th
century A. D., and at the same time Sarangdeva Aourished
and composed his epoch-making treatise on music, Sasigits-
Ratnakara ( catly 13th century ).  Amir Khusran was
a man of extraordinary meric and intelligence, and he was
well-versed in Urdu, Hindi, Persian, Sanskrit, and other
languages.  So it might be the fact that, being a scholat
and a musicdoving man himself, he was quite aware of the
colourful form of the {astric sadbarani-rigagiti, rogether
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with the imaginative style of the ripakalapti, full of so
much embellishment, as described in Sarangdeva's Ratnakara.
It is most probable that he thought it better to designate
the fanciful type and style of gawali of his time as kheyal
or kbyal for better understanding and sweer tendering.
Bur we do not know whether he can be credited for doing
thar, And if that be so, then it is also possible that the
newly introduced type and style gradually attracted the
avtention of all music and beauty-loving peoples of that
time and, consequently attained refinement through gradual
novel process during the time of the Sharqui Rulers in che
15th ceneney A.D,

The Sharqui  Rulers were great lovers as well as
patrons of fine arts like architecture, painting and music,
and so it can be assumed that kbeyal ocr kbyal got
their support, and ic was much improved and betcer
understood during the time of Sultdn Husain Sharqui.
During Akbar’s time, in the 16th-17th century AD,, it
was also nurtured by top-ranking musicians of refined and
elegant taste, and it is said that the mascer musiciaos like
Stcaj Khan, Chand KuLan, Baz Bahadur, Rupamat and
others of the time were much interested in the culture of
kbeydl, though it did not enjoy Royal patronage like
dhruvapada, and, therefore, it remained outside the pale of
Royal courts and aristocratic societies of the time. A
very few scholar again  believe that  kbeyal was
appreciated by the Muslim Rulers and even by Akbar
himsell. It might be possible that kbeyal was much
appreciated by the musicians, music-lovers and even by
the kiogs and the Royal families. Let me quotc in this
connection some suggestions, made by one of the connois-
seurs of music, Thakur Jaideva Singh., He has said: “Since
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the style was ornate and romantic, it did not find favour
in the temples. It was mostly patronised by the Kathiks,
the dancing girls and kings. The Sharqui kings of
Jaunpur pacronised this style to a great extent in the 14¢h-
15¢th century, It was quite popular in the 16th century,
There is in Braja Bbasda a very important work, called
Chawrafi Vaigpavan-ki Viartd, This was compiled by Sri
Gokulandcha, the grandson of Sei Vallabhicirya. In
the life of Krspadisa Adhikard, who was the accountant
of 8¢ Nicha t:mpl:, he mentions an ioteresting  incident:
“jaurs eka samaya Srinathjike bhindirame......kbyal tappa
giyata  buti  jaurd........saw kpspadds bazirme tamasai
me jaya thade bbaya''. The passage is a long one. [ have
quoted "only the relevant portion which shows thac Abyal
was sung ac thac time. * * 51 Vallabbacirya flourished
in che 16¢th century. The incident mentioned above,
therefore, relates to some date in the 16th century”. From
this it is evident that the kbeyal or kbyal singing was
much appreciated in the society during the Mahammedan
period, and ic was warmly appreciated by the musicians
as well as music-lovers even during the time of the
Emperor Akbar, Aod ic might be quite possible chat
Emiperor Akbar was also an appreciator of the ornite and
romantic style of kbeyal, though some are of opinion that
kbeyal oc kbyal singing was not patronised by the
Empcrur.

Buc kheyal geadually atiracted the minds of the beaucy-
loving arcists, the later Sultdns and Royal families.  The
kbeyil was highly develoved during the time of Sulrin
Mubammed Shih in 1719-1748 A.D., under the able
guidance of Niyamat Khan, who was an adept in both
dbhravapada and veepi. Niyamar Khin won the title of
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‘sadarang’ from Sultdn Mubammed Shih for his great
talents and theoretical and praetical knowledge in classical
music, It is a fact chac Niyimac Khin, sadararig designed
the elegant classical form of kbeyal in a majestic and colour-
ful slow tempo (vilambita laya) like dbruvapada. It has
already been said thac he designed kheyal either on the basis
of some fastric prabandha- gitis, as delineated in the ancient
Sarigita-fistras, or innovated it absolutely in 2 new and
novel form, based on the somewhat reformed type of kbeyal
that aleeady existed in the society. Truly speaking,
Niyiamat Khiin, sadiranig bightened the classical form of
kheyal, and made it to be appreciated by- the top-ranking
musicians and Royal sovercigns of that time. Thence
from, it attained the similar high position as enjoyed by
dbruvapada, and gradually came to be developed with many
modifications and changes in forms and styles and decora-
tive elements even upte the present time, In the 1gth-
aoth centuey, there evolved some colourful novel styles in
kbeyal through individual efforts-cum-mechods of execution
ot embelishment, and cthey were named alter noted places
(seats of culture) and actists. To name a few: Guilior-
gharani, Agra-gharina, [aipur-gharana, Patiyali-g barina,
Kirana-gharipa, Allidiya kban-gharipa, etc, Difterent kinds
of gamaka, subte tina, meeda, bol or viyi, laya (tempo),
etc, were che salient features constituting theie differences.

The Evolution of the Gharinas )

In face, the ghardnas or different methods or schools of
embelishment or improvisation of the classical songs did
not only cvolve through the medium of culture of che
kbeyil type of songs, but also evolved in connecrion with
the dbruvapada of different vanis as well as wich different
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methods of recitals of the musical instruments like veend,
sitar, etc, From the historical records of Indian music
of the mediaeval time, and specially of the N uhammedan
period, we come to know thac mainly two gharinis evolved
during or after the reign of Aliud-din Khalji, the noted
Pathin Ruler, and they were: (1) the Aeliwanta-pharina
and (i) the gawil-gharini. (1) The keldwanta-gharana
was escablished by Baiju Biward (or Biord), who was quite
a different man from Baijunith, the court-musician ol
Akbar and Brja Chind, the disciple of Swami Haridasa,
Ie is said that the kalawanta-pharani was mamtaned and
propagated by Niyaka Gupil:ﬂﬁl, who hailed from South
India, (i) The gqawil-gharind was founded by Amir
Khusrau, the court-poet of Alaud-din Khalji. Ir is said
thac this ghardnd was also patronised by Suliin Hussian
Sharqui of Jaunpur. The noted singers of the giual or
guawdl and tarapa types of songs as well as the instrumen-
talists of that time were included in these two gharinis,

Later on, says B.N. Roychoudhury, a third gharipi was
established by the inscrumentalists, who used co play on
senai and tabal, “With the increase of the number of
female singers and dancing gitls in the Royal court, there
arose a fourth gharipid of the instrumentalists accompanying
them, The Ustdds of the thicd and the fourth gharands
were called Mirdsis and Dhidis.”?

After the death of Miaa Tansen, the Seni school of
music (Seni-gharana) evolved with its three main  aspects;
(1) the first type of the Seni-gharina was formed by Tin-
sen’s youngest son, Bilasasen (or Bilasa Khin, the tina-

1 Vide Hindusthini Music and Midn Tansen (Cal), p. 25.
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tarariga) at the Delbi Durbar.  That gharipa represented
the gandi-vani of dbruvapada. (2) The second type of
the Seni-gharina was formed by Tansen’s another son,
Suratasen, who used to sing dbruvapada in digars-vans.
His discendancs subsequently settled at Jaipur, (3) The
third type of the Seni-gharini was formed by Miéi Singh,
the son of Mahiri] Samokban Siogh and the husband of
Sarasvatl Devi, the daughter of Miia Tinsen,  Mised
Singlh's  discendants formed the main  school of veend
recital, and used to present dbravapada in both the
dagara-vigi and kbipdara-vapi, Besides these three types
of Seni-pharapa, the other famous gharipas were established
by Brija Chind and Suradisa at Machurd, whose disciples
were the Brihmin priests, while Chind Kban and Suraj
Khin were the founders of tilmandi-gharani of dbravapada
in Punjab.

To give the list of the main ghardnds, let me take
the privilege of quoting the lise, forwarded by the noted
Veenkira and musicologise, B, N. Roychoudhury of
Gawipue in his bookler, Hindusthani Music and Mian
Téansen:

“1. Tbhe Seni-gharini of dbrivapada and rabib, formed
by three great brothers, Jatfar Khan, Payae Khao
and Basat Khin of Lucknow and Virdnasi.

2. The Seni-veenkira-gharand, laid by Nirmal Shih of

Lucknow.

3. The Qawil-gharana, laid by Bade Md. Khdn Kawal

of Luckoow and Gwalior,

4. The Gualior-gharana of kheyal, formed by the

two great Kheyiliyds, Hassu Kbin and Nitthu

Khan.
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The Agra-gharana of dbamir, formed by the
descendants of Khin (Dhamar) and who later on
became disciple of Shih Saddraig.

The Betiya-gharani ot dbravapada, formed by the
disciples of Hawir Khin Seni of Lucknow, who
were the Kathakas of Virinasi as well as Mushm
Ustids of Kalpi.

The Bisnupur-ghariné of dbruvapada, tormed by
Ramasankar Bhattdcarya.

The Tilmapdi-gharini of Panjabi  dbruvapada
singers.

Tue Libore-gharini by the Punjibi Kheyiliyas,
disciples ot Shih Sadirang.

The Ataruli-gharand of dbruvapads and kbeyal,
founded by the Brihmins of Mathurd, who
embraced Islam later on,

The Dagar-gharana, founded by Bauam Khin, a
great scholar and Dhbrupadiyd, and who was a
descendant of a priestly line of Mathurd.

The Sent-gharina of sitdr of Jaipur, founded by
the celebrated Amrita Sen.

The Sarode-gharani of Shabirinpur, disciples of
Omrio-Khan, a son of Niemal Shali Sen.

The Sarode-gharini, founded by Niyimurulld
Khan, a disciple of Basac Khan Seni,

The Sitar-gharapa of Lucknow, founded by Golam
Md, Khin, a disciple of Omrio Khan Seni™, ,

Further mention can be made about the Rampur-
gharapd, che latest gharini of India, This beautiful
gharana was founded by Bahidur Hussain and Amir Khan,
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who were possessed of some special charms in the use of
alapa, dbruvapads, dbamir and in instrumental music, Bue
it should be mientioned chat during the time of Haidar
Ali Kbin of the Rampur State, the disciples of Bibadur
Hussain or Amir Khin were followers of other gharanis,
but they changed their old style (gharipa) and were influen-

ced by che styles of their masters and thus became identi-
ficd with the Rim pur-gharana,

The Dcuﬂ.’upmmt and Caltwre of the Dbhbruvapada in
Bengal:

Now, let us briefly survey the development and culre
of kbeyil in Bengal. By ‘development and culture of
kbeyal in Bengal’, I mean the historical developmenc and
proper culeure of Hindosthini type of kbeyal in Bengal.
A close study as well as survey of the history of music of
Bengal reveals that the Hindusthani type of kheyal was
introduced in Bengal not more than fifteen or twenty decades
ago, though the age-long Hindu-Mobammedan tradicional
culture of dbravapada existed in Greater Bengal from
the 15th-16¢h century AD. The Greater Bengal comprised
whole of undivided Bengal, Assam or Kamariipa, Behar and
Orissi.  Sti Chaitanya appeared during the period interven-
ing the lase quacter of the rsth century and fest quarter
of the 16th cencury A.D., and during bis time, Svarﬂps-
Diamodara, Riy Rimdnanda and other talented Vaignaya
savants were fully conversant with the Hindu-Muslim
classical music, Most of them were both musicians and
musicologists. The authentic book on  music, Gitaprakita
was written by the Vaisnava savant of the Gaudiya
sect, Swiami Krsnadds in the first halt of the 16th
century i.e. during the time of Ramidnanda Riy and
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Pracapariidra-Gajapati, During the latrer pace of the 16ch
century, Thakur Narottamadis introduced the new mode
of rasa or [ila kirtana on the basis of slow or bilamvita
dbravapada, which used to be sung in the gaderbati or
garanbati style.  Besides, many Vaispava savanis ke
Harinarayana Suri, Gajapati Nariyanadeva of the Khemud
line, Kavi Nitdyapa and others wrote books on music
which go to prove the genuine culture of classical music in
Bengal, Narottamadis, Ghanasydma  Narabaridis  and
ochers learnt classical music from both the Hindu and
Muslim Usidds of that time.  Bue it should be noted in
this connection that even then the Hindusthian type of
kbeyal had not been introduced in Bengal.

From the early 18ch century, classico-Bengali songs like
tappa and tap-kbeyil were introduced by Kavirafijana
Ramaprasid Sen, Bbaraca Chandra, Ramanidhi Gupta or
Nidhu Babu and others. The gap-kbeyil wasa type ol
song which used to be sung afrer the style of somewhat
tappa and kbeyal mixed, and this type ot classico-Bengali
songs still exise v Bengal.  Many musicians and compuosers
like Haro Thikur, Dewidn Raghunith Riy, Dewdn Rima-
dulal, Rima Basu and others appeared in Bengal and
enriched the treasury of Bengali songs by their valuable
compositions. Though the Hinduschant kbeyal was not in
practice at that time, yet, as has been said before, the neo-
classical charming and romantic types of tappa and tap-
kbeyal, having rich artistic and aesthetic sentiments and
feelings, were in practice, and they were known as the
‘Bengal style of music’.  Specially Ramanidhi Gupta
brought a renaissance in the classico-Bengali songs by
composing and improvising new type of tappi, avd from
this it can be presumed that tappa was introduced in
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Bengal earlier than Hindusthini kbeyil, and thar Bengal
of the 18cth-1gth century had her full share of the
legacy of traditional music, which came to be known as the
aristoceatic vaithaki sanigita,

The period of hundred years, extending from 1800 to
1900 A.DD, witnessed another renaissance in the domain
of classico-Bengali sonys, when diffcrent traditional rigas
like vasanta, ganri, piiravi or piirvi, sabina, vigeivari, luma,
khimbaj, multana or bhimpilassi, ewe. and differenc tdlas
like yat of eighe matris, aditheki of 16 mitris, madbya-
mana of 32 matrds, medinm ckatdle, divided inco four
parts, having cheee matrias in each pact, dda, posti, etc.
were composed and cultured on one side, and the seed of
Hindusthaui kbeyal was sowed on the soil of Bengal on the
other. As on one side the composers and musicians like
Disarathi Riy, Rasika Chandra Ray, Manomohan Basu,
Sridhar Kathak, Govinda Adhikiry and others appeared and
enriched the classico-Bengali songs like padcili, tappa,
tap-kheyal, ctc. through the medium of krspa-yicrd,
hathakati, rimdyapa-gana, jbamura, kavigina, tarjd, etc.,
so on the other towns like Chinsurd, Hooghly, Stirampore,
Uttarapida, Nadid, Krishnanagar, Murshidabad, Govarding,
Vishnupue-Bankurd, Nitore, Mymensingh, Gauripore,
Daced, Assim-Gauripore, Agaratold, Comilli, Calcutta and
its adjacenc places became gradually che seacs of culture of
classical music like dbruvapada and kheyal, owing to the
advent of a host of Hindu and Muslim Ustads like Min
Kbhin, Bade Miin, Hassu Khan, Hardu Khbin, Delwir
Khin, Nobi Kawal Miran, Rahim Bux, Mohammed Khan,
Ali Bux, Kakublia Khan, Niygmat-ulla Khan, Daulac Khao,
Naone Khan, Uzir Kban, Kile Kban, Basac Kban, Morad-
ali Khan, Aladiya Khan, Abdul Kacim Khan, Imddd Husain
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Khan, Sajjad Muhammed Khin, Amir Khin, Mauli Bux,
Faiyaz Khan, Rajav Ali Khin, Rahamar Khin, Ali-ud-din
Khin, Endyet Husain Khia, Kissem-ili Khin, Khilila Bidal
Kban, Pagdit Vishnu Digimbar, Pandic Vishpu Nirdyana
Bhatkhande, Bhiskar Roy Bud, Rimchandra Seal of
Chinsurd, Gopdl Chandra Pachak, Ramiankar Banerji, Siva
Niriyaga Misra, Kafinich  Midra,  Visvanith R,
Havumindisji of Gayd, Seniji, Laksmi Prasid, Bhiiyi
Shahib Ganapac Rio, Maizud-din Khin, Aghore Nith
Chakravurty, Jadu Bhagea, Prasid Mukherji or Nulo Gopil,
Ksetta Moban Goswimi, Riadhiki Mohan  Goswami,
Krishnadhone Banerji, Anantalil Banerji, Kiliprasanna
Banetji, Vimdcharanp Banerji, Ramapeasanna  Banerji,
Gopeswara  Banerji, Lilchind Badil, Surendra Nith
Mazumdar, Gitiji Sankar Chakfavarey and others.  All
these stalwart wusicians helped much t  promote the
culture of classical Hindusthani music like dbruvapads and
kbeyal alike. Zeminders and noted music-lovers like Rija
Jatindra Mohan Tagore, Sir Saurindra Mohan Tagore, Rija
Brajendra Kishore Roychoudbury, Seth Duli Chiand Bibu,
Syamlal Ksetri, Mahddji of Nitore, Siirya Kinta Aciirya
of Muleagichd, Saradd Prasanona Mukherji of Govardingi,
Veer Bikeama Bahadur, Lalchand Badil, Bhupendra Nich
Ghose of Pathuridghdtd and others patronised the culture
of not only kbeyil, but also of dbravapada in Bengal,

It should be mentioned in chis connection thac though
kbeyal pradually got frm fooring on the soil of Bengal
from the 1gth century, yet the culeure of dbravapada was
much appreciated than &beyal by majority of music-loving
people of Bengal. The Hindusthani kbeyal was firse
introduced in Bengal by expert exponents like Aghore
Nath Chakravurey of Hatindbhi, Prasid Mukberji or Nulo
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Gopil of Calcutta, Siva Nardyana Miéra, Pandit Gurw
Prasid Misra and ctheir able conremporaries. Though
Aghore Nath Chakravurty and Nulo Gopil were specially
proficient in dhruvapada, yet were accomplished Kheyaliyas
as well.  They rtaught their students slow E£beyal with
vilamvita gamaka-tana, and they themselves neither used,
nor did chey teach their pupils the drata balaka-tinas in
kbeyal. Pandic Siva Nirdyana Misra and Guru Prasid Misra
were noted Kheyiliyds ac that ime in Bengal, and they
should also be given credic for introducing the Hindu-
sthaui kbeydl in Bengal, Aghore Nith Chakravurey,
Ridhiki Mohan  Goswimi, Surendranith Mazumdar,
Nikuiija Bebari Dute of Sivpur, Harendea Nath Seal and
others also composed many Bengali songs and improvised
them in purely Hindusthin style. [t is said rhat Ustad
Rahamac Khin, and afrerwards Ustid Abdul Karim Khin
introduced alidpa in kbeyal, and the system of impravisation
of sargams (svaragramas) in kbeyal was also iontraduced by
Ustaid Abdul Karim Khin, and this system or method is
still prevalent in kbeyal in Bengal, The vame of Vishnu
Chakeavurty, the music-teacher of Kaviguru Rabindranich
may be mentioned in this connection for the intreduction
of both Bengali and Hindusthini kbeyals in the Brihma-
Samij in Calcucta,

Before Ustid Kile Khin came to Caleurta, the noted
Kheyiliya Ustdd Nanne Kban became very popular. He
also introduced kbeyal in slow, medium and rapid tempi
among the musicians of Bengal, It is said thac Ustads
Nanne Khin, Kile Khan and Maizud-din Khan practically
incroduced the druta balaka-tana in kbeyal for the first time:
in Bengal, Gaohiir Jin and many others learnt kbeyal from
Ustad Kale Khin, and along with the names of Nasirud-din.
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Kb@n, Hanumindasji of Gayd, Ustdd Faiydz Khin of the
Rangile ghwana of Ayrd, Usiadl Abdul Karim Khin of
the kirdna gharand, Khilifa Badal Khin of the Gwilior
gharapa, Bamiachacan Banerji of Behila, Radhiki Prasal
Goswimi, Giriji Safikar Chakravurty of Caleutea, Nagendra-
nith Bhattichirya of Rindghdy, Nagendranith Dute and
others are worth-mentioning for the promotion of culture
of classical kbeyil in Bengal,

The present trend and praspeet of Abeyal in Bengal
are encouraging and bright in every respect.  Different
institutions of classical music have been established nearly
all over Bengal, and kbeyal of different styles are properly
taught in them by expert musicians. Truly speaking, the
culture of dhryvapada, for which chgﬂl won a great
reputation for more than two hundred years, is now being
gradually replaced by kbeyal. Different musical soirces
and conferences are also giving impetus to the culture of
classical music, specially of kbeyal, in whole of Bengal,
and as a resule thereof, kbeyal is being appreciated more
and mote, and is forming a part of education and aesthetic
<culture of Bengal.



APPENDIX TO THE CHAPTER X
The characreristics of same of che gitis and prabandbas:
(#) The sadbirani-giti :
syafusifa: frfan awaraasia gad:
N aatear g fvmfadtarar i
Al it g ait: rpfaa wirfads o
U FTA ar i femea o
(b The ragalipa, riipaks and dkspeika :
fafuspait swrmedt maarafEr gi: |
ughmF R SgrETEgEaTEar
R SR mregrgaanty o
mfiaf@rr w7 T’ 9=y )
w aERT enagaeiA T iee, )
v sumgzifrmad aetaafgfar )
“arrferfien’ Avgwlaar sfaar g3
I BT ST=IEEIAE |
wrer fqmary ® AT meTsiesdT SR ek
Regarding them, Sithhabhupila has said: _
“oyeariat At qaTiiEAfEd W @ e | R
AUATITHA TTAAGUAF &T9H, | AFGAgET AT
AT AOEgET A g arsfpfas
(¢) The definition of the kaivida-prabandba;
qié: @At o AGE AT G 7 |
arddeddiae i @ gl w0
@ gRfafad: o2 ga faw of fur )

—Ratnakara, IV, 200-201
15
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Regarding che kaivada prabandbs, Sicahabhupila  has

said ; qraTgRg AR w1 wE IEE amifEEaE @ dny: )
a9 By ; ardh wziw: ; sl gft gach e
gl g ofi B Fad: oiEfefae 0@ Eukia-
firt: qi2firr ofi naoon gfi smegasa: 0"

(d) The rasaka and the ekatili prabandhas:

() Cf. Sanigita-Ratnikara, IV, 176-181. (prabandta-
dbyiya).

(#) Simbabhupila has said regarding the rasika:
(2) Oy mrwEEAlEE WeETaww W, YET@T AaRk a1 o
ggegal  #  *1 Kallingth bas said : “araifgframers
Frgmt mrmermasafafmarraaarfadds  dmaEnnTfas,
GEATEEA T, ORATUAAI AR L qeg-yme | gl -
sa=g )" ’

(i#f) Regarding the ekatali-prabandba, Simhabbupila
has said: “szamy wuw fifad; s AT wphe,
I AT AE =g wwIfE: dwaat s |
wATHE AT Fanaray iy Farfasnan o Kallinad bas said :
“srafrgarfadsisd FemErmaalanry: waEEaEeT aER-

gt 1 u9=90



CHAPTER XI
A SHORT ANALYSIS OF MUSIC OF BENGAL

Bengal’s contribution to music as well as to other phases
of acts is immense,  Beginning from the plain folk songs
like ballads of the Gupta and Pila periods down to the
curcent classical type of music, thece bad been changes,
adjustments, re-adjustmencs, additions and alcerations,
together  with wvarious innovations in the forms of musical
compositions and musical phrases, melodies and tempi
through the ages. It should be remembered in chis
connection that mainly two types of music, folk and
classico-folk, along with classical one were always in
practice both in the rural and utban societies noc only
of undivided l'::ng:ll. but also of Greater Bengal (Vibad-
Vﬂﬁgd}, which consisted of whole of Benpal, DBehir,
‘Orissd and Assam, The Zemindars and Nawiabs as well
as the are-loving wealthy men of Bengal always patronised
music, dance and drama for their healthy culeure and
wide appreciacion,

The musical compositions and musical phrases (praband-
bas and sthayas) of songs like vajra and carya of the Vajrayani
and Sabajayini Buddhists of the zoth-11th century A.D. uted
to be sung with classical (fdstriya) melodies and rhythms
(rigas and talas), accompanied by musical instruments like
lute with one string or two (ekatari or dotara), and drums
of various sizes and cymbals, The Buddhist Yogis somea
times used to dance with their songs in ecstatic joy like
the Arabian Sufis and Christian mystics of the mediaeval
time, Some scholars are of opinion that song like caryz
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was not only composed by the Buddhists monks alone, but
by the Saivaite and Vaisnava Tdntrists as well, “The
witers of the mystic songs,” says Dr. Sukumilr Sen, '*were
geneeally known as Siddhaciryas inasmuch as they were
spiricual masters (dcdryas), and were believed to have
attained the final beatitude (siddhi), Some were reputed
as great Yogis (Mabdyogi, Yogirijs), and others as dva.
dbisa (literally ‘purified’ i. e washed clean of ignorance
or delusion)’. Similatly a sacred and ricualistic song like
‘vajré was also in practice among che Vajrayini Buddhises
(as ¢ary@ was in practice among the Sahajayini Buddhists),
and that both the songs, caryd and vajra were composed
in old Bengali or proto-vernaculae (avabagtha). The caryd
o caryagiei (pada) is also known as the cakragiti, The
word ‘cehra’ is specially used in the Tanteic sadbani (both
Hindu and Buddbist) to mean a circle of the fuhti-sidbakas

L fatun) pagaged i the Thowsie functions. The pedas or

' gﬁ?ﬂfﬂo fot only hear the litecary and - social values, but
also religious and spiritual ones, and, ‘therefore; it will ‘be
wise to call them the socio-geligious songs. Ordinarily they
ate known as the *Buddhist Mystic Songs’. Munidacca
wrote a commentacy on them in the 14th century, and

from it we come to know their philosophical as well as =

sacial. significances. Different kinds of classical fdstrie
sagas like malliri, kamoda, bbairavt, malairi, milasi-gabuda,
gabuda . or - gandd, “kapbu-gurjari, bangil, favari, guhijari
(gurjarit), ramakti, patamafijari, ars, devakri, desikba,
dbinasri, varadi or valaddi(?) were used in the caryagiti,

... The gitagovinda-padaginas ot agtapadis were composed
by Th.'i]:n_: Jayadeva of Kenduvilva: (West Bengal) in the
1ath ceaturys A Do They seemed w be. constrocted
aftex. the form-of -the -carydgitl of. the myscic - Buddhise

B O e R U s e




J !

A SHORT AMALYSIS OF MUSIC OF BENGAL 229

Yogis, though their languages differed. from each other
to some extent, The songs of the gitagovinda are the
prabandba type of gitis, which means they are duly bound
up with ‘sadangas like music-part (dbdtw), thythm (eila)
and other anigas. The language of the gitagovinda-pada-
génas is a combination of Prikgt and Sanskpe, Dr. Sen is
of opinion that the songs of the gitagovinda are written in
Sinskge, bue their thythm and rhyme belong to apabbrathia
poetry. The padas or songs (ginas) of che gitagovinda are,
tuned in classical melodies and chychms, It is said thac
sometimes the agpapadis were sung accompanied by classical
dances, as formulated by Bharaca i in the N.tf:,mfum in the
and century A, D, It has been mrdnd in Kalban’s
Ri}ﬁdmigf;li chat in different tqm_plu of Km:ﬂwyn ﬂﬂd-
Siva, natls and nagas and specially the devadids (remple
dancing gicls) used to perform dances according to the
laws and principles, sec forth in Bharata’s Napyaiistra
during the times of Gupta and Pila kings. During the
teign of Raji Laksmangasena, the cultuce of both classical
dance and music *were prupe:l}r m:mumcd Hun&u* -
the mangalagitis were in practice and  their mﬂ:malg and
themes were taken from different Mangdakdvyss, . .The
nm!gd.«giﬂr were the of socio-religious songs, and they
were very popular among all classes of people. Sarang-
deva has described both caryd and mangalagiti as classical
ones in his Sarigita-Ratnikara. He has said,

(u} Admydrmagocara caryd sydcdvityadicilatah/ [

Sa dvidhd cchindasah piireya piicpapiirna tvapu.r-
titahy/

Samadhruvd ca visgamadhruvetyesa punardvidha//

—5SR., 4.292-93
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Sitmbabhupila has said: “yasyam  pidinimante’anu-
prasayuktab, adyatmavicakail padairnpnibaddbi si caryi™;
e, the last line of the carydgiti is with anuprasa. It is
spiritual in nature. It is so composed that its words
(sdbitya) convey the idea of spiritualicy and sacredness.
(b) Kaisikyim botrarige vd mangalam mangalail
padaiby/
Vilamvita-laye geyam mangalacchandasichava/ [
—RK., 4. 303.
Sithhabhupila has said:  “kaifikardpe bottarige vi kalyana-
vicikaih padair-vilamvitena layens mangalo geyah”; 1.e. the
mangalagana used to be sung on auspicious occasions, along
with the words (sabitya) thac conveyed sacredness, and with
the riga, kaifika or botta (the bbntiyd or Tibetan melady),
and it used to be sung in slow tempo.' Some are of opinion
that the man galagiti of the ancient time and the mangala-
kivya-gana of the mediaeval time are not one and the same,
and it mighe have been the face that che mangala-kivya-
ganas used to be composed and sung in the spiric and
under the inspiration of auspicious type of che ancient
marigalagina.

Gradually there evolved the classical [orm of Arsna.
kirtana, formulated by the Vaispava savants like Vadu
Chandidas of Nannura (West Bengal), Kavi Vidyipaci of
Michild and others. They were composed after che form
of the gitagovinda-padagina to some extent, and they used
to be sung with the help of classical rigas and ralas.
The songs of the krsna-kirtana paved the way for formula-
tion of the nama-kirtana, introduced by Sri Chaitanya,

1 CL. the Appendix Il of chis book, where the mangalagiee has
elaborately been discussed,
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The contribution of Orissa to kirtana was not less important,
as many ol the prominent Vaisnava savants of the
15th-16th century were ecither disciples or followers of
Chaitanyadeva. Riya Rimananda, Murdrigupta, Svariipa
Dimodara and others were the constant companions of Sri
Chaitavya at Gambhird in Puri, and as they were most
elficient musicians of chat day, they helped to enrich the
ereasury ol the kirtana-gina. Rijd Pracdpacudeadeva Gajapati
also rendered immense help to the propagation of kirtana,
as promulgated by Maliprabho (Chaitanyadeva),

In the xoth chapter of che Bbigavar, which was
written, it is said, on the basis of the Pafcardtra-sasmbita
and different Purdpas, the true significance of kirtana has
been mentioned, and it has been defined there as the
auspicious type of gité in praise of 5t Kesna. In other sense,
it was known as ‘gupa-gathd’ or ‘gita-kirti-gina’. In the
16th century, when Thikur Narottamadds returned from
Vindivana (Mathwed) to Khetari (in the Rijasahi district),
he arranged a conference of kirtana, whete he formulared
and introduced the classical type of padivali-kirtana on
the basis of the dhruva-prabandba-gana, which he mastered
fram the accomplished Vaispava musicians ac Vindavana.
His style of kirtana was kaowo as garinbati or gaderbiti,
and it was recognised as che l#li or rasa kirtana. He also
intcoduced the ganrcandrika of kirtana at that cime.  Aleer
him, three other types of kirtana, manabarsabi, repeti and
mandarini evolved, Kavindra Gokul also introduced a
new type of kirtana, known as jharkbandi, evolved from
Thirkhagda, Midnapore!

1 The mabdjana-padivali-kircana has not been claborately,
dealt here, as it has been discussed elsewhere in detail, Cf, author”s
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After the mabijana-padivali-kirtana, the dhap type of
kirtana (or dbap-kirtana) evolved with the admixture of
the padavali-kirtana and the pincaii or yatrd-gina, So the
dbap-kirtana can be recognised as an intermediate musical
feature of padivali-kirtana and parcali or yitra.  The
dbap-kirtana was introduced in the early 1gth century,
and it was prevalent [rom 18a5-30 to the beginning ol
the 1g9th century A.D. Dr. Sukumir Sen is of opinton that
pancali is the forerunner of dbap-kirtana, and  from the
kirtana, tukka (or bbaiga-kirtane ic. muctlated form of
kirtana), pificali and yatra evolved.  Some  say  that
gfbﬂp-ﬁfrmm evolved from the padivali-kirtana, and
yatragina as well as pancili cvolved from the dhape
kirtana.  I'uc most of the scholars are ol opinin
that dbap-kirtana is the product of admixture of the ginas,
padivali-kirtana, pancaii and yatrd, The theme of the
dbap-kirtana was composed mainly of the sportive plays
of $¢i Krsna (brja-lila), _

The word ‘dhap’ is a product of rural or local language
(defaja-bbiga). It conveys two meanings or ideas, one of
which is pattern of construction or form, and the other 1s the
sound, caused by the lall of an empty or hollow matter on
the ground, As regards the meaning of dhap-Lirtana,
we can take the second meaning which conveys the idea
of sound of an empty or hollow macter, and as such
the word dbap-kirtana does not convey the idea of a
real classical type of mabdjana-padavali-kirtanas, buc an
immitation or a changed form theteof. Really che dbap-

The Historical Development of Indian Music (1g%¢), Vide also the
stcond introduction : Padavali-kirtaner Paricaya, in ‘Balardm Diser
Padivali’ (Navabharat Publisher, 1362 B.S.),
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kirtana does not follow the strict rules of singing, as sex
foreh in the Pnn*.iuaﬁk?rmnn, but is sung or embellished in
its own way, Again the performers of the dbap-kirtans do
not follow the method or practice of singing of ganracandrika
betore they begin the real theme of the kirtanagina. Some-
times they sing  their own compositions (composed padas),
alon: with the traditional ones, with the help of classical
ragas and talas, They also use twkka (bbanga-kirtana)
in the form of a lecture or conversation, instead of using
dnkbara (tina of the classical kbeyil type of song), as
used in the padiveli-kirtana, Sometimes they use words
for creating laughter (basyarasa) in the mind of the
audiences, So it is found chat in later days, the dbap-kirtana
has been divided into two, dbap-kirtana and dhap-yaira.
The dbap-yatra is performed exclusively by women.

L is said char Madbusidan Kinnar (or Madhu Kin)
introduced the dhap (light) tpe of Eirtana, though there
rages dilferences of opinion regarding it,  Satish Chandea
Mita has admiced this [ace in his Histrory of Jessore and
Kbulna (Beng.).  Mr, S, C, Muwea has  written  that juse
as Disu H.;-I:'-' and Govinda Adhikary earned great reputation
in the krgpa-kirtana in West Bengal, so Madhu Kan in
the like manner carned it in East Bengal for his new
and novel type of dbap-kirtana or paicali(?). The word
kinnar connotes the idea of celestial dancing class of
people, the evidence of whom are found in the Rimayapa,
Mababhirata, Harivatia, Bhigavata and different Purdpas,
along with the names of Yaksa, Ruksa, Raksasa, Gandharva.
In fact, the word kinnar counores the idea of a dancing
class of people like the word nate. The father of Madhu-

t The tidle *Kan' is the diminutive form of ‘Kinnac’,
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sidan was Ananda Kinnar by name, and he used to earn his
living with music, *Kinnar' was his title which dehned
that he was musician (nata) by class. Madbusidan inhericed
the tradition of euleure of music from his facher as well as
from his family. Some are of vpinion that he introduced
the dhap kirtana in the form of panicali, and carned greac
reputation [or his own unique style. Ordinarily he was
known as Madhu Kdn, The main themes of his kirtana
were four in number, and they were kalaika-vaiijana, akrurs
sathvade, mathur and pravasa. All of them were com-
posed with the legends and scories of Lord Sii Krgna,

The baulgiti or biulgina evolved in the Ridadesa in
West Bengal (some types of the bawlgiti also evolved in
East Bengal). It is also koown as the dehatattva-gina,
because the Biuls sing songs with the Buddhise-com-Yogic
interpretations of the material body. They recognize the
Sabaja, instead of God or Atman, and cthat Sabaje  resides
in the gross material body, being free from all kinds ol
impuricies and imperfections. So a Baul tries to be a Sabaja-
mantsa by means of the kiya-sadbana, (by practice of the
body). Music helps him in his religious practice. The word
thaal' connotes the tdea of a man whe is batal or mad, and,
therefore, a Baul is mad after the vealization of the Sabaja,
The Arabic term of baul or duliya is eyilia or deoyini (uc
dewind). The kayi-Sidhakas are divided intw four, aul,
baul, daravesa and sai. The Sdi or Swami is the topmost
Sadhaka of the Bauls.

Regarding the significance of the rterms bawl and
baulgana, Dr, Shashibhiisan Disgupta has said: “The
Bauls belonging to the Hindu community are generally
Vaignavite in their faith and those belonging to the Muslim
community are generally Sufi-istic and in both the schools
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the emphasis is on the mystic conception of divine love.
The word baul with its Hindi variant biwr may be variously
derived; it may be derived from the Sanskeic word vatwl
(affecced by mind-disease i.e. mad, crazy), or from wvyikula
(1mpatiently eager); both these derivations ard consistent
with their modern sense of the word, which denotes inspired
people with an ecstatic eageeness for a spiricval life  where
one can realise one's union wich the eternal Beloved—'the
Man of the beart’.  The name Biul as also its cognare form
of Aul can very well be associated also with the Arabic
word dwliya (plural of wali, a word originally meaning
‘near,” which is used for *[riend’ or ‘*devotee’), thac refers
to a class of perfect man. With the Bengali word Baul
we may also compare the Suli word Diwdnid which means
mad, i, e., free from all social responsibilicies”,*

Repgacding  banl and ctheir murshida-songs, Dr. Das-
gupta bas mentioned aboue a Subi-istic influence of  sama
(sony, together with dance in a circle) as well as of the
Snft's spirit, upon them.®  Buc chis estimatation should be
exammed in its proper historical perspective.  He has said
“lIn the murshidd-songs of the Biuls we find a mixeure of
the Indian spirit with the spiric of Sufi-ism™.%

The baul or baulgiti probably evolved from the carya-
giti, because like caryd, all the Vaisnava-Sahajiyd type
of songs like baul, kartabbaja, ctc. are socio-religious in
nature. Not only that, but ic is also a facc that all the

1 Vide Obscure Religions Cults (As background of Bengali
Literature), Calcutta University, 1946, pp. 187.

2 Ibid., p. 193,

3 Ibid., p. 194.
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mystic songs like caryd, vajra, biul, etc. evolved from che
doctrine of sabaja (sabajavida) of the Sahajayina school of
the Tantric Buddhists of the roth-11ch century A.D.

Now, what do we mean by the sabajavida or :d.!'}ajjj.-.}
doctrine? The sabajiyd doctrine evolved from the Buddhist
Sahajayina in later days.  The lollowers of Budiha were
afterwards divided inte two main sects, Hinayana and
Mabiyana. The Hinayina was also known as the Stivaka-
yana or Pratycka-buddha-yana, Gradually Mantrayana schaol
evolved with the adoption of Tantric nterpretation and
practice of the religious doctrines ol Buddba. The Mantea-
yana was also known by its three main branches, Kilacakea-
yina, Vajeayiina and Sabajayina.  The Vajrayini Buddhises
adapted in their religions praceices three prime [ormulac,
mantra, mandala and mudrd, and Vajradevel was cheir supreme
deity. The Sahajaydna sect or school practically evolved
out of the Vajrayina one, or it can be said that Vajeayina
gradually culminated in the Sahajaydna. The prime aim of
the Sahajaydna school was to attain the transcendental state
of mahdsukba like nirvipa or dinyatd of the Madhyanika
one.  According to the historical records it is known  thae
the doctrine of sabajs ol the Sahajaydna school reigued
supreme over Greater Bengal, comprising  entire  DBengal,
Bihar, Orissd and Kamarlipa or Assam in the roth-rzch
century A. D. The padas ( or ganas, because all kinds of
pada were known as ganas or songs at thac time) like caryd,
vajra, biul, etc, practically evolved during that time. Those
Vaisnava-Sahajiyd or Vaisnava-Tantric songs really evolved
from the doctrine of the Buddhist Sahajaydna. The Vais-
nava religion also goc intermixed with the Buddhist Sahaja-
yina to some extent, and, it is sometimes believed that
the Vaisnava-rasa-kirtana also evolved ouc of the materials of
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caryd and other sabajiyi padas, which were the products
of the Sahajaydna doctrine,

The Biuls use musical instruments like gopiyantrs and
cymbal (mandird) to accompany their songs, wear yellow
robes, and use tinkling anklets (nipura) round their ankles.
They also dance in a circle along with the thythms of their
songs like the Arabian Durbises and Persian Sufis.  Some
ol the tunes or musical modes of the baulgiti ace more or
less influenced by those of the padavali-kirtana.

Besiles the baulgiti, thete are wmi-satigita (igamani-
samgita), syama-sathgita, kali-kirtana, etc. which are purely
devational and spiricual in nature,

The devotional and classico-Bengali songs, composed
by Sidhaka Rimaprsid, Kamalikinta and other mystic
salnes as well as the songs, composed by Bhiratachandra,
Nidha Biabu, Raghunach Dewan, Raji Rimmohan Roy,
Disacathi Roy, Govinda Adhikiry, Madhusiidan Kinnar
(Madhu Kin), Girish Chandea Ghose, Keishoaprasauna
Sen, Jyotivindeanith  Tagore,  Satyendrandth  Vagore,
Rabindrandth Tagore! and others are the valuable assers
to the music of Bengal, Diflerent kinds of classical and
devotional songs of the Brahma-samdj are worth-mentioning
in this connection. The adkbdai, baf-akbdai, kavigina,
pinical, yatragina, rimdyana-gina, jhumur, kali-kirtan are
also the special features of classico-folk sungs of Bengal,

Regarding the kavigana, Tévacchandea Gupra has said
that before the 1210 fala (Bengali era), Mahirdj Nava-
keishna Bahadur of Sobhabizir, Calcutta, patronized the
dkbdai type of song, lan 1211 Jake, Rimanidhi Gupta

1t Vide the detsiled discussion on the music of Kaviguru
Rabindranith in the dppendix 111,
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(Nidhu Rabu) introduced the culture of Fkbddi both ac
Sobhabdzir and Bigbazdr, Calcucea, and it should be men-
tioned that classical rigas and tdlas were used in the
dkbdaigana.  Gradually the practice of bif-akhddi was
introduced in Calcutta and also in Chinsuri. In che
beginning of the 18th century, the kavigana cvolved and
was introduced in both the common and educated societies
of Calcucta. The kavigina was socio-religions in nacure,
Regarding the kavigdna, De, Dinesh Chandra Sen has said ;
«The Kavi songs had ariginally constituied pare of old
Yirrds or popular plays. The simple episodes in Yaurd,
especially those of the nacure of light opera, were in course
of time wrought into a separace class ol songs, which were
sung by those distinct bodies of prolessional bards called
Kaviwilds, whose domain was thus complerely severed
from that of the Yaud parries”.) Dr. S, K. Deisof
opinion that the ‘“‘existence of kavi-songs may be traced to
the beginning of the 18th century or even beyond it to
the 17¢h, but the most flourishing period of the Kaviwilds
was between 1760 and 1830". Rasu-Nrsithha, Hari
or Haru Thakdr, Ram Babu, Nitdi Vaiedgi and other noted
Kaviwalds dicd in 1830, Dr. De has furcher said in this
connection:  **Afcer these greater Kaviwilis, came cheir
followers who maintained the tradicion of kevi-poctry up
to the fiftces or beyond it, The kavi-poctry, therefore,
covers roughly the long stretch of a century from 1760 to
1860, although after 1830 all the greater Kaviwilis one

1 (i) Vide History of Bengali Language and Literature (Calcutea),
p. 679.
(ii) CE Nicajan Chakeavurty ; Unavithfa Smabdir Kaviwala
O Bangala-Sabitya, (Bengali), pp. 22-4o,
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by one had passed away, a édui-Pocl:ry had rapidly declined
in the hands of cheir less gifted followers™.!

So we find that kavigina was in practice from 1760
to 186o. The themes of the kavigina were taken from
the legends and stories of the Ramayana, Mababharata,
Harivamisa, Bhagavar and differenc Puripas, Some are
of opinion that kbedu or kheuda-gana is the forerunner of
the kavigina. Ir is a historical fact that the type of
kavigina, which was prevalent in Santipur and Fulid in the
middle of the x8th century, was known as kbesds, and
this face has been mentioned by Bharatachandra in his
book, Annadiman gals, But ic should be mentioned in
this conncction that old form of paiicali is che real source
of all kinds of classico-folk songs, including the kaviging of
Rengal,

The kavigana begins with the music-pare, citen, and
then the mabada is sung, and at last antard is sung. The
wards or literary compositions (sabitya) of the kavigana princi-
pally depend on the tunes, or it can be said that sabitya
of the songs is used in accordance with the nacure of produc-
tion of che tunes. The kavigdna is mainly composed of four
classes of musical themes, known as malasi, sakbi-satvada,
gostha and kavi or kavi-labari. The malasi causes to arouse
the emotional senciments as well as devotion in the minds
of the audiences, This type of kavigina is composed with
different rdgas and tilas. The sakbi-sathvada cype of
kavigana sinultancously describes joy and sorrow of the
niyakas and nayikas of the themes. The gostha type of
kavigina is composed of the stories of the carly life of

t CE Dc S, K. De: Bengali Literature in the 19th Century,.
p. 302,
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$ti Krsna, and it is full of sweetness and sflection. The
kavi or kavi-labari type of kavigina geuverally arouscs
wits and laughter in the audiences. The Kaviwdlds or
composers of the kaviginas are really pifted with poetic
genius, becanse they sometimes extemporarily compose the
songs (compositions of the songs) from memory during che
times of singing,

Re parding the classico-folk sony, pasieil, there is a great
controversy among the scholars, Dr. Haripada Chakravurey
has ably discussed all the different views about padcili in
his book, Dasarathi O Tabar Parcali (Bengali, 1367 B, 5.).
The padcali is mainly a religio-devotional as well as social
type of song. The panicifis hke Rimalila, Krspalili, Mahi-
bhirata, etc. are the religio-devational anes, whereas thase of
Manasi, Dbarmathakur, Mangala-chandi as well as Vidyi-
sundar, are the social type of songs. Dr. S, K, De is of
opinion that the old Bengali poems were generally known as
parcalis “This word shows that we owe at least some forms
of old Bengali meters of Pafcal or Kanauj", Dr. D, C. Sen
is also of the same opinion, In fact, there was a meter,
known as padcal in Priket.  Apain in the Alambkira-fastra,
paiicali was a style of writing like those of gandi, vaidarbbi,
Sauraseni, etc. Bharata has descrilied about these styles
in the Nityafastra. So it might be the face thar there
was a special pactern of song (pancifi), written in the pancali
style.

According to Dharmananda Bharati, the spelling of the
word will be paficali (g) instead of pancili (§). This term
is the product of Radadesa in West Bengal, and the suffix
ali means the bee (madbukars or maksiki). He has said
that it is said that in ancient time, the stalwart ot top-
ranking persons were known as 'che Bee of chie village”. In
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In Midnapore, Bankura and Bicbhiim districts, many persons
were known by their ancestral titles, ali, bbramara, etc.
Before the time of Kafiramadis (of the Mabibbarata of the
Bengali version) and even in his time, many persons of the
community were known as ‘paficali’, because they used co
sing the chadid, tarji and jbumura, accompanied by folk-
dance and comic (‘satih s3jiyd nichita evarh timasa karita’).
They were pifted with nacural valenc and used to extem-
porize the verses and songs of padcili. Dasarathi Roy
innovated a new type paicali with the prevailing old type.?

Some say that the name paficali is known by its five
limbs (angas) like song (gina), costume (sdjs), dual practice
of chada (chadir ladai), composition of songs and dance.
Some say about different meanings and materials of these
five limbs.  Some hold thac pafcali is known by its definite
method of singivg (pdyana-paddbati). Pandic Harekesna
Mukhopadhydy has given a §astric or classical interpretation
of the paicali, which is valuable for the studencs of history of
Indian music. According to him, pafeali evolved from the
kgudra-giti or samkirpa-giti or ripaks-giti, and in this
respece  he bas quoted Pandic Narabari Chakravuety's
Bbaktiratnakara :

Tala dhatu-yukea vikya-mitra ksudra-gica/
Dhitu piitve ukta udgrahidi yathocita//
Suddba salager praya ksudea-gita hayal/
Ithe anty@nuprisa prafasta §istre kaya/ [
Ksudra-gita bheda ciri, citrapada ara
Cicrakald dhruvapadi pafcili pracara//

1 Cf, Dr, Haripada Chakeavurty: Disarathi O Tabar Paficali
(Bebgali, 1367 B.S.), p. 45. Vide also *Bbirati-Patrika; Srivana,
1349 B. 5, pp. 300-301,

16
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The paiicali is different from the jbumri type of song,
and itis also differenc from the marnigalagina and the
padivali, because the paricali is of the visgama-dbravi type
and it is divided into sams, ardba-sama, visama, Pandic
Mukhopadhydy says that the picali has no  definite name
ot significance of its own, as the kpsna-mangala, siva-
mangala, dbarma-marigala, manasi-mangals, chandi-marigels
and other mangala-gitis were sung in the tunes ot the
paicali*  But it should be remembered in this connection
that paicili vsed to be sung along with chadi, whereas
the mangalagitis had no verse or sony like chada, and so 1t
will not be wise to mix up the pafcdli with the marigalagici,
According to Mukhopidhydy, Disatachi Roy composed his
new and novel type of piicdli with the admixture of the
kavigina and the mangalagana.

In fact, Bengali literacure for the mass (jana-sihitya)
was of twa kinds, dbimali and lankika-paiicili. Between
these two, the dbamali was an original and ancienc licerature
for the mass or general public. But it was regarded as
illegal (avaidba), whereas the paficali was legal (vaidha),
The dhamalis are composed with the plots of the
characters of St Krspa and Siva, bur they are not meant
for the educated socicty, and, therefore, ace played
outside the village, among the uncultured mass. The
laukika-pancali is divided ioto two, old and new. The
paricali, as intcoduced by Dasarathi Roy, was known as the
new one. But che old padcalis like Mangala-Chandi,
Sirya, etc. and the m.trigm’ag?h‘.r like Manasi-masigala,
Chapdi-marigala, Dbarma-manigala Nath-marigala  (like

v Ibid, p, 47, CL. also The Yugintara (Puji Number) 1360
B.S., p. 48,



A SHORT ANALYSIS OF MUSIC OF DENGAL 243

Goraksa or Gorka-vijays and the songs of Gopichind)
were the old types of padcili. Sometimes the Kretivisi-
Rimayapa and Kafidasi-Mababbirata were known by the
name of Ramayana-pisicili and Bbarata-paficili.

According to Dr. Sukumir Sen and others, the parical
type songs evolved from the songs, which accompanied the
plays of the dolls (pasicilika or putul-nach) in ancient India.
This type of plays wich songs was connected with the Sans-
kric deamas,  De, Sen has said in chis connection: «“These
catly Bengali devotional nareative poems are  classed as
‘Pafcalt’ or ‘Pidciliki' which originally meant *doll’ or
‘puppet’.  The name indicates that at the beginning the
devotional  songs were sung and poems chanted supporting
a puppet-show of the story. Even now a puppetshow in
Beagal is accompanied by chanting of verses nacrating the
story and punctuated by beating of drums and cymbals.
An abridged version of this is the showing of thepainted
scroll  (‘Pata’)  depicting the stories of the devotional
narcatives,  The man showing the scroll chants the story
in crude (often extempore) verse as he unrolls it. This
populac show, which obtained in West Bengal only, is fast
disappearing, Banabhatta has mentioned such show of
Yamapata in his Harsacarita

Dr: Sen has also found a reference of the song like
pancali in the V;bndd!mmspur&pa. which was cucrent, he
believes, in the r2th-r3ch century AD. Heis also of
opinion that as the Pancaladeis was a land for designing or

1 Ci Dr, Taripada Bhattichirya: Baﬁga-.’:?ﬁbi.ﬂ:,rer Ttihdsa,
vol. L. (Beng., 1952}* pp. 8-1c.

2 Vide De. Sen: History of Bengali Literature (published by
the Sihitya Academy, New Delhi, 1960), p. 24. .
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making the dolls, so the dolls were known by the name
of the councry, Padcila (i.e. padicaliki), and the song
panicali used to be sung along with the display of che
dolls.

Now all the views, subscribed by diflerent schelars,
mentioned above, do not help us much o form a definite
idea about the real origin and significance of the song,
pificili, Some say that pafcali is a demunitive form of
the yatrigana, But it scems chat ydtrigina cvolved from
the pancali.

The old form of yatragana was practically known as the
nigagina or natagiti, In the Chaitanya-bhigavat, it is
mentioned thac Sri Chaitanya himself cook pare in the
play of the natagiti, Rukminibarapa. But, in truth, we do not
find any ancient Bengali book on the yatragana, Itis said that
the definite form of ydtrigana was introduced in the 1gth
century, and that form was influenced by the Gitagovinda,
The yatragana was divided into three according to three kinds
of subject-matter, and they were Krspa-yatrd, Vidyasundar-
yatrd and Rama-yatra, and among them the Krsna-yitrd was
most ancient. The real name of the Krsna-yitri was the
Kiliyadamana. In the Kiliyadamana-yatra, all kinds of
sporcive plays (filds) of Krsna were included. The dance
was a special feature of the ancienc type of yatrigina. The
jbumura was also kaown as one of the types of yatra,
as duet songs (dvaita-gana), lagni and dance were the
definite features of che jbumura-gina. The lower type of
the jhumura was known as leto,?

t Vide Dr, Tiripada Bhattichirya: Baiga-Sabityer Iibdsa,
vol, I (Beng,, 1962), pp. 342~343.
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Buc ic is a fact chat kavigana, dkhdai, bilf-akbdai, yitragina
and tarji almost belong to the same class of che parcil,
though they differ from one another in regard to cheir songs,
plots or themes (palds), liceracy compositions or s@hitya,
musical instcuments, number of musicians and players
and also their methods of presentation or singing. The
paiicali used to be sung by a band of musicians noc less
than five. The leading singer (mala-gayena), supported
by his two assistancs (dobdra or pali), sings frst the lyric
lines of the pddcili and then the other assistants repeat
thosc lines. The leading singer sings the lines of the
paiicili in slow tempo (vilamvita laya) and che assistanc
singers sing in rapid tempo (druts laya). The leading
singer use a chowri or yak til-fan in his left-hand and a
cymbal (mandird) in the right hand and the tinkling anklets
(niipura) round both the anklets, Sometimes a drum
(mrdar ga) accompanies the padicali song.

Different types of song are connected with daily life
of the peoples of Bengal. The folk-songs like bhadu,
patui, jaga, yugiyaird, bbatiyali, jari, sari, gam bbira, ghetn,
marphati, muriidya, gajan, dadikavi, bolin, milasi, kbeuda,
alkiph, debatattva, gijirgana, letogita, nalegita, bbatelgita,
pausa-parvapa-gita, batugita, vaydni, bbasan, manickpirer-
gina, gurusatya, trinather-gina, cadakapiija-gina, astakagita,
kandi-baldi-pita, ctc. are the sources of living inspiration
and joy in the lives of men and women of rural Bengal.
Musical instruments like ektard, dotird, gopiyantra, sirindi,
murali, dda-vinsi, tipri-vinii, singa, madala, kbels, kanii,
kbafijani etc. are used in those foll songs.

The bbadu songs are current among men and women
of Manbhiim. In Bankurd, West Burdwin, Bitbhiim,
bhadu is specially sung by the unmarried girls to therhythm
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of dbak (drum). These are narrative songs, and ace
similar to karam songs of the nomadic tribes of Chotandg-
pur. Karam means the kadam tree, and men and women
sing karam around the planted branches of the kadam tree,
Dances are followed by che song. Men and women dance
with different  poses with the beat of different drums,
Flutes of bamboo sometimes accompany the song.

The patnd songs are also narrative oncs, and they
narrate the lives and greatness of the tribal gods and
godesses. Different images of gods and godesses are painted
on cloth, and when they are shown to che audicnces, pagud
songs are sung with differenc melodies, They are not
followed by any musical inscrumenc.  The thythms of the
patua songs are sometimes observed by the clapping of
bands, These songs are currenc ac the south of h-hnipur.
and at Assam, north of Birbhiim and different parts of
Woest Bengal. Besides, bhioaiyd, jaga, yugiyatra, other kinds
of songs are also curcenc in different pares of West and East
Bengal. The tusu song is similar to bbidu song,

It has alceady been said before that biwl songs
of West Bengal are religions. They are sung in
conneccion with Tancric and Sahajiyd spiricual peaceices.
They are followed by ekiara or dotiri, The jari songs
are expressive of the sentiment of valour (veera-rasitmaka),
and are always [ollowed by dances. The sdri songs are
sung when boats ply over the rivers. The ghetu songs are
loving ones, and they are sung with dances. The jhumura,
gambbira, bbatiyali, etc. are narrative and socio veli-
gious songs. There are many types of songs which are
connected with religious functions (vratas) like kukkagi-
urata, siirya-vrata, sejuti-vrata, sandbyamani-vrata, yama-
pukura-vrata, etc. Some of the vratas are obscrved by
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aged women and some by unmarried girls. Differenc
kinds of folk-songs (lokagiti) are attached to these religious
vratas, and many of them are accompanied by dances.
The literature of these songs are oral and at the same time
traditional. The singers do not rchearse, bue simply sing
in a traditional manner  They are sometimes accompanied
by dances and musical instrumencs, The gdjan songs
are sung in - memory of Dharma-Thikur and Nila-Siva.
Dances are obseeved in che gdjan songs. Desides these,
there are numerous rural songs and folk dances chat inspire
men and women of Bengal.

The folk-songs are the source of higher classical
songs (music). In the ancient ctreatises of music, we find
thac local (defi) cunes of differenc countries and races were
absorbed inco the stock of classical music, when they were
reshaped and refreshed with the fastric ten essentials (daia-
lahsapa) like sonant, consonant, assonant, ere. All the
folk-songs are attached to social functions as well as to reli-
glous ceremonies, whence people used to imbibe sacred
atmosphere all cthe time. These songs appeal to the
heart  and transform cthe domestic atmosphere of the
village into spiritual one.  The folk songs are really the
fountain-liead of P:np!c's new energy and inspiration, and as
such they should be revived and properly maintained and
cultured for the uplifement of the human society.



CHAPTER XII

A SHORT SURVEY OF DANCES OF INDIA

Dancing is an art of thythm in movements, cxpressed
through the medium of different limbs of the body. It is
an outward expression of inner joy and pleasure of
human beings. 1f we look into the pages of history of the
most ancient primitive peoples of the world, we find thac
they were fond of dance and music. They used to dance
in accompaniment of their speech-songs and songs in praise
of rain-god, weather-god, vegetable-god, war.god, witch-god,
presiding deities of diseases, supernatural powers, spirics,
etc. In fact, dance and music were the pare and pnrc:[ of
life of the primitive tribes of most ancient times. Well
has ic been said by W. D. Humbly: *The imporcance of
dancing among the primitive people is much greater than
among civilized nations; and among the former, emotional
life, whether ambre or gary, is capable of expression in
bodily movement™. From this it is known that the primi
tive men were devout lovers of dance and music. The joy-
ful stimulus and urge lay av the root of the evolution of
their dance and music, which were sometimes simple and
sometimes violent. Dance and music were the means to
get solace and peace in the tiresome tenure of their lives,
Dancing may, therefore, be called the most ancient as
well as living art of human beings. In the prehistoric Indus
Valley cities, a bronze dancing gitl was excavated by Rii
Babadur Dayarim Sibani, and its exbumation has proved
that the culture of dancing was prevalent even in that
remote past in all its artistic display and grace, Some
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ingredients of music like crude type of lute (veeni), pipe
(venw) and drum (mydariga) were also excavated, that
speak of culture of music in that prehistoric time, In
the Brabmanpa (Vedic) period, we find the practice of
dancing before the blazing sacrificial altars. The maidens
with water-pitchers used to dance round a fire, singing
different sacred sacrificial hymns. Dr. Keith, Prof, Olden-
berg, Prof. Hillebrandt and other Western Vedic scholars
as well as che Vedic scholars of the East have admitied this
fact, The solemn dance of the maidens round the fire in
the Vedic Mabivrata rite is worth-mentioning in their
connection (Vide Dr, Keith: The Vedic Mabiavrata,.
published in *The Third International Congtess for
the History of Religions for 1908 (Vol II, pp. 55,
58). In the classical period (6oo—goo B.C.), the
gandbarva type of music was in practice. During
the time of Bharata, in the 2nd century A.D.,
danciog took a new and novel classical tuen 1o form an
indispensible part of drama, Bharata has fully deale with
different cypes of dance, along with differenc hand-
poses (mudrds) and gestures and postures in the Napyaddstra.
He has defined and described the dances of tandava and
lisya, in connection with the classical dramatic songs like
madraka, vardbamana, etc. The tipdava was meant for
men, as it was vigorous and masculine in councept, and.
lisya, for women for its grace and dalliance, The dances,
tipdava and lisya were included in the category of
nartana. Because nartana was divided into two, nreya and
nrita. Nartana, which was composed of as well as
expressed the emotional sentiments and moods, was known.
as nrtya, and nartana, which was composed of rhychm and
tempo, was known as nréta.  These two, nrtya and nrtts
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were again divided into two classes, vigorous tapdava and
graceful lisya. It has been said in the Sangitasirimra,

Bhavascayam nactanam hi nreyamicyabhidhiyate/ f
Yattila-laya-nispannam narcanam orceamicicam
Madhuroddbatabliedena tatdvayam ca dvidhd punaly//
Madhuram  lisyamdkhydcamuddhacam  @odhavam
sirtam [

Lasanillasyamityukeam sragrarasajivanam/ /

Tandavam tandund proktamuddhatam Sambhu-

nirmitam /

Tatra nreyasya bhedadca catviicah pacikireicaly / /

From these, it is understood thar tandava was possessed
of veera-rasa, and lisya was possessed of sprigara-rasa. King
Tulaja (1729-35 A.D.) has divided nrite intwo  foor,
peranam, prenkbanam gundali or gaundali and danda-
rasakam.

The dsarita type of dance was very famous ac that time,
and this type of dance was traditionally handed down from
the times of the Mababhirata and the Harivathia (300-200
B. C.). In the Harivahia, dsirita has been mentioned as
citra-tapdava, which was followed by pure type of karanas
and musical instruments.  The pure type of the seven jatis
(jatiraga-ginas) were also sung along with the dsdrita dance,
It has been mentioned in che Harivamsa thar the wives of
the Bhaimas used to sing and dance with gestuces and pos-
stures to please Kesna, The hallisaka davce was also practised
duting the time of the Harfvatia, and the commentator,
Nilakantha has said chac ballisaka was a kind of dance, in
which  many women dancers took parc: ‘ballisakam
vabubbib stribbihp saba nreyam’.  This type of  dance
was known as a sportive play, and it was, in later



A SHORT SURVLY OF DANCES OF INDIA 251

time, known as the rasa-nreya, which women dancers
dance in circle in accompaniment with songs and musical
instruments.  The dance, gasigivatarana was also prevalent
during the time of che Grear Epics. Nilakantha has
said thac the ganigavatarana was also known as a dance-
deama (nptya-nitya).

Similacly dilferent types of classical dances have been
mentioned in the works of Kilidis, Siidraka, Visnu-farma
and others, Mabakavi Kalidds (from 100 B. C. to 400
or 450 A.D.) has described about dance-types like nandya-
varla, caturasra, ardba-caturasra, etc, in his dilfeenc works,
In the Vikramorvafi, he has mentioned about different
technical aspects of music and dance through the characeer
of Citralekhia, a friend of Urvasi and Sahajanyd. Kalidis
has described che characeeristics of dance-types like dovipe-
dikd, jambbalika, kbandadbiri, carcari, bbinnaka, walin-
tiki, etc,, which Cieralekhi mastered from his dance-
teacher,  The dance-type, kbandadbari was one of the
vaticties of the dance, dvipadikd or dvipadi. Similarly ic
has also been described chac the dance of jambbalika
was one of the varicties of dvipedikd. From this it is
understood that the dance, dvipadika or dvipadi was the
main or basic dance, and kbandadbari, jambbalika, etc.
evolved from it. It lhas been mentioned that the dance-
type of kbandake or kbandika was also prevalent during
the Gupta period, and ic was different from che dance of
kbapdadbira.

In Sri-Harsa’s Ratnavali, we also come across with.the
dance, dvipadiki, The commentator of the Ratndvali has
mentioned that there were four kinds of dvipadika, and
kbandaka was one of them, Again we get the reference
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of the dance, carcari which used ro be pracused as an
alternate one or as a variety of the dance, dvipadiki, The
dance, carcari used to be pla}rcd with the song, carcar,
which used to be composed of three or four lines. Icis
said that the dance, carcari used to Dbe practised by the
female dancers, and it was a type of lisya. According
to Vema-Bhupdla, che dance, of carcari used to be
applied with the prime sentiment, figira, buc Rand
Kumbha differed from Vema-Bhupila, because, according to
Rind Kumbha, carcari used to be played with any one of
the rasas and tdlas, Kilidds has mentioned about other
types of dance, and they were kbwraka, kutilika, galitaka,
etc. Sarangdeva has mentioned about them in his Sangita-
Ratnikara in the eacly 13th century A, D., and from these
it is learne thae chose dance-types were traditionally pre-
served upro the end of the ancient period. Kavi Sidraka
has mentioned about different kinds of classical dances
in his Myechakagika, Visnu-Sarmi (and century A. D)
has described about different dance-morits in his Paficatan-
tra. In the Gupta period, the culture of classical dances
were much appreciated. It is said that Mahirdjd Chandra-
gupta-Vikramaditya (5th century A, D.) was a greac patron
of dance and music, and he constructed the dancing and
music balls, attached to his Royal palace for the proper
culeure  of classical dance and music. His able son,
Mabhirdjd Kumaragupta also preserved cthe tradition of his
father, and used to patronise the dancers and musicians in
his Royal palace. Maukharirija Prabhakara-vardhana of
Thaneévara was also a great patron of classical dance. He
also constructed a dancing hall in his Royal palace where
dancers, both male and female, vsed to get privilege to cul-
ture the art of dance in its true perspective,
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It is interesting to note thac a dancing scene of some
nafss on an open air stage is seen depicred in the Udaya-
girh Caves near Bhubanesvara, Orissd, which proves thac
the distinctive style of classical dance, as has been described
in Bharata’s Nityasastra, was in practice long before the
advent of the Christian era.  Well has it been said by an
are critic thac on the walls of the Caves of Udayagiri “are
to be seen in a faicly well-preserved shape exquisite works
of arc depicting different [acets of life. The precision and
accuracy with which the artist used his chisel inspire the
awe and admiration of anyone who visits the Caves™.

It has already been said that during Bharat’s time, the
dance-motifs took a new and novel course. The caris and
angharas were used in dances, as they were in vogue during
the Epic time. Bharata has mentioned about a marga dance,
and it used to be pecformed in accompaniment of the drums
like puskara. Generally two or three pusharas were used in
ancient time, and among them two were placed erect and
one leaning. The band-poses (mudris) were used to express
the ideas of the dancers, and this process was handed down
from the beginning of the classical period (600-500 B. C.),
Bharata has defined the 24 ayata-bastas and 13 ywta-hastas
(ct. NS. IX), which were considered essential for the classi-
cal dances. He has also explained ¢adri and mabdcari (cf. NS,
XI) and mandalas like dkafa (acrial) and bbauma (terrestrial),
together with different graccful movements in accordance
with aesthetic sentiments and moods (gati-pracra, rasa and
bhava—ct. NS, XIII), The dance-equipments like card,
karans, kbapda, mandala, ctc. were interrelated with
one another, '

Now, what do we mean by the term ‘ciri’'? A ciri
connotes the idea of arciculation of limbs like leg, upper
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pate of the leg, chigh and waist. Even the movements of a
leg were known as ¢iri.  The movements of two legs were
known as karana, and when all the karanas were joined
together, they were known as kbapda. Again theee or four
kbandas used to form a mandala. A ciri and a mandala used
to be demonsteated togecher.  In the r2ch chapter of the
Natyasatra, Bharata has described about the mapdalas like
uthrinta, vicitra, sicividdba, ctc. The mandalas were shown
along with the arigas and the combination of musical ins-
cruments, which were known as £utapa. Bharara has des-
cribed about four kinds of kwtapa or orchestra in the Nitya-
fastra. From thearchacological excavacions, we come to know
that the classical dances like tindava, idrdbva-tindava, ecce.
used to be practised long before Bharata of the Natyasistra,
fame. A statuetce of a dancer (mata) in the postuce of
firdhva-tindava has been discovered from cthe historic Bliir
Mound sice of Taxild, which proves that classical dances
were in praceice in the pre-Christian India. The motif of
the dancer of the Bhir Mound sice seems to be that of che
dance prevalent long before the Maurya and Gupta periods,
The scatuette has been preserved in the Museum of Taxils,
and it was discovered by Sir Jobn Marshall in 1914,
Sir John Marshall has assigned a pre-Mauryan date about
the stb-gch century B, C. to the dance posture of the
nata. The dancer is in the lalata-tilaka posture, composed
of a vyscka pose with one of the Jegs thrown vp to the
head for making a tilaka on the forchead by means of the
big toe. Regarding the drdbva-tindava, NandikeSwara has
said (vide the Bharatarnava, p. 416):

Sthitvd vamapadenaiva-mullokitadeéa rada/ /

Kuficitam daksinam vimam daksina-§euci-sahnidhau/

Nibesya sikharau hastau tayoh sthanamihocyate//
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Daksinah fikharo hasto vaksahsthanamupasritah/
Vimasca hastastanmaulau daksindfghrmupigatah /|
EcadrSa-netim kuryadirdhvatandava-natcane

Thac is, standing on the lefe-foot and assuming the
_ wllgkica (slighty upwacd) look, the dancer lifts the lefeleg
and holds it up in front of the right-ear, the right-hand
holding fikbara-mudri is held at the chest and che left-hand
holding the same mudri is held over the head clasping the
right-foor.  And in this posture, the dance takes place.
The tila for this tindeva is jhampa, which consists of a
druta, a druta-virima and a laghs making up 2% mitris.
The dance-syllables are: kina jakaku thataddhita dhem tho
thariku cha dhi ta dhem. These syllables are uttered in a
wonder-struck manner,

India has been preserving the tradition of art of dance,
both folk and classical, from wvery ancient time, and its
tangible evidences are found in diffecent rock-cuc cemples
of India, Besides the figure, found in Terracotta from
Taxild, numerous dancing postures of Yaksinis and celestial
nymphs are found engraved on Bhirhut railings, Amarivati,
Udayagici and Khandagiri. Nagacjunagonda, Ajantiand
other rock-cut temples. They are the genuine proof of culture
of dance and music in ancient Indian society, It is true
that there mighe have happened many changes in  motifs
and techniques of dances theoughout the ages on account
of new innovations and new outlooks, and as such the dance-
motifs and dancing of che ancient times differ from those
of the mediaeval, and chose of the mediaeval, from the
modern, but the art and its spirit and practice still remain
in their prestine glories. Various types and styles of
dances of various ages have enriched the treasury of this
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dynamic art of dance, In connection with his valuable arcicle,
A New Document of Indian Dancing, Prof. O. C. Gingoly
has said that the tradition of Indian dance art had disap-
peared from the Norch, surviving in the practices of che
gilds of dances under the active patronage of South Indian
Temple Foundations, But the Bhir Mound slab of Taxild
has proved that the dance arc used o be culeured in ancient
time in its true perspective chroughoue India, irrespective
of boundacies of North and Souch, In North India, the
classico-religious dance of Manipuri school evolved with
new and novel technique in Maaipur, Assam, Besides,
many socio-religio-folk type of dances evolved in different
rural aceas of India, In Bengal, diffecenc types of simple
dances evolved in connection with the song-types of biul,
gambbiri, kirtana, togecher with different religious vratas,
rites and ceremonies, The classico-folk type of dances like
seraikela, riibenie, chbow, etc. also evolved in the North,
in Serdikela, Purulid, Madrabhanj and other districts of
West Bengal and Orissa. The classical form of kathaka
dance evolved in Lucknow. It is said thac T§variprasid was
the innovator of this graceful type of dance, and it was
aferwards nourished and  enriched by Thakurprasid,
Mabharaj Vendidin, Acchan Mabirdj, Sambhu Mabardj,
Ajamat Ali, Rabat Ali and ochers. At Virdnasi, Allahabad,
Jaipur and ocher places in the North, different types of
classical dance also evolved, The katbaka dance is purely
based on aesthetic sentiments and moods, together with the
nayika-nayiki-bbeda. A special school of dance also evolved
at Santiniketan, in connection with the gitinatyas (musical
dramas) and mptys-natyas (dance-dramas), composed by
Kaviguru Rabindranath Tagore. Rabindrandth himself
devised the dances for his songs and dramas with the help
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of different techniques and textures of dances like bharats-
natyam, kathakali, manipuri, katbak, serdikels, riibense,
kapduyana of Ceylon, together with the dance-motifs of
Java, Bali and other places, 1In fact, all the motifs and
techniques of all kinds of dance, indegenous and foreign,
were incorporated in his styles or schools of dance, and yer
1t was possessed of a special characteristic of its own,

The  bbaratanigyam, kathikali and other cypes of
dance evolved in the South, The Siva-Natarija of South
India is a charming and macvellous example of Indian
dance as well as of plastic art,  Every part of the image
of Nagardja throbs with dynamic thythmic movements,
A separate temple at Chidimbaram is consecrated rto
Siva-Natardja. In the four Gopurams of the Chiddmbaram
temples, cthere are 108 beautiful illuscracions of karanpas,
most of which were engraved according to the dictums, as
laid down in Bbarata’s Nagyafastra., It has been said:,
“On both side-walls of each of the long enteances of the
four towers of the Natardja temple ac Chidimbaram, there
are sculptures in dancing poses, carved out on stone-pillars,
situated near the walls ac a  reasonable distance from one
another, On each side of the entrance there are seven
pillars, each ha?ing eight comparements.  In each of these
compartments of equal size, there are three figures, one big
and two small in size. The large fisure of a female dancer
represents the dancing poses or a karana, and the small ones
represent two drummers standing oo che sidesof che dancer,
Below each compartment the Sanskric verse of the Nagya-
fastra of Bharata, describing the particular karans, depiceed
in the compartment, is inscribed on the stone in legible
Grantha script”. Thus, there are (7 Xx8=456) poses or
karanas on cach side making a total of 112 figures on both

17
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the sides of each entrance. Qut of the 112, only 108
figures represent the 108 karapas of the Nityasistra.

Indian dance is divided inte four mamn categorics, as
they represent four types of graceful school or style, and
they appear different for their special techniques, textures
and styles or interpretations,  As for example.

(1) The bbaratanigyam is the purest and oldest [orm
of Indian dance. It evolved in the South, and has preserved
the pure Indian eradition as well as Hindu spicit. I is said
thae the dance-form of bbaratanigyam was designed by Muni
Bharata, the author of the Ndityafastra. Drabmi or Brahmi-
bharata iniciated Muni Bbaraca into chis act of dancing,
and Bharata cultured and preached it in the world in a new
and novel form, Some are of opinion thac the real signi-
ficance of the name or term bbaratanityam was taken  trom
the syllables of bba + ra 4ta, which mean bbiva +riga + tala.
So we can take that the classical dance, bharatandtyam
is the embodiment of cthese three categories, emotional
sentiments and moods, melodies and chythms, These
are essential for making perfect this cype of dance. It
has ‘been said  before that Bharara has classified the
dance-motifs into two main classes, areea and npe ya. The
term, nrtta signilies che pure or abserace form of daoce,
where as nreya, the expository dauce that employs an
claborate gesture language and interpretative dance or
abbinaya, So the dance, bbaratandtyam is a barmonious
blending of both these types of dance, nytta and nreya,
Ic is impersonated by a single dancer, usually a woman,
Different costly costumes are used in this dance, A small
group of orchestra, consisting a singer or a group of them,
a Aute and a drummer, which rouses the memory of the
ancient v;mfﬂ-ﬂﬁﬂ'jra. é#tﬂpﬂ. The music of the orchestra
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plays the role of commentary on the dance, The bols
with different rhythms and tempi are executed by means
of the feer, and different gestures i. e. movements of
difterent parts of the body, including that of eyes and
eyebrows, together with different hand-poses {mmfri:}.
embellish the wajestic bbaratanatyam (dance). It is said
that this clegane style of dance was developed by the
dancing girls (devaddsis) in dilferent temples as well as in
Royal Ducbirs of Souch [ndia. It was previously known
as ‘dasiyittam’,

The following features of dunce like E!'IErr'pu, yatis=
varam, Sabdam, varpam, padam and tillind are atcached
with the present system of the bbaratanazyam, whereas in
ancient time, the coloucful features like sadirandtyam,
bhagavatamela-nasaka, koarubbasifi and kucipudi were in
practice along with the majestic dance, bharatanatyam.
The sadiranatyaom used to be peactised with ics different
phases like distityam or ddsiattam, cinuwamelam, bboga-
melam, taijori, etc.  The bbagavatamelam was religious
in nature, and used to be practised mostly by the Brahmins.
The kurubbaiiji was like a ballet or combined performance
of dance (vrnda-nytya) and used to be performed especially
by women, Ics ancient name was katral kurubbusii’,
Siddhendra Yopi introduced cthe dance-type of kucipudi.
This type of dance-feature was practiced by mule
dancers.

Among the dance-features, allaripu, yatisvaram, iabdam,
varpam, padam and tilland, the fearure allaripu or allarimpn
is fiese caken for the unfoldment of the beautiful lustre of
the limbs to be used or performed in dance. The artise
ficse performs the pirvaraiiga and asks for blessings from
the audiences. Then it slowly and gracefully proceeds to
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exhibit different movements of the dance. Then yatisvaram
is taken to elaborate and beautify the yradual development
of the dance, bharatanityam. This [feacure is exhibited
with the help of the sargams or ‘cluster of tones’, having
meladic form and value, and it is accompanied by drums
and cymbals (mrdaigs and mandira), This type ol dance-
feature really rouses the emotional sentiments, and creates
a sensatidn of pleasure in the audiences.

Next to yatisvaram, the dance-feawre, fabdam is per
formed wich great skill, The featore, fabdam connotes
the idea of devotional music, having dramatic themes in it
Afrer fabdam, varpam is taken with the combination of
nitya, nytta and nyeya, which are he essential features of
dramatic performances. In this dance-feature, the wnes
of the orchescral songs are accompanied by rhythms and
emotional sentiments and moods. Ac lase the dance-
feature, tillind is performed with different tempi like slow,
medium and rapid (vilamvits, madbya and druta). The
entire performance of the dance, bbaratanityam is exhibited
in the primary sentiment (ddirasa), §ra gdra, which, accord-
ing to Muni Bharaca, is the best and most divine
sentiment,

(2) The dance-drama, kathakali evolved in Milibic (in
Kerala) in South India. Ac Fest, che themes of kathikali
used to be drawn from the sacred stories of Rimachandra
and Sri Krsna, taken from the Ramayans and the Paripas.
Later on, it has deawn its themes from different Hindu
myths and legends. It is dramatic in form, accompanied by

1 The themes of ancient type of kathakali were composed of
saered stories of Rimachandra and Sci Krsna, and they were
known as ‘ramandgyam’ and ‘krsnandtyam’,
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interpretative dancing. It contains not only the dance
technique, but also calls for *a high degree of mimicry and
histrionic abilities’. The cmotional sentiments and moods
(rasa and bbava) play a prominent role in this dance, and
so it is ducy of the pecformers of kathakali to evoke
the correspunding rasas and  bbivas in the spectators, The
pecformers are required to demonstrate the movement of
every muscle of the face in order to express mehral seates
and their paychological implications,

The vigorous and masculine form of kathikali is
expressed in che tindova style of  davce. The wveera and
raudra rasas are ics ilredumincut Eeatures. The musicians
recite che stories, the musical instruments are played with
the songs, and the actors of kathdkali appear one by one
and effeciently present their graceful and expressive dances.
As the most energetic aspece of chis dance is kalesamas or
puce tdpdava dance, so the feature is  thiranottama or *pect-
ing over the cortain’s  This dance-type is really artistic and
colourful,

(3) Kathaka 15 a popular type of are-dance of North
India. It employs both chie aspects of dance, natyadbarmi
and lokadbarmi, The natyadbarmi dance-style of kathaka
is imaginative or idealistic, as it evokes aspirations and emo-
tions in the mind of the spectators with symbolic language,
whereas the lokadbarmi one is more realistic in its aspects. It
is said chat in che Muhammedan period, the kathaks dance
was patronised by the Muslim Rulers, and che Hinda Rulers,
who were under the influence of Muslim rule, were also
luvers of this type of dance. In the beginning of the 20th
century, the contributions of Mahardj Kalka-prasid and
Mahiraj Brindddin were immense in the field of kathaka
dance. Kilki-prasid and Brindidin were the sons of
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Thikuradds, who was che renowned court-musician of
Nawib Wizid Ali Shih of Lucknow, [cissaid thac this
lase Nawidh of Lucknow, Wizid Ali Siah was a greac lover
as well as a patron of the kathaka dance, Mabiraj s Kilka-
prasad and Brndidio paid more actention to both of the
aspects of tapdava and fisys, and |1:l[~:c1.r::| or renovated
them in their own ways for applying them to the kathaka,
They introduced paranas, which were the recitation of the
lyrical passages with rhythmic s}rl]nb]cs. The parapas were
accompanied by gats, todibs and tnkris. Besides Kilka-
prasid and Brindddin, the names of Acchan Mabhirij,
Sambhu  Mahardj, Kactickeam  and  Jalal  Mahiedj
(of Jaipur) are worth-mentioning in the feld of kathaka
dance.

In the kathaka dance, thz Efacial expressions, rtogether
with the hand-poses are known as mudris and  abbinaya.
A todah is a deamatic sequence with exhibitng action in a
rapid tempo (druta laya), and a tukrd isa brilliant rhythmic
sequence ‘which  excels in double and treble timing'.
Generally talas like dbamar, ekial, trital, jbapial, dadra,
etc. and musical instruments like a sareigi and a paic of
tabal or a pakbuwdj are used in the Lathaka dance,

(4) The manipuri dance is essenuially lyrical, aesthetic,
sober, serene, and purcly religlous in nawre. From
differant motils of this dance, it seems chac an ancient form
of socio-religious dance has been stylized in it in a new
patiern.  Some believe that manipuri type of dance
reminds us of the ancient epic dance of hallisaka which
used to be performed by the Bhaima wives and men during
the time of the Mabibbarata-Harivamia. It is also seen
that in the old form of manipuri dance, religio-mythological
themes of Siva-Pirvati used to be adopted and performed,
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but with the advenc of Vaisnavism, this type of theme was
replaced by the Radlia-Krsna-lilé,

The manipuri dance is mainly divided into four,
laibaroba, astra-vidyd, calan-gathan aod risalili, The
laibaroba type of dance is almost obsotele at present,  The
astra~vidya is an ancient type of dance, and it is known as
the sword or spear dance. The calan-githan type of
manipuri dance was specially introduced at the advent of
Vaisnavism at Manipur, It may be called a kirtana-dance,
accompanied by musical instruments like manjira, karatila
and bhols.  Ac Manipur, kbola is known as mydaiiga, and
the size of the karatila is large. The kirtana songs
accompany che manipuri dance.

e risalild cype of manipuri dance is a2 most popular
one in Manipur, Assam. It represents the sportive play of
Sei Kesna and his divine consore Radhd, The risalili is
divided into four, buiija, vasanta, miaba and nitys. The
ficse chieee vypes, baitja, vasanta and maba are peclormed in
the months of Aswin, Vaisikha and Kareika, while the
nitya-rdsa is pecformed at any cime in any festival, The
risa-dances begin with chemes of Gitagovinda, Govinda-
lfilimrea and other Vasnava litecary works. The Satradbara
firse explains the subject-matter of the dance and introduces
the main feature of the play, and cheo the dancers begin
their dances wich graceful manner. The gostalili dance is
also performed in the month of Karcika, Special types of
costume are used in the manipuwii dance, They are very
richly bedected and are costly and colourful. These
costumes are specially made in Manipur,

The chbow dance of West Bengal originated first in
Seriilela and Mayicbhadj, the adjacent ex-feudatary States



2064 A HISTORICAL STUDY OF INDIAN MUSIC

of Orissd. It is known as a religious type of dance of
Bengal, specially played on the occasion of eaitra-parva or
Spring Festival in the month of April in bonour of Nata
Bhairava, the dancing Siva. The dance chbow forms an
integral pare of pi#ja-ceremony of the deity, which is
intended to supplicate blessings on  the Ruler himsell and

his subjeces,

The word ebhow literally means a ‘mask” (mukhboga) in
Seraikela,  $ri D. N, Pattandik has said:  “As 1t is a
mask-dance, in Seraikels, chey call it the chhow-nreya. But
in Mayiicbha@ij, che chbow-dancers do not use masks, Both
eradition and legend prove chat this form of dance was firse
known as chbiuni-nreya (camp-dance). Chbhanni literally
means a milieary camp, where Oriyd soldiers (knogn as
Piika) were practising war techniques chrough dance,
Later on chhiuni-nytya came to be known as chhow-nrtya’' 2
Sri Pattandik furcher informs us that the chhow dance of
Mayiirbhafij, in its original state, was in the form of ‘Fari-
khela’ or *sword-play’. "The participants were known as
Farikar or sword-player.  *'This was dune with sword and
shield in hand. The sword-play was almost in the [form
of war-dance, Various wac-drums were ouly accompanyiog
instruments of the dance™.?
dance was to develope the physical excitement and courage
in the dancing warriors. Some magical ideas were also
attached to this type of dance, for creating fear and awe in

The primary aim of chis wac-

the mind of the enemies.

t Vide the Sonvenir of the Kila-Vibira-Kendra, Cuttack,

1959-60, p, 18,
2 Ibid,, pp. 18-19.
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The basic principles of chhow dance were known as
upalaya, popularly known as wphuli. They were again
divided into two sub-classes, batiardbara and kalibban ga.
“The principles of former type are for male characrers and
the latcer type for female characters, Hatiadbara literally
means ‘holding an arwy’, the principles of which are very
vigorous'’. It is interesting to note thac in every per-
formance of chhow dance (nathi), marching movements are
clearly discernible,  So, from very close obscrvation it is
proved that chbow dance of Mayiicbhafij was, somehow or
other, dilferent from chat of Serikela, because the former
was purely a heroic war-dance,

Ic is said that from the chhauni-nrtya a new type of
dance like asari-chhow-nytya evolved with its art-value and
special beauty, The asari-chhow-nrtya became very popular
and prominent among the people, and it is nowadays
played for popular enterrainment and culeure.  Though in
the beginning, war formed the cheme of the chbow  dance,
yet gradually the stories trom legends, fulk-tales, the Maba-
bhirata, Kamiyana and Purdpas were adopted for counstitu-
ting the theme of ¢hbow. “During the reign of $i1 Ksna
Chandra Bhafija Deo (1g9th century), ehhow dance already
established icself as a distinet school of dancing in India.
He himself was taking particular interest in the dance and
with the help of the nreya-gurus (dance-masters) codified the
techniques of chbow dance for its systematic training and
culture, which was not done so fac”.?

A peculiar type of music accompanies the chbow dance,.
the tunes of which are folk. The wind intruments of sinai
type, known as maburi, and various cypes of big war-

t bl p. 20,
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drums, known as dbumsa, a small drum, known as  nipara,
dhol, chadchadi are played with the chbow dance. The
music or sounds of the musical instruments reflect the moods
of the chbow-dancers, so as to inverprer the tunes correctly.
The dance begins with slow footsteps wich vilamvita-kali,
known as ebdli,  Then gradually speed of the dance and
tempo are increased, and the dance is  perlocmed w  the
madbyama-kald, known as upaleya, and ac last che clinx of
the dance is performed in quick tempo or druta-kald, known
as natki. Mostly cthe tunes of the jbumur songs are played
in this part of the dance.

Besides these, there are verious types of dance, classical,
classico-folk and folk, prevalentin India, and they are not
only treated merely as a formn of art, buc also as the pere-
nial source of living inspiracion and joy. The regional or
folk type of dances like ghats of Sylher, gambhiri of Mil-
dah, réivense and gdjan of Bicbhim, karam and naguyi of
Purulid, bibu of Assam, jhumar of the aboriginal Sintils of
West Bengal, paik of different rural regions of Bengal, as
well as different folk dances ot Rijasthan, Kashmere, Punjib,
Maliraseea, Orissd, Madeas, Ceylon and other places are
worth-mentioning in this connection.

Modern type of dances are also evolving with their
unique styles and graces. And it is a face chat all kinds of
dances, classical and folk, help men to regulate their ways
of social life by means of observing different measured
thythms of dances, and thus they are helped to approach
nearer  to the gigantic rhythm of the Nature or Prakgti,
which regulaces and vicalizes all the time all animate and
inanimate objects of the universe, The rhythms of diff-
erent dances are the miniature forms of the spontaneous
universal dunce of Nacure, which is symbolized as Siva
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Natacdj, and if the artistes properly concentrate their minds
and energies upon the regulared rhythms of dances of
Nature, they will be in a position to get nearer to perfec-
tion, which will bescow upon them eternal balance and
everlasting bliss,

MNow let us give a short account of characteristics of
different classes of dance, as described by Bharata in the
Nigyasisira. The qth chaprer of the NS. is known as
the tapdavaleksapa one, Tipdava is the mosc ancient and
classical type of dance. It has been said before thar the
dance, tapdava is divided into two, violent one, meant for
the male dancer, and gentle one (swkumara or lasya), meant
for the female dancer. Bharata has said in this connection,

Priyena tindava-vidhir-devastuty@srayo bhavet/

Sukumira-prayogastu srigdra-rasa-sambhavaly//

—NS. 1V, 265-66.

Thac is, the classic dance, tandava is meant mostly for
the adoracion of gods, but the gentler swkumira (lisya)
form of dance is related to the prime sentiment, srigira.
Tindava is majestic and beroic in ics nature. It is accom-
panied by angabira, karans, recaka, sthana, can, etc., as
well as differenc hand-poses (mudris) and gestures and
postuces (hdva and bhiva): ‘“‘nana-kirana-samywktai-ranga-
birair-vibbigitam.”  While mentioning about asigabiras,
Bharaea has sad,

Tato vai tandund prokeadisevangahirin mabamand/
Nina-karapa-samyukean vyikhyasyimi sa-recakian //

—NS, Iv, IH-I 9.

5 CE Saddiva Rath Sharmd: Tandava-Poses in Orissd Sculp-
tures, in the *Souvenir' of the Kala-Vikasa-Kendra, Cuttack,

1958,
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The anigabaras are 32 in number, and they are:
sthirabasta, paryastaka, sucividdba, apaviddha, aksiptaka,
wdghattita, viskambba, aparijita, vigkambbipasrta, matta-
krida, svastikarecita, parivasvastika, vricika, bbramara, matta-
skbalitaka, madavilasita, gatimandala, pavicchinna, paribrt-
tarccita, vaiiikbarecita, paravrita, alataka, pﬁrfwc:bc:h.
vidyutbhranta, nddbriaka, dlidha, recita, acchurita, aksiptare-
cita, sambbranta, upaserpita and ardba-nikutaka,

The angabaras are known by their different movements
of hands and feer, and so all the arigabaras consist of
different karapas, The karanas ace buca combinatiou of
movements of hands and feecin dance. Two Larapas make
one matrikd, and two, three or four matrikis constitute vne
anigabira, Again three karapas make a kalipaka, four, a
sapdaka, and live, a samaghiteka. Thus the arigabiras
consist of six, seven, ecight or nine karapas.  Bharaca has
said in this regard 3

Hasta-pada-samayogo ngttasya karanam bhavet/

Dve nrita-karane caiva bhavato nreea-macrikah /f

Dvabhyam eri-cacuribhir-vyipyangabidrastu mitgbhily/

Tribhily kaldpako jiieyaly caturbhir-mandalakastathii//

Paficaiva karandni syuly sathghiitaka ici smreal) /

Sadbhicva saptabhicvipi astabhir-navabhistachd/ /

Karanairiha samyuked angabirah prakiciicab//

—Natyasastra (Varanasi edicion), IV, 30-33.

Bharata bas given descriptions of 108 karapas, com-
posed of different movements of hands and fect: “etegdmiba
vkgyami basta-pida-vikalpanam’ (vide all the definivions
and descriptions of che 108 karapas in the Natyasastra,
Virdnasi edition, IV. 34-55). These karanas are applicable
to dance, fight, personal combat, walking and movements



A SHOHRT SURVEY OF DAMCES OF INDIA 269

10 general.  The nritabastas are applied o the karapas, the
sthinas, ciris and nrttabastas are known as matrika, the
variations of which are known as keranas.

Blarata has also given the definitions of 108 karapas
and diffecenc arigabdras, Regarding recaka. Bbarata has
said,

Caturo recakdriécaiva gadato me nibodhata f

Pada-recaka ekaly sydc dvitdyaly kati-recakah/ /

Kara-recakastedyastu caturchah kantha-recakaly/

Recudlkhyah prehag-bhive valena eabhidhiyace/

Udvahande peehag-bhivic valandecdpi recakah /

Piesvic pirSva tu gamanam skhalicaib calicaily padaiby/ /

Vividhadcaiva pidasya pada-recaka ucyate/

Trikasyodvarttanam caiva kati-calanameva ca//

Tath@pasarpapam caiva kati-recaka vcuate/

Udvartanam pariksepo viksepa-parivartanam/ /

Visarpagam ca hastasya hasta-recaka ucyate /

Udvahanam sanpamanam tathi pirsvasya sannacib/

Bhramanam cipi vijiieyo griviyd recako vudhaih /,

Recakairangahiraisca nrtyantam viksya $arhkaram//

Sukumira-prayogena nreyati sma ca parvati/

Mrdanga-bheri-patihaih bhanda-dindima-gomukhaik |

Panavair-dardurddyaiSca nand-todyaih pravaditaah//

— Natyaastra (Varinasi edition), IV. 240-248.

That is, among the recakas, the ficst is known as pida-
recaka, the second, as kati-recaka, the third, as basta-recaks,
and the fourth, as grivi-recaka. The movements of these
four limbs, foot, waist, hand and neck are connected with
the recaka. The term recaka connotes the idea of moving
round of the limbs of the body separately or ‘its drwaing
up or its movement of any kind separately’. To cite the
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English translation of the four racakas, done by Dr. M.
Ghose, it can be said that among the four kinds of recaka:
“Padarecaka goiny from side o side with wavering feet or
with differently moving feet, is called their recaka. Kayi-
recaka rising up the trika and the tuening of the waist as well
as its deawing hack, is called the Lagi-recaka, Hasta-recaki—
eising up, throwing our, putting forward, turning  round
and drawing back of the hand is called its recaka.  Grivi-
recaka—rising up, lowering and bending the neck sideways,
and other movements of it are called its recaka,  Seeing
Sadilkara (5"1"4".1'} dance with recakas and angabiras, Parvaid
oo pecformed a gende dance (lic. danced with delicate
forms), and this dance was [lollowed by the playing
of musical inscruments like myrdaipga, bberi, patiba,
dindima, gomukba, papava aud dardura”.  All these
musical drums were made of clay and wood, and these
drums, accompanied by lute (veend) and fute (venw or
varnfa) used to from the kutaps in ancient time, It has
been said before that the deum, pushara was made of clay
or wood, it accompanied dance and music in ancient
time.

In the Orissan treatise, Abbinayacandrili, written
by Maheswara Mabipitra, in the 12th century AD., it is
found thac some new types of hand-pose (mudrid) were used
in ancient Orissi dance, and they are also evident from
different sculptural representations in  different temples of
Orissa,  The Jaina Cave-temples of Udayagici and
Khandagiri provide numerous examples of representations
of dance, and they were curved on different facades in low
relicE.  One of the earliest ruined temples at Bhubanefvara
is the Bhacatesvara near the Rimeévara is still preserving
remains of some sculptures of hand-poses and dancing
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postures, which, it is believed, were used in the Orissan
dances and dramatic plays. <A sunken panel marking the
transition between the cubical and the curvilinear portions
of the temple, shows among other motifs, a procession of
Siva's marriage in which Lord Siva riding Nandiis headed
by a procession consisting of the gods such as Visnu,
Brahmd, Agni, Nirada and Siva-ganas, and of the two
dancing girls throwing their hands in ecstacy with the
thythmic movements of their feer. The freize is only
partially preserved, but Nieada playiog on the veepa and
the two dancing girls heading the procession are clearly
discernible.  In the actwal mareiage scene of Siva too, the
dancing gicls make their appearance. One scene of Siva’s
marriage appearing in the Parasurdme$vara temple depices
a dancing girl in midst of several deities with Siva and
Pievatl as the bride-groom and  the  bride.  Human
activities and sentiments have no doubt been attributed to
gods and goddesses and it is, therefore, interesting to nute
chat the custom of engaging dancers and musicians on the
occasion of marriage, so widely prevalent in modern times,
goes back to hoary antiquicy”

The great temples of Puri and Kopdrka, buile during
the cule of the Gafga dynasty in Orissa in the 1ath century
A.D., also preserve many sculptural remains of hand-poses
and dance-postuces.  And it can be said without hasitation
that those classical hand-poses and dance-postures clearly
show the evidence that they were designed and curved
according to the laws and principles as prescribed in

1 Vide The Souvenir, publish by the Kald-Vikisa-Kendra,
Cuttack (1958), p. 3.
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Bharata's Natyasastra and Nandikedvara's Abbinayadarpa pa,
The Orissi hand-poses and dance-postures gradually evolved
with their special forms and graces in Orissi through cthe
process of interchange of ideas of arts and culrures.  Well
has it been said by Dre, Pinigrabis “Theough the perennial
process of give and take, Orissd gave to and received from
other parts of India cerrain characteristics of these fine arts
and then giving them the impress of her own  genivns con-
stitured to new system konown to us as che Orisst music and
the Orissi dance''.?

The hand-poses of the Orissan dance, as menttoned in
the gext of Mahipacea’s d.!r.!')ina}r.fcﬁnn'rﬂz.?. are ﬁft}*-ciglzt
in number. The single hand-poses are 26 and those of
double hand-poses are 2.4 plus 8 traditional single hand-
poses=58. The Orissi dance is always accompanied by
‘Orissi songs, composed by different ancient bards of Orissa,
mamely Kavi-samriag Upendra Bhanja, Kavi-sticya aladeva
Rath, Banamili Dds, Gopil Krishna and others. The per-
formers of Orissi dance skilfully represent different hand-
poses to express different meaning and significances of the
songs, and thus they create the aesthetic value in the entice
abbinaya.

Now a comprchensive chart of the Orissi hand-poses
has been pot forth by Dr. D. N. Pattandik in his article on
Hand-Gestures in Orissi Dance, Let me take the privilege
of quoting some portions of the chart, so as to throw some
lights on the idea of the forms of the hand-poses,

e ——

1 Cf Dr.K.C, Panigrahi: Sewlptural Representation of Musie
Land Dnm:_a in Qrrisi in the ‘Souvenic”, published by the Kald-
Vikafa-Kendra, Cateack, 1958, p, 10,
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generally uvsed in the Orissi dance. Dr. Patraniik has
shown :

““Abbinayachandriki Natyaidstra Abbinayadarpana

Dhvaja Pataka ies

Dhyana Atala -

Ankusa Kapittha it

Bhaya Muleula i

Nirdesika e Suchimiikha
Mrugasirsa

Hansa-paksa - (Mrgadirsap )

Gomukha ves Sithbamikha

Mrugiksya

{Mggilcgya) - Hansdsya

Ardhachandra Ardhachandra

Aratrika Sikhara

Kasipta (?) Alapadma

“Other  hand-gestures of the Abbinayachandrika”,
he says, “namely Danda, Sarpairsa Balaya, Prabodhika,
Shkachafchu, Lulita, Birodha, Timbula, Bastea, Chatue-
mukha and Chacura have no similarity wich any of the
hand-gestures, mentioned in the Natyafistra and the
Abbinayadarpana, Mentions of Sarpafirsa, Sukachafichu,
Ardhachandra and Chatura are also found in the Natys-
fastra and che Abbinayadarpapa, buc except Ardhachandra
others bear no similaricy™.*

It has been said before thar che cexcual single hand-
poses of Orissi dance are ewenty-six and traditional single

1 Vide Dr. D, N, Pattanaile: Hand-Gestares in Orissi Dapee,
in the “Souvenic’, published by the Kald-Wikifa-Kendra, 1958,
p- 28,

18
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ones are eight in number, constituting a total number of
thirty-four, whereas in the Nityasastra, the numbers of
the single hand-poses are twenty-four and in the Abbinays-
darpapa, twenty-eight only.

APPENDIX TU THE CHAPTER Xl
1

General Rules for Dance (gareantaratafu:):

S ATARAL GRAAMATIA |

T WA araAl arafanra: ug
adt geraa zfydar efeat na: |

AT FATE! ATEE FA AgETEr @ 030

I ATEEITRTEGOEL |
pYimidagad TaTd EeEQy
Fevafafa ftg AremRiETE: ua
AN ST W WA |
wmEf AR TEITERAE, ¥
AT GJHET FATAG HAFAT |
aaE stgarfziang saads v
A Afgg ol aEreRdag |
Al dftsar sfudt gfalyar udn
TAHICT S FIATRIACa: |
@t AreqgEshy sa RfgRead ten ;
SgaraA aaE e ffgfomd
aar fify: Aot sog amsats: =)
TFOAT W T TG FG T |
ST FTSY FAET 7 5 agafiaan nen
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HATETEY FATE F FATT TOFAMT |
weY fg gdwranat areed wEEREd, 1o
T G - G R
Tafeferamdasy Taarfganasg |
fafEmezdgs werd e 19
k& Fesand Sgread
HEIT FARTA WITPE CRTARL |330
AET LAY @A |

HHTE FWATAT FEIT Frograsrar 13l
THIR G St BrAgy AL |

N oEFmy
Fragarfiey aawer KR =T 19wl
faririy: nmgsr doemasaga: |
T RRITEH TEALET F2T: 1940
dgraemad frar fpmdr arfad w10
auvafivd ga ggeaafa GAaTE 1Isn
aggmEd g wad aqr Prfaagareata |
gsiT S1gAT YA ferear g agaead, 1y e
gy agq1 g@! agal maTos: |
gragE 731 Hategar AT nsl
ga a7 fo: dg gnefzedifoar
gfgd g =a& 01F A7% SAIEad, 19 &l
T azwigad favaes: |
Frgraafaa: geAaUs: FTHRIHE Ul
NIgE qaTEE @@ JAIC, |
FrafqT=R § WeHEd gEnaIsT: 1
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gar At 7 frae & g o |
qaTETEd FEEE qIEH e WA 1230
SIFAY AFTFATATE § TAR: |
fawarsr afird = efime swtfwar w2l
wyTeAR WA WAl TR
NUTATHICATI I Tad STAmER R Y
anit 7 foamr’ o gaTRse sAfon o
Faa frvamEr g U AETSIE use
FaTeE ER fan seema fad: |
o fagay Fy@ fer: @agra i
I =EeEifoRr

e B E *
Fa e RO geR@d g A% 12|
adr gt agr A ST en |
el ad gevafaariaa n=n
aaTdanTer A aggga |
afagmraaat g6 AarArgaia =« 4L
qragEEt qr 341 gaat Faeewdt o
awend foran @l SaEE anEia 1ol
a¥ fereerar g wfeanfir gar 98T )
awTted fawd) g were afcrfgas n3
tfe: satfar =1se g@: gdim qa i)
framaeaT €1 =& g Far W 1330
I EMTE @RI TREANgar: |
fauf ggared fox arsfed a3 1330
teusied aHeEEeTEE: |
Tfqeg TaTIsk gU gETe [reE 13 v
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fraed amyd g afemt )

wgTen Ag-efafin darEmanTs: 1y

AT HEEW AT, |

4 gfegroaTiar dergmrErdr 03 s
FOTAGEAIT TaifEaad wig |

Aefrrane=led” sfaar dganfefa: uyen

T SR T
qree’ aefada g4 gur famad
A g GFATCH AFTATTTA 1=
AT i 9 ST Seadfy 71
guedr foes st s=a: ggar gft: uyen
Flgwany 9§ 1A WHY @ vell
g gania ATRATOEE o |
FeaarmEg fagig: guaT argEasa: vl
TUEHEAAIAANT qTTeq’ &7an, |
geTSRamRAT FIRMGIATAH: WY R
garew fadiqa e’ afesifam |
fagfird e = gmelad 787 llvin
s wREiEad quT |
e wafHgAI TraseE e
frega Tediea Tfregsad gt
e @il qrzgega e i
gergadRy dard s 9943 )
gd (% % ) g

a1 mifgsdt aafa fg uvsn
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FETErgldd Fa fasaarag: |
ArEeaEagET fngard sATiEE sl
wfreasmrd arnfEa 91

fam femrcay ar frgar=t « #q%: 1=l
wRI many arfama fg ofega:
Awre g awrdsy faf, 1 en
fawreeg a9 @ fEsma aarEae
qrrRTREECE awe gfaifi nxen
aat fgda: o feawre v fafia o
fagearr aamger Teww e A 191
zfeds w o arfemfyf Qeda
THFIA Y GHC TER DERE 1430
qIARITFATITRS o A FHICAA | * * %

—Cf. Bbharatirpava of NandikeSvara, cdited by K.
Vasudeva Sasui, B.A. (published from Saraswati Mahal

Library, Tanjore), 1957, pp: 491-510.

1l
The Mythico-religious interpretations of Evolution of
Dance, as described in the Visnudbarmottara-purina:
T 9T ||
W gaaTiRd 3 wRr a3 a |
v sy gty of f efagd ua)
AT AT 1
TR GU A 2T T |
g gl agfEEa 1
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HaTArATAE wEAT 45 AIgE |
Tt FE ggae® ou quiEdgT 1yl
T WG AW AT GAEGEE: )

® * *
afewd aar 913 o= gafaa: 99
WA WA 6 aasa fg 7 s navn
AT 0
TagauiiEe aaeaar gyfiedr |
TWETE: GRCY: TIF qEwH: 1951
gRaTCratisalea wimeaeg o g# |
ARtER Ry 0 &t sl 19
CAAZHT T AT AWIY AEIRAT, |
TR T Wi FTEATIEGI, [19s0
ATAZET I WIEATHE FAT: 0
g Far W FE S0 398 ngen
gEtear ®m iy e FrEg )
7 707 aag LAY AwIEAEH, U ol
qagawTid 7 argkda afi |
TR gU AF AR (1R
wa: il R3a: RT: WD T
THATAARIEY 3F THRIZTITE, UR 3
TATE [T FIA RIHEA, |
stsfy geafa zaw asgmafadr g0 1230
e 9 ¥aegeafrs owE gow difean
wrArEd o e #4d § TAwe 1R
uaey ff Tmm dicaat gaq &K
qeyadagraear gag fafmad uaw)
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o T8 4 AL G, )

fagis sgmarn & geafd &y ua)

7o e T A g A fasgd
FAFAAGE ANA FAATGA 20|

T8 fe 9 FAlA @ 7 794 KAWA: |
FeiterTd: FAATafOEIsE: 1z
T Fataeg gaw wife |

¥ aimmmifa dging 1 fasgfa naen
o= qEEmys aTaIIg au |

POt faend g s LT (13l
qEATHIRY A Wit draadan, |

wifaa qifes s arg¥An fafiam uysu
QaTAgE A9 TRATW SHTEar Arsfgar U, )
TR 7o gEvw sl ez gaiegard 13
tfy sifrsgadiet gelaaed mdadg-aagany
TRTTETGAT A TR 1

III. Cf also the Agni-purina: gEgExwifaesgy in
the saRugfasfanaansam:, Slobas, 1-20,

IV. Cf. The hand-poses (mudris) in the Samaran-
gana-siitradhirah by Mahirijadhirdja Bhojadeva, chapter 83
(Barodd Central Library, 1924), Vol. I, pp. 301-324,



CHAPTER XIII
'THE ACOUSTICS OF INDIAN MUSIC

The word ‘avoustics’ is derived from the Greek verb
akowo—'to hiear’, and as such the acoustics of music means.
the science of auditory vibrations of music, sensed by che
auditory nerve. It is the study of the physical basis of
music. Helmholez in Germany, Kéening in Paris and Lord
Raybigh in England mainly worked on this physical process
of music in u scientific manner and on the mathematical
basis, In India also, efforts have been made in this direction.
for making music and its culcure perfect in  system and
sublime in quality.

Acoustics, not Dnl}r of music of India, but also of music
of all civilized countries of the world i1s mainly concerned
with the pature of sound and ies vibrations, and also with
its relationship to music, resources, intensicy, loudness, pitch,
register, audicion, musical quality, consonance, scale, tem-
perament, harmonic aunl}rsis. air columns, musical voice,
production of good voice, etc. Thus acoustics of Indian
music can also be said to be the physics of Indian music.

Now from the viewpoint of physics, the word ‘sound”
is commonly used in two differenc senses, says Dr. E. H.
Barron, (1) to denote the semsation perceived by means
of the car when the auditory nerves are excited; and (2) to
denote the external pb}r.rim.f disturbance which, under
ordinary conditions, suitably excites the auditory nerves.
And from this standpoint acowstics really connotes the idea
of the ‘study of sound’. It can be said to be the branch
of physics which deals with vibratory motion as perceived
by the sense of hearing. So three things are imperative
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for the production of sound, musical or non-musical, and
these three things are: (2) same medium to receive and
transmit the vibratory motion; (b) the parts of the budy
in vibratory motion should have such shape, size and
motion as to cause a distucbance to advance through the air;
and (c) our ears should *enable us o perceive the sensation
of sound only when effected by to-and-fro movements whose
number per second lics beeween cercain limits’.  So to
produce sound sensations, it s necessary that  our
vibrating body should conformi to this requiremenc also.

All sounds may be divided roughly into two classes,
noise or non-musical and musical sounds. Though ordinary
sounds are not known as musical ones, yet they may not be
recognised as noise or irregular sounds. Now the difference
between noise and musical sound lies in the face chat noises
are irregular or sudden, whereas musical sounds are com-
paratively smooth, regular balanced and sweet,

If we study the science of musical sound, we find that
musical sounds are possessed of vibrations, because they are
no other than cthe sumcotal of sweer and sovothing vibra-
cons. Dr. Barcon has delined vibration as che period
which is no other chan the cime from che instane when die
vibrating poinc passes through any position to the tstnt
when it nexc passes through the same position, moving 10
the same direction.  Again, every unic of vibration is poss-
essed of a Erequency, and the frequency of a vibracion is
the number of vibrations, performed per unit time. Thus
frequency is the reciprocal period. Again, the amplitude
of a vibration ‘is the maximum displacement, assumed by
the vibrating point in the course of its morion’. Nexc the
phase of a vibrating point at any instant is che state of its
displacement and motion at the instant in question’,
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All musical sounds are characterised by chree features
like pitch, intensity and guality. Now, what do we mean
by a ‘piteh’. The pitch of a musical sound is a feature,
recognised by every one. It depends upon the period or
frequency of the vibrations constituting the sound. The
greater the frequency, higher the pitch. Dr, Barton has
shown chae a picch is specified in two distince ways: (a)
scientifically, by the statement of the period or frequency of
the vibration, or by the logarithm of its frequency, and
(b) musically, by the statemene of the period or frequency
of the vibration, or by assigning to the sound in question
its position in a certain accepred series of sounds constitut-
ing a musical scale.*

The intensity of the sound-waves is a purely physical
quantity, independent of the ear. It is proportional to the
wave energy passing per unit time through unic  area. So,
we find thac a piteh depends upon the frequency, whereas
an intensity upon the amplitude of the vibration, The
dondness ot a sound ‘depends upon the intensity of the
waves producing it, and increases and decreases wich the
intensity for a sound of given frequency, but in a way
difficule precisely to define, and scarcely susceptible of
strictly quantitative statement’,®  The quality of a sound
seeves to  distinguish  between  musical sounds of the
same pitch and intensity, produced on different intruments,
say, the voice, the violin, the organ or any other musical
instrument; and it is found that different qualities are
observed in various miusical sounds, vocal and instrumental.

1 Vide A Text Book on Sound (London, 1932) p. 9.
2 Ibid. p. 15,
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tones in telation to aesthetic significances of the causal
microtones (jati-frutis). The musicologists of India have
also decermined the colours, presiding deicies of the tones,
as well as of the rdgas which are but the outcome af
combinations of tones (svaras) They also observed the
ancient gramas, miircchands, tinas, varpas, cc.. as the
products of musical tones.

The modern musicologrsts, after incorporatng in  their
scheme the Western mathematical divisions of microtones
into differenc vibrational unics, have devised some definite
vibrations of both the sharp and flac notes.  The sounds,
are the finer matters ia vibrations, as light, electricity, etc.,
are. The finer matters are the ethereal particles in motion,
energised by the dynamic eternal force or energy, Music
primarily imp]ics tones and melodies, but in the final
analysis, its macerial elements are resolved into thae divine
cosmic energy, which creates, sustains and destroys cvery-
thing in this phenomenal world.

The Western musicologists ace of opinion that sound
forms the basis of music, and though all kinds of sound
are the outcome of vibrations of ethereal particles, yet
musical sounds (sound-unics) are specially distince from the
ordinary non-musical sounds or noise. The musical sounds
are smooth, regular, periodic and pleasane and ace of
definite pitcch, whereas non-musical sounds, in their turn, are
rough, ircegular, unpleasant and, therefore, are possessed of
no definite pitch. So there is a difference between a musical
sound and a noise, and this difference becween musical tones
and noises can generally .be determined by attentive aural
observation without artificial assistance.

Hermann Helmholtz says that a “noise is accompanied
by a rapid alteration of diffetent kinds of sensations of
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sound”, whereas “a musical tone scrikes cthe ear as a pee-
fectly undisturbed, uniform sound which remains unaltered
as long as it exists, and it prevents no alteration of various
kinds of consticuents™. So it is understood that musical
tones are che simpler and more regular elements of sensa-
tions of hcnring. and they have a periodic motion. By
a periodic motion”, says Helmholtz, “we mean one which
constantly returns to che same condition after exactly equal
intervals of time. The length of the equal intervals of
time between one stace of the motion and its next exact
repitition we call the length of the oscillation, vibration or
swing, or the period of the motion”. So from the definicion
of periodic motion we gee the answer thus “the sensation of a
musical tone is due to a rapid periodic motion of the sonorous
body; the sensation of 4 noise to non-periodic motions”

A musical co-ordinated sound or tone is intelligible
when it is possessed of recognizable picch, and noise is a
complex of frequencies, assembled more or less ar randowm
and having no recognizable picch. When a sound-complex
includes all andible frequencies in equal ratios, says Charles
E, Osgood, it is called ‘white noise’, analogous to the pro-
duction of white light in vision through mixture of all wave
lengths of light. The difference between noise and tone as
psychological expetiences is to some extent modifiable by
experience,—as Chinese music sounds like noise to most
occidently trained ears, In face, the vibrations of sound
communicate themselves to the air in contact with the
vibrating system, and this to-and-fro vibration is communi-
cated through air from the source to the car of the listener.

1 Vide Sensarions of Tone (Dover ed,, 1954}, pp. 7-8.
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Dr, Alexander Wood says:  «“We have three principal
aspeces of the musical noge to consider: (a) the vibration
of the source, (b) the transmission through the medium,
and (c) the reception by the hearer™. Therefore sounds,
whether tone, speech or noise, have frequency and pitch
that create amplitude of vibrations and loudness. Bodies,
vibracing very slowly, says Dr. Wood, do not produce
sensation of sound, buc when theic Erequency reaches about
20 or more per second, we begin to hear very low sound,
and as the frequency continues to rise, we heat higher and
higher pitch, until finally at a point roughly 20,000
vibrations per second we cease to hear sound.  All sounds
have, therefore, vibrations, and all sound-vibrations have
three physical ateributes, viz. frequency, amplitude and
vibration, which give rise in the mind of the audiences
three psychological tonal attributes, and they are called
pitch, loudness and tone-quality.

A sound has a quality of its own, and different kinds
of sound are passcsud of different spcmﬁc qualities. A
musical sound has in ic a musical quality, ‘termed klaug-
fartee in German and timbere in French. In Indian music,
this qualicy may be termed as svatantra-dharma, Dr,
Alexander Wood has suggested that if a tone of the given
and definice pitch is played successively on two different
musical instruments, and played with exactly the same
loudness, we can distinguish between two sounds, and refet
each to its appropriate instrument. The basis of chis judge-
ment is the quality of the sound. The German physicist
Chalandus  (1756-1827 AD.) frst experimented this
process of musical quality of sound on a vibrating plate,
and afterwards it was actempred by Hermann Helmholez
in terms of partial tones. Helmholez insisted that differences

e T
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in quality were all capable of explanation in terms of
patticular  selection of partial forms, associated with any
note and cheir relative intensities.

Every sound has a resonance, and this resonance is
transmitced by the help of vibrations in the form of waves.
Now, what do we mean by a resonance? A resonance is
the resule of vibrations of a sounding body, being
communicated to another body. It can be said to be
the chrowing of one body into the co-vibration by
another body, The resonance or free resonaunce is a
sympathetic phenomenon of vibration of sound that
evolves motion or vibrating body. The principle, underly-
ing the phcnomcnon. was fiese promulgated by Galilio
(1564-1642 A.D.), and was afterwards systematically
worked out by Wallis, Mntlﬂyc, Helmholtz and other
Western scholars.

We hear and appreciate everything audible through
the medium of ear, and it is a remarkable instrumenc thac
has been given to human beings. The ear is commonly
divided into three parts, the outer, the middle and the
inner ones. The outer ear is koown as the pinna,  The
sound-waves travel down the external auditory meatus,
the hole in the ear and steike the cympanic membrane at its
end, which is a band of skin that separates the outer and
the middle ears, Music is produced either by human voice
or instruments, and the sound-vibrations of music charm
and captivate human hearts by creating sweet and soothing
imptessions (sarskiras). So music is partly a conscious and
pattly a subconscious or unconscious act, and the sub-
conscious exercise of motor nerves, says Banavia Hunt, can
only be translated into the realm of consciousness in terms
of subjective physical sensacion,

19 '
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Music, which is produced by the human voice, is
transmitted with the help of vocal mechanism. Now the
question arises as to how it is produced by the vocal cords.
It is the product of a main wave, modulated by a number
of subsidiary waves. The main wave takes form imme-
diately in front of che larynx, holding vocal cords due to
the vortices or rotating cores of pressure of air, which issue
from the vibrant slit.

But how do the vortices produce sound? The air in
the throat remains stagnant, until disturbed by jets of air
pressure from the lungs. The vibraciag cords, opening
and closing in alternate sequence, injece vortices into the
restricted  passage of throat immediately above, which
corresponds to the mouth-piece of a brass intrument. These
progressive cores of air ser up pressure vibrations in the
stagnant air, each vibration cccureing ac the velocity of
sound (11,00 feet per second) and the [requency per
second corresponding to the number of vorrices forminyg
per second, and the number of complete vibration
excuted by the vocal cords per second. Thus if the
cords are vibrating at the rate of 25 times in one
second, in that same space of time 25 vortices will
be cjected into the throar by the cord, and 25 pressure
vibrations will occur in the stagnanc air of the tHroar.
The acoustic resule will be the sounding of middle C.
Now the air in the throat, covering a restricted space,
imposes a loud resistance on the vibrating cords and their
associated vortex system, and in consequence, considerably
enhances the efficiency of the acoustic output. |
 1In fact, the wave-front, produced immediately in front
of the cords, is amplified in the mouth, which acts some-
what as a horn or tube, terminating in a flare.  The size
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of the vortices, proceeding from the vibrant slic of the
cords, also varies in accordance with the aic of that slit,
which can be adjusted within limit by the vocalist. _As
the latter sings an ascending scale of tones, he gradually
reduces the diameter of cthe vortex rings until they
become quite small in comparison with those he was
manufacturing, when singing the lower notes.  Since the
cords execute a simple harmonic motion, the vortices
produce the fundamental frequency only, but chis simple
wave is modulated by the vibrating aic  column and
formanc of cthe throac and laryox; hence the ‘laryngeal
voice',- which is essentially embryonic and consticutes the
main sound wave of the vocal system, consists of the
fundamental and harmonies plus a small percentage of
formant. The ‘laryngeal voice’ is amplified by the throat
and mouth, but it is worthy of note that the singer is able
to direce the sound column in the throat, eicher outwards
towards the mouth or towards the pharynx, The directing -
process 1s carried out by the adjustment of the cords, since
the use of a section of cords propells the vortices and
resulting sound column towards the sofc palate or even
behind it in the dicection of head cavities; while the
employment of the entire cord directs it cowards the hard
palate. In all cases, however, it must be underscood that
the sound is ultimately reflected into the mouth and is
teansmitted as a progression of spherical waves 1nto outer
space.

In dealing with the acoustics of music, something must
be dealc about the musical instrumenes, specially about the
stringed ones. Dr. E. H. Barton has elaborately deale
with the methods of construction, measurments and tonal
qualities of different kinds of Western musical instruments
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in his book: A Text Book on Sound? He has divided
the musical instruments into three chief divisions, viz,
(1) the exciter, or means of producing vibeacions; (2) the
vibrating system ; and (3) the manipulative mechanism
for the production of the various notes of the scale for
expressions, etc. The vibrating systeny, he says, may olten
with advantage be subdivided into a vibrator of definite
pitch and a resonator which reinforces, and otherwise,
modifies the sounds, pmdur:ed by the vibracor.

De. Barton has Furcher divided the characeeristic features
of the musical instruments into geven classes, and they are:
(1) the range or pitch or compass of the instrument;
(2) the interval relation of the possible notes or the
scale of the instrument; (3) the power and delicacy ok
tones producible; (4) the voises accompanying the begin-
ing or finishing of the sounds; (5) the possible or inevitable
change of intensity of the sounds while they last; (6) the
guality of the sound afeer it is completely established by
musicians often termed tone; (7) lastly, the instrument
may be restricted to the production of one note at a time,
or bz capable of producing simultanepusly two or more
notes, i.e. it may be restriceed to melody or capable
of harmony® He has also scientifically divided the
various musical tones into following five classes: (1)
those with the full harmonic seriesof parcials, i.e, including
the prime the relative frequencies are 1, 2, 3 41 5, 6, 7,
etc.; (2) thase with harmonic parcials, buc forming only
the odd series of nacural numbers . the relative fre-
quengies are 1, 3, 5, 7, etc,; (3) tones with inharmonic

1 Vide A Text Book on Sound (London, 1932), pp. 406-471,
2 Ibid,, p. 408.
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partials; (4) simple cones, usually limiting cases of the
foregoing three classes in which cthe upper parials are
indefinitely diminished or suppressed; (5) tones with
harmonic pactials, but, whatever the ‘pitch of the note,
those partials near some one or more fixed pitches specially
reinforced, the others being relatively discouraged.?

The Luman voice, whether musical or non-musical,
possesses two units of clement, primary and  secondaty.
The fiest element, says Prof. Herbert Caesari, is the
tnitiatory process, set in motion by the vocal cords, and
cuhﬂinntin:_; in che second columns: second s che resonance
element which is derived from che various cavities. rol.
Bonavia Hunt is of opinion that when we speak ot
resonance, we mean one or two possible phenomena; either
the sympathetic vibration of an air column, enclosed in a
chamber or cavicy,  The former is represented by che bony
and cartilaginous framework thae holds the body togecher,
the lateer by the slightese prompring of the parent syscem.
These resonators all tmpose their complex wave forms on
the main wave when ‘compted’ to 1t, and modify and
modulate it 10 such a way thac both quality and incensicy
are profoundly affecced. .

Though real and abstracc music is known by its
manifestation of tones or differenc arrangements of tones
only, yet to the mass or mulcitude it is manifested as the
combination of tones and words. Generally speech (word)
and song (tone) make music, expressive and recognisable,
Buc there lies a difference between speech and song, and
that difference is perceprible due to the use of vowels and

1 1Ibid,, p. 405
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consonants acttached cthereto. Prof. Bartholomer is of
opinion that, in general, song prolongs the vowels and
shortens the consonants, while speech does not dwell on
vowels, .and, therefore, s occupied with consonanal
sounds for a larger proportion of che time. In fact
a song or tune tends to prolong cthe vowels which means
the vowels in general may be sung with an open throat
and mouth, permitting power as well as beautiful qualicy,
whereas consonants are usually produced by narrowing
or more or less complete closures ac one or more points
between back of the tongue and che lips.

Song can afford to sacrifice speed for beauty, Speech,
on the other hand, must usually get its message across as
quickly as possible, and since che understanding of it is
based largely on perceiving the consonants, they are usually
sufficiently emphasized while many vowels are passed
over as quickly as possible. Instead of an enlarged back
throat resonator as in good singing, the resule 1s then a
more or less constant tonic construction of the throat
during speech, because of the frequent occurtence of
consonants without sufficient intervening vowels time to
permit enlargement, Now, the positions of the larynx,
pharynx, tongue, velum, lips, and other pares are almost
constantly changing to a much more rapid degree
than song. Besides another ‘‘difference between song
and speech is that, in general, song follows a more or
less strict melodic outline, sustaining for definice durations
cerrain pitches in a certain scale, with relatively lictle
buc rapid sliding from one pitch to another, while speech
has no formal melody, but slides constantly up or down
depending on the sense of words to be inflected. The
sustaining of certain pitches and qualities, as in singing,
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makes it more difficulc to understand the word, even if
they are carefully pronounced”,

Regarding the position of vowels in music, it can be
said that when songs are composed and sung, atcention
is always given to the words and ctunes of the songs,
and special stress is laid on the pronunciation of the
vowels, The vowels are caken to be the vital force or
prapa in Indian music, because cthey add aesthetic lustre
and beauty to the rdgas (melodies) and, consequently, to the
songs (gitis) also.

The vowels are produced with open mouth i.c. with the
open or untouched tongue and the lips, whereas consonants
by narrowing more or less complete closure at one or more
points between the back of the tongue and the lips. When
songs are sung with the use of maximum quantity of
vowels, they create greater number of emotional quaﬁt}r
and :niu}'ahilt}', whareas when cthey are sung with the
use of greater number of consonants, chey racher stand in
the way of creating aesthetic lustee. DBy way of an
cxamplc: while &nﬁning a riga, Mﬁtaﬁgn and Parsvadeva
_ and others have said chac when a rdgs comprises greater
number of vowels, it pleases and soothes the minds of
those who listen to it. Matanga says in the Brbaddeds,

(a) Svara-varna-viSesena dhvanibhedena vi punah/,
Rajyate yena yah kafacic sa ragah sammatah

satam/ [

(b) Yo'sau dhvani-viSesastu svara-varna-vibhusicah /
Rafijako jana-cittindm sa ca razah udihreah//

That is, when the combinations of notes are possessed
of greater number of vowels and pronounced with variant
sounds or intonations, the expert musicians call them rdgq,
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because the notes create sweer impressions on che minds of
men and living animals, PirSvadeva to has said in
similar vein in the Sangita-samayasara.

In fact, the vowels are the emotional unics, and they
ceeate maximum aesthetic feelings of calmness and  joy 1
the heaces of living beings, Again, when consonants are pro-
nounced or elongated, they take the help of vowles which
malke them pleasant and sweer, So a vowel is considered by
the Indian philosophers as Siva or Purusa, whilea consonant,
being dependant on a vowel, is considered as Sakel or
Prakeei.  Sakei or Prakeei is inactive by herself.  She  be-
comes dynamic, when comes in contact with Siva or
Puruga, The vowels, being independent and self-evolved,
are full of concentrated energy, whereas consonants, being
dependent on vowels, are not a [ree agent to create a peace-
ful and calm atmosphere,

Indian music is enriched by rigas which are fully
manifested 10 their Efipn. The algpas are more lively
than the songs, because dhipas manitesc chemselves by the
help of vowels, whereas songs being composed of different
words, constructed of vowels and consonants, ecannot
create peaceful and  delightful atmosphere which #ldpas
do. In the Vedic songs, we come across the stobbas that
used to elongate or lengthen the words or syllubles, used
in the samans, and it is for the use of the stobbas that the
samans used to rouse a spiric of serene peace and blessedness
in the hearts of the priests who used to perform the sacred
sacrifices.  The vowels are also the base (ddbara) of the
vocal tones, and they are pronounced in relation to their
respective pitches.

Prof. Herbert-Caesari is of opinion that vowels are
formed primarily in the larynx in an embryonic form, and
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then completed, matured and reinforced by the variform
cavities of mouth and pharynx, The five classic vowels like
A EIOU and 12 vowels, A, AA, (a, d==, =T etc.) in
Sanskrit and Bengali, are the basis of correct and good emo-
tive singing. The correct reinforcement of the prime sound
“is impossible if che throat is unable readily and accurately to
aduse itself in every pact tomeet and satisfy the exigencies of
the particular vowels, or shade of vowels. Each vowel muse
be :lc]il:cr.tt:ly formed ; chey must each be visualised, felc
and heard by the singer. DBy sccuring, feeling and hearing
the vowels during such deliberate formation, the singer is
able to control Loth the formation and the enunciation of
the vowels as well as the direction taken by the relative
columns of sound ; by which mental-physical process the
throat is rapidly moulded”. So every vowel must be given
a characteristic of its own, and its formation must always
be deliberate, and that means a singer must memorize the
exact sensation of every vuwel, and he must develop
a mental wvision of the shapes of all vowels ac all
pitches. .

It is true cthat f{undamentally the mechanism of
physical and mental activities is same or identical in all
peoples in all countries and “it is precisely the variations
of thought and of physical form which distinguish and
divide them into races: race-physique’’. Similacly, voices
are all moulded after the one and the same model, bur yer
“the slight variations of form and quality of the vocal
organs,  quanticatively and qualitatively distinguish one
category of wvoice from the other, and the individual voices
belonging to a parcicular caregory™.

The natural voice is the good voice, which produces
sweet, melodious and charming music.  But  what do  we
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mean by a natural voice? A complete natural voice is
one “that, without craining, is able to articulare, enunciate
and sustain with perfect ease and freedom all vowels on
all pitches in its particular compass. In other words, a
voiee that bas no mechanical defects or difficultes, no
matter the pitch or the vowels on that pitch, a voice is a
voice in which exact laryngo-pharyngeal adjustments obtain
automatically ac any and every pitch with any and every
vowel within its compass ® * * *. A complecely natural
voice, while acoustically perfect and physiologically balan-
ced, is not necessarily beautiful (alchough it often is); it
can possess mechanical perfection and yet be divorced from
beauty”. Buc there are differences of opinion cegarding
the view, as expressed by Profl. Herbert-Caesari, Because
good voice must always be adorned with beauty, and,
therefore, it must necessarily be beautiful. The ideal
tone or voice is a gift of God, and it cannot be said as to
how it can be achieved and maintained. Such is also che
opinion of all the master musicians of all over the world.

Now, all artists cannot attain the ideal tone, 1 which
a quality is predominant, yet everyone should sincerely cry
to acquire a good and natural voice. It isalso a face that
a good voice of a singer physiologically depends upon his
sound physique, cool and balanced disposition and goad
thought. As exuberance of emotion destroys the creation
of art, so absence of emotion or its excess stands in che
way of creative act. Therefore, emotion of a good singer
should always be measured and well-balanced, and be
guided by reason and intel ligence with a sense of
proportion.

In the Sangita-sasiras, we read that the tones (svaras)
and, consequently, the melodies (rigas) are the embodiments



S

e

THE ACQUSTICS OF INDIAN MUSIC 299

of aesthetic sentiments and feelings (rdses and bbivas), and a
singer is required to be competent to call them into action,
The bare tonal structures of the ragas are in themselves
devoid of life or energy, and life or energy in infused in
the rdgas by the artists through the medium of movements
of the tones. It has already been said thac the Naradisiksa
(15 cencury A.D.) has mentioned about five microtonal
units like diptd, dyatd, ecc. which are no other than the
aesthetic  force-cencres. These five microtonal unics (frutis)
form the fountain-head of twenty-two microtones, devised
by Bharata in the Nagyafistra. The vones again are the
product of twenty-two microtones, nay, of innumetable
tone-units thac are surcharged with emotional sentiments.
The ragas are the product of combination and permuta-
tion of ctones, having ascending and descending series.
Therefore, as the microtones, devised both by Nirada
and Bharara, are surcharged with emotional sentiments, so
are the ragas, and so when a singer has learned to infuse
balanced thought into the formation of tones and when
he had learned cthe accurate laryngo-pharyngeal adjustments
an all pitches with all vowels and the intimate relation of
the latter to the former, and when such formation and
adjustments are coolly deliberate, then his voice takes on a
peculiar quality that is subtle and indefinitely but eminently
auractive and satisfying. It is precisely the quality of
intelligent industry thac attracts, effects and rouses an
audience,

A good voice is a boon to a musician. But this alone
is not sufficient assurance for making anybody "a good
musician, for a good musician should be well-equipped with
the knowledge of both theory and practice of music,
Because practice without theory is barren and meaningless
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and vice versa. In facr, one is prccnnditinn to the other.
A good musician should, therefore, possess  perfece
knowledge of microtones, tones and sidetones, together
with that of the sonant, consonant, assonant and dissonane,
alatakira, tina, gamaka mirecband and  other music
materials, He must have the knowledge as to whae kind of
emotional sentiments and mouds are produced by different
kinds of note, sharp and [lat, and should also be an adepe
in the methods of their proper application in music,

Fiest of all he 1s :J:p::l:l.‘nd to conceive and dealise the
divine pictorial forms of the rdgas in bis mental horizan or
ecstatic vision, and chen cransform and present them 1
material forms. He must bear in mind chae Indian rigas
are not mere lifeless skeletons of rones or microtones, bLue
are living, dynamic and bencficial bodies. He. therefore,
should not indulge in mere mechanical feats of calculations
of tones and statistics of tonal patterns of the rigas, buc
must take them to be one of the material means tw make
his experimental knowledge perfect, and must also concen-
trace his mind upon the ideal of s[ﬁtituﬂ sddhana,

Now a question has been raised by Prof. Vernon Lee
as to what is the nacure of music and what music dees in
the mind of the audience or hearer. To this he has said :
“Since, from the [:-sychnlugist’s poine of view, an arc is not
the material collection of objectively existing pictures,
statues, poems or musical compositions, but the summing
up of a set of spiritual processes taking place in the mind
of the artst and in the mind of him who receives the
artist’s gift. Or rather, the work between the activities
of the actist and those of the beholder or hearer. Indeed,
musical aesthetics oughe to be the clue to study of all other
branches of art, Arst and foremost because the evanescence
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of music’s material makes it more evident that the work
of art really is the special group of responses which is
susceptible of awakening in the mind of its audience,
including the composer himself, who mentally hears his
own work in the process of building it up and caking stock
of its whole and its parts,

“The enquiry what music fs, therefore resolves itself,
for those chinking like myself, into an enquiry as to what
music does in the mind of the hearer ; or, more correctly,
of what the mind of the hearer does in tesponse to the
music which he hears. But the ‘mind of the hearer® is not
an individual enticy ; it is only a convenient average of
the phenomena common to all or most minds of all hearers
under examination, And the Aest result of such examina-
tion is to reveal thae these hearers' minds, although similar
ih one or two matn points which ablige us to classify them
as hearers of musie, are in other respects dissimilar, indeed
so dissimilar that we are obliged to consider them as belong-
ing to opposed classes, Therefore, before being able to say
how music acts upon mankind as a whole, we have to
enquire how music acts upon different categories of human
beings ; which, as already remarked, in another way of
saying how minds or various categories of types of hearers
act in response to the music they hear™

However, self-analysis as well as self-confidence are
essencial qualities for every student and teacher of music.
They should be cautions of the psychological attitude of
different hearers. There should be a mutual understanding

1 Vide Prof. Vernon Lee: Waricties of Musical Experiences in the
“Problems of Aesthetics”, edited by Eliseo Vivas and Murray Krieger,
{New York, 1960), pp. 2956-257,
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between the artist and the audiences [or better understand-
ing of the greatness as well as the inceinsic value of music,

In fact, development of a musician depends firstly, upon
his or her aptitude and devation to the art, and secondly,
to the understanding of perfece balance of vaice, and
thirdly, to concentrated attention on the rasitmakali
of the sveras and the rigas, Musicians must bear in their
minds that the rasdemakali of the svaras as wall as of thic
rigas forms the background of Indian music. e muse,
thercfore, avoid vibratory and  erratic  application  of
voice or sound and also crroncous use ol tones that spoil
the spicic of a rdga and consequently of a song. He must
be conversant with the art of applying grace or sparia-
svaras, mircchanas, tinas, gamakas, cre. for makiny the
ragas living. He must remember that music is both a
science and an arr, and as such it should be taken as a
means to an end in human life and not as a meaningless
exuberance of emotion and fanciful creation of the mind.
He must know that music bas a meaning thac conveys the
idea of freedom of the soul, and it takes men to the eternal
haven of bliss and tranquillicy.



CHAPTER XIV
THE ICONOGRAPHY OF INDIAN MUSIC

The term ‘iconography' is derived from two Greek words
¢ikon, meaning image, and graphis, meaning writing,
drawing, etc. The term eikon is synonimous with che
Indian word arce or image. Therefore, the term icon
signifies an object of worship, a figure that represents a
deity or a saint, in painting, mosaic, sculptute, etc. It is,
in some way or other, associated with the sacred rituals,
connected with the worship of particular Divinities, There-
fore, iconography is a special branch of knowledge or study
that deals wich the images of deities. Iconopraphy of
Indian music also connotes the idea of the study of fgures,
images, deities, and pictorial representacions of the rigas
that form the norm of Indian music and are regoarded as
the presiding deities of music,

The word ‘image’ is derived from the old French and
Latin word image, which signifies the idea of ‘likeness’,
ie. vimba or pratika. The idea of pratika as a symbol is
found in the Vedas and the Upanisads, where spiritual
aspirants are instructed to concentrate and meditate upon an
object that represents the indeterminate (nirgwna) Brabman.
The ‘ieon’ or ‘image’ serves also the purpose of a
sign or symbol which is used for an object. The
science of iconography is also clozely related to religion
or religious cult that teaches one to realize Divinity in a
man or in an object. Some argue that music, being
an art, has no connection with religion or spiricualivy,
Buc that is not correct.  Because art is an expression of a
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symbol of Nature, and it unveils as well as represents
the exquisite beauty of Nature, wlich, in 1ts eurn, is
the representation of the world-essence, Atman, that
pervades, sustamns, and animates the whole universe,
Arc unfolds the immanent as well as ctranscendent
beauty and blessedness of the Atman that shines behind
Nature, and as such are ever goes hand in hand wich
religion and spirituality.

Music in India is a superb creative art, infused with a
teligious Eeeling, Music is a spiricual sidhand that uplifes
the consciousness of man to the highest, It 1s not just a
subtle fabric of tones and tunes, of fancy and dream, but
is a dynamic spiritual expression.  The ancient scers saw
in their ecstatic vision the divine forms of the rigas, realized
them, and transmitted them o humanicy,  They realized
the rdgas as both objective and subjective—material and
spiritual ones, and not merely as the inerc structures
of rtones and tunes. So a rdgar is a psycho-material
object that spiritualizes both the bedy and the mind,
and lelps men to transcend both matter and mind, so as
to gee the luminous appercepeion of the Absoluce.

Music is looked upon in India as a living are, having
matter (sound) for its body and spiric (melody) for is
soul. Or it can be said that the psycho-material body
of music is the rdge, which takes shape out of the
permutation and combination of tones and microtones,
which are again surcharged with emotional sentiments
and moods. It has already been said before that the
seven tones have been divided into twenty two frutis
(microtones), and these frutis have been classified into five
species : ayatd, mrdu. madbya, karapd and diptd. In Sans-
keic Grammar, @yat is derived as d-yamasta, the root, yama
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meaning resceaine,  Therefore dyatd expresses the atcitude
of tranquility (fdntdvasthd) of the mind. Mrdu denotes
che actitude of humanity, and ic is decived from the root
mrd with che affix ku. This type of mental trait is
the outcome of complete surrender, ignoring the sense
of egoism (disya)., Madbyi expresses the sentiment
of [riendship (sakbya), and is formed our of the root
'man’ wicth che athix ‘yak’. Karuna is formed oue of the coor,
kr-unan, which means the scatcering of the affectionate
sentimeats (vatsalya-rasa). Dipti expresses the sentiment
of selb-dedication, and denotes sweetness ( madburys ).
Thetelore music finally aims ac che eternal joy, and one
can realize the blissful stace of mind chrough music,
The highesc realicy, nada-Brabman is itself a transcendent
sentiment (raso vai sab). It has been said before thac
Muni Bharata has worked out twenty-two microtones
on the basis of live” emotive microtonal woigs, as devised
by Nirada ol the Siksi. And as the rtones are the
material forms of the combination of subtle microrones
and the microtones in theie tuen are saturated with emo-
tional suggescivity, so the tones and consequently the
ragas are also surcharged with aesthetic lustre and
beauty.

Music is a sign or symbol that signifies bliss and
beauty, for which it really stands. The Ffunction of
a symbol or sign is, in [fact, to refer to chat for which ic
stands, Some make a discinction between ‘symbol’ and
‘sign’ from the standpoint of logic. Dr, Stebbing has
said that it is not possible todraw a hard and fast line
becween a ‘sign’ and a ‘symbol’. What we undesstand,
he says, is always a symbol in a sense. “Hence,
understand a verbal symbol is to know what it refers

20



306 A HISTORICAL STUDY OF INDIAN MLSIC

to, i.e. to know che referend for wluch 1t seands’.
Prof. Russell has asserted that sometimes logical sym-
bolism makes things difficule o understamd, while,
according to Prof. Whitehead, symbols have invariably
been introduced to make things easy, But both the
assertions are correct from different points of view, for,
on the one hand, the vagueness of the symbol creates
difficuley in grasping cthe real import of a thing or an object,
while, on the other, clear and distinet symbol helps us to
apprehend the meaning for which it stands. So muwsic
may be considered as an interpretative sign or symbal thac
clearly signifies its prime object, the universal Soul
or Atman,

Benedetto Croce has said in connection with are in
intuition that *‘the symbol has sometimes been given as the
essence of art. Now, if the symbol be conceived as inse-
patable Eom the artistic intuition, it is a synonym  for the
intuition itself, which always ‘bas an ideal chatacter”, L.
Freud has also termed the true symbol as the expression of
an intuitive perception, “which can as yer, neither be
apprehended better, nor expressed differently”.  Dr. Jung
has called this symbol a sign, which signifies the inuwitive
perception of some chings. While discussing about the
formal structure of art and iconic signs and expressivencss,
Professors Ritchie, Morris, and Hungerland have fully
discussed this subject. Charles Morris has said that the
work of art is, in some sense, a sign, and it is the basic
doctrine of aestheticians from Plato to Dewey. It is
an. intelligible interpretacion of the doctrine of ‘imitation’
to regard it as a theory of the sign-character of the
work ofart, The sign or symbol, thercfore, works as
a language for the communication of meaning and value.
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Again, music is the language of the lmpersonal. Itis
a symbolic medium, through which the solemnity and
grandeur of the Divinity find expression in the visible world,
Thus the musicology of India recognizes the rigas as the
very embodiment of che Divinity. The arciscs sing or play on
inscruments and the audiences listen to chem. [t means chac
through singing some sonys or playing some instcuments they
worship the goddess of music, the Sura-Sarasvati to receive
her benediction, And for chis reason both the aces of
singing and appreciating are considered in India as a spiri-
tual discipline or sddhand, and through this sidbana both
the performer and the good listener of music find solutions
to the mystery of life and fnally attain God-consciousness.

MNow, let us see how and when che idea ar conception
of the pictorial forms and images evolved in India..
De. J. N. Banerjea is of opinion: “ln India, iconism
and aniconism existed side by side from a very early period,
and chis feature s also presenc even in modern tmes.
Buddha could be represented by means of such symbols
as the Dodhi tree wicth Vajrasana beneach ic, his foot-prints,
the stiipa, ctc., which were directly associated wich him ;
in the Amarivati and Nagdrjunakonda sculptures of the
and and 3¢d centuries A.D., we find him being depicted
iconocally and aniconocally at the same time, though in
the eaclier Buddhist arc of Central India he used to be
represented only in the lateer manner.  Similacly, Brihma-
nical cult-deities could as well be worshipped in cthe
$aligrimas, the Bina-lingas aod che Yanttas, as in
images,,.”.' Some are of opinion that worship of the
Buddha image is very ancient, and from the Buddha image,

e —

[ Vide The Development of Hindu Iconography, 2nd edition, p. 81.
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image-worship itself came into being. Dr. Coomiraswamy

las obsetved in conunection with the representative
of Buddha and Siva on coins thus: “~In Buddhist
ace, we fnd ac Bharhue and Sifci the tree. wheel,
etc,, on or behind an altar, cleacly designated in
the inscriptions as Duddha (Bhagavate) and worshipped
as such,..Later on the figure of a human teacher takes its
plsce upon the throne, the old symbols bring retained
as Jpcciﬁc designations,,, In the same  way with Hindo
types ; thus we find at first the humped  bull alone,
then a two-armed, and finally a four-armed ligure accom-
panying the bull, once the representative of deity, now his
vehicle, while other symbols are held in the hands as
attribuces’.?

Bur, if we go the into Vedic literature, we find that
the sacrificial seake (yipa) was the symbol of worship long
before the worship of the sicred mound or stipa, which
was recognised as the representation of Buddha, And so
it will not be uowise to think chat the stipa-worship was
designed afrerthe Vedic yipa-worship, which was conceived
as the sacred seat of the Sun god, Mithra, The Sun or
Mithra was once the chief deity of the Aryan race, and
long before the Buddhist era, the worship of the sacrficial
stake or yape as the seat of che Sun god was in practice
in connection with the Vedic sacrifices, rites and ceremonies,
Symbol-worship was, therefore, prevalent in India in the
Vedic times, and this practice was also common amongst
all the ancient nations of the world. Again, before the
Christian era, Panini (550 B.C.) and Paraiijali (300 'B.C.)

1 Vide Dr, Coomaraswimy: The Origin of Buddha Image. Prof.
O. C., Gangoly has also dealt on this subject in his book, Origin of
Buddha Image.
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have mentioned it in their Astadbyayi and Mabibbasya
respectively. In the Great Epics like Ramayaps, (400
B.C.), Mababbirata (300 B.C.) and Harivashis (200 B.C)),
we come across the worship of sacred symbols. In the
Ramiayapa, we find thac afeer the exile of $itd, Ramacandea
performed the Afvamedha sacrifice with "Sitd represented
by a gold scatne.  Besides, from all the historical and
mythological evidences of ancient nations of che world,
we learn abour che existence of idol or image worship in
conneceion with religious functions. That image-worship
was prevalent in che civilizacion and culcure of the prehistoric
[ndus Valley cities, is clear from the excavation of che mounds
of Muohenjo-daro and Harappd, where idols of gods and god-
desses have been discovered. Among the findings, we come
across an image of che Mother Goddess, Ducgd and chac of a
Yogi with his eyes puinted ce the tip of the nose, inscribed
on clay seals which bear the stamp of exquisite workman.
ship., Many composite humanand animal Bgures, wgethier
with the figures of deities, nude and halk-nude, found on
seals and amulers, excavated from the prehistoric mounds
of Mohenjo-daro and Harappd, ‘‘very probably stand for
divinities in their theriomorphic or dherico-anthropomorphic
forms, though many athers are to be regarded as mere
accessories, Most, if oot all, of the above icons of cult
gods were being worshipped by the people in those days”.
The Vedas and Upanisads prescribe symbol-worship
(pratika-upisand) for the spiritual aspirants, in order to
help them to have a glimpse of the imperceptible
transcendental Brahman in  medication. The reflection
(pratibimua) of the sun in the sky has been compared with
a mundane man, who is essentially the Brabman or Arman.
The Upanisads also state chac, in a sense, the reflection is
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nothing buc the Essence itself, for a face of a man is an
index or reflection of the man himself. Thac is, reflection
can stand for the object. All these go to show thac symbol-
worship (pratibimva or pratika-upisani) was prevalent in
ancient India long before the advent of Buddhism.

Regarding the use of sculptures as symbols, we lind
that in the Buddhist period, sculptured representations of
the life stories ([itakas) of Lord Buddhy were carved in the
stiipas and cave temples of Amardvad, Bhirhue, DBidami,
Ellord, Elephanti, Mathucd, Gandbara, Sinci, Nigarjuna-
konda, etc. The mural paintings of Bagh, Ajantd, etc,
are also the genuine proofs of che use of human figures as
symbols. Many of the Hindu temples of the post-Vedic
period, including cheir dancing halls (natyamandir), are
decorated with the sculptures of Natas, Natis, Yaksinis,
and different musical instruments like sarikba, veena, venw,
and different sizes of deums (mydariga ot puskara), We thus
ger evidences of symbols in the sculprures and paintings
that were chiselled and painted after the gods, goddesscs,
and sacred objects of the past. Now it is understood that
idol or image warship generally developed in connections
with the worship of divine and semi-divine beings, heroes
and heroines in the remote past. though their conception
differed in different countries possessing different castes and
t:mpc:am:nts.

In Vedic time, the res or stanzas, with notes, were
known at the simans or simaginas. They were sung before
the sacrificial altars for invoking the presiding deities like
Varupa, Mithra, Indra, Agoi and others, The gandbarva
type of music evolved in the period 6oo-500 B. C. ouc of
the remnants of Vedic music, though the former took
differenc forms and shapes from those of the latter, The
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later authors on music have observed that the marga or
gandharva type of sacred music was meant for the celestial
region. This dictum was of the period when the margs
or gindbarva type of music was replaced by ihe classico-
regional or formalised deff type of music, approximately
m the 3rd-sth century AL D, Kallinath, the celebrated
commentator of the Saigita-llatnikara has said that the
jatiragas, grimarigas and some of che arigs or chaya ragas
were included n the cacegory of the mirga or gandbarua
type of music. The gandbaiva type of music used to be
considered sacred, because it evolved out of the holy Vedic
music,  Again the pandbarva type of music was sung with
the help of the rigas (jati and grima rigas) in different
registers, chythms and cempi and acsthetic sentiments.
Now, for enunciating the origin of che rages, the
authors of the mythico-historical epics have taken the help
of symbols for clarification of the subject in a mystic
manner.  They bave stated chat the five ragas evolved from
the five mouths of the Lord Swwa, and the rigs natanarayana,
from the mouth of Devi Gauri,  We notice chat the Siva-
Sakei or Tantric cult was predominant when the said con-
ception arose.  From the iconographical viewpoine the
worship of the Siva-Sakti principle is very important, In the
iconographical conception of music, Siva has been conceived
in two ways, one, in the symbolic way, the phallus being
the emblem, and cthe other, in the anthropomorphic way,
the idol or image being the emblem. The practice of
worship of Siva and Sakei is very ancient, as is evidenced
from the findings of the prehistoric Indus Valley mounds.
In some of the ancient rock-cut temples, Siva has been
depicted as a five-faced god. The names of the five faces
are: Sadyojita, Vimadeva, Aghora, Tatpurasa, and Isina,
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which are again the five aspects of the sun.  The mytho-
logical interprecation of che origin of the rigas celates o
the five mouths, and the five rigas have been conceived to
correspond to these five mouth-cum-gods :

1. Sadyojita o  Stiiga
2,  Vimadeva . Vasanta
3. Aghora .+« Dhairava
4. Tacpurusa e Paficama
5. Isdna wr Megha!

i

The five faces of Siva, as represented here, are the five
symbols of the five main rigas, and these symbols are oo
other than the icons. The five primordial elements (suksma-
bhiitas) like eacch (ksiti), water (apaly), five (tejas), air (marnt)
and ether (vyoma) have been conceived as the symbols
or signs of those above-mentioned rdgas. The primordial
elements are signified by the vijamantras (wono crypuic
letters) like lam, yam, ram, vam, bam (&, 4,7, 4, €),
In Tantra, seats for the vijamantras have also been
conceived, and they are known as cakras (force-centers or
plexuses). The cakras are possessed of difterent colours
and presiding deities (varnas and adbisthatri-devatis), The
five Tanwic code-languages (vija-mantras), plexus (cakras)

1 It has been said in the Sangita-darpana, 160-162:
foanfmesarTRTgt aeRE A
QETETE, PR ¥ qeg frfengan
wellaETey A awEagETaE: |
FENI, AT THAIST,
FOMEG G ATy fgaE
foftmgr gmgmed ssmuagisaea o

e
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and colours (varpas) have also been taken as the symbols
i.e. icons of the five rigas. They are as follows:

—
Five tace-

: : | : =
Prjmardml_!VijamumM- Plexus Raga
m:!?‘;:::uth element | (Cakra)
n —— r [ S —-
Sadyojita | Earth | Lam EMﬁlidhEra | Srirdga
(kgis) | , !
P— 1+ S L L L T — | t - - I!
Vimadeva | Water | Yam  |Svadbisthina| Vasanwa
(epab) : 5
Aghora Fire - Ram ' Manipuea | Bhairava
| (i
Tatpucusa L Alr . Vam | Aunihata I*I Pafcama
- (maruta) | |
lidna ! Ether | Ham ' Visuddha i Megha
| (vyoma) !

In the Tantric literature of the Buddhists, five dbydni-
Buddbas or Tathagatas have been conceived in accordance
with the five shandas, which were designed after the five
matecial elements (pafica-bbitas) ot the Sankhya philosophy.
The five material elemencs were earch (ksiti), wacer (apah),
fire (tejas), aic (mamt) and cther (vyoma). These five
material elements, together with the five sense-organs (indri-
yas) evolved from the five potential or cavsal elements
(tanmitrds), which were known as generic essences of the
sound (fabda), touch (fparsa), colour (ripa), taste (rasa)
and smell (ghrana or gandba). The Gve dbhyani-Buddhas
were like the five emanations of Siva, known as Sadyojata,
Vamadeva, Aghora, Tatpurusa and Ifana. The dbyani-
Buddbas evolved with their divine consorts or Saktis, having
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five different vijamantras, vibanas, mudras and locations
(sthanas) respectively. In the Advayavajra-samgraba, the
five dbyani-Buddbas have been depicted as five kinds of
consciousness (jiana) and they are: (a) swviinddba-dbarma-
dbatujiana= Virocana, (b) adaria-jaini=Adksobbya, (c)
pratyaveksapa-jiiana = Amitibba, (d) somanti-jiina = Katna-
sambbava, and (c) kriyannsthana-jrina = dmaoghasiddbi,
The same primardial consciousness manilest as five dilferent
torms. Now, the five dbyini-Buddhas may be mentioned
according to the five orders of emanations or faces of
Siva as:

| | By
dhyfni-Buddhas | skandas | directions colours J elements {:‘::’

— = mmm— o ] ! e -

1. ﬁmnglmsiddhll mmskﬁmi north | green keied (gandhia)  legs

A s} e it i

2. Amitibha L samjAa ; west | red l apak (rasa)  mouth

e - _;_- - ——— S I.---.----—--- Bd e ——

3. Ralpa- | vedand south | yellow | rejos (ripa) | navel

_ sambhava !' PO L) (R Tok Y o |

4. Aksobhya i vilfiiing ! east ! blue 'marut{fparsa) beart
I i I i st 3

5. Virvcana : ritpa ‘ cenlre | white !vycrmnt.fabr.'n‘.i’ head

|

From both che chares of the emanacions of Siva
and Buddha, it is seen thar the conceptions of primal
emanations of the five ragas evolved purely on the basis of
rnythicn—phi]mphical ideas of man.

In the Upanisads, the five faces-cum-mouths of Siva
have been conceived as the five flames, i.e. blazing tongues
of the sacrificial fire. The fice has been considered as the
sacred symbol of Siva in the Vedas, as the sun is that of
Visnu or Vasudeva, The fve faces of Sivaare also known as
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Mahadeva ['cas:t:ru}, Bhairava (southern), Nandivaktra
(western), Umavakera (eastern), and Sadifiva (the fifth face
on the top known also as I§dna). His three eyes, ten arms,
the shield and trident, macted hair, tiger-skin all bear some
inner significances, In the Visgnudbarmottara-purina, there
are nlt:scripriuns of che conceete forms of the various deicies,
including Siva. They are “almost invariably accompanied
by references to such esoteric symbolism underlying them,
and the Purdnakara thus lays emphasis, on the fce that
what is being worshipped is not what it appears to be, buc
is something beyond ic”, Another Vedic name of Siva is
Rudra, which corresponds to Agni or fire. The ctreatses
on music have also mentioned fire and air, in connection
with che origin of the causal musical sound (nada). Ic has
been stated in the Sasigita-Ratnakara (1.3.-6) as:

Dehastham vahnimibanti sa prerayati marucam]

" - ’ -

Na-kirepa praga-ndmanam da-kdcarenamanalam viduly/

Jaral prapdgni-samyogdctena nide bhidiyate/ /

The subconscious mind is the storchouse of energy,
and ic bas been conceived as the eternal blazing fire in an
inverted triangular alear ( 57 ). The triangular altar is the
symbol of che subconscious mind or miiladbara-cakra. Not
only musical sounds, but every particle and object of the
warld also evolve ouc of this causal fire, which is koown
in Tantra as the kimakala or kundalini (divine latent energy).
The Eupdalini is the base of the causal sound or nida, which
1s the fountain-head of music, and it has been conceived in a
ewo-fold — way, unmanifested (andbata) and manifested
(dhata). When the manifested subtle sound comes ouc
chrough the medium of vocal chord, it is known as  ‘music’
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or rigs. Thus we notce thar music has been  manitested
in manifold ways. Again, a symbol always stands tor an
object, and in mnsic it has been conceived as a pointer to
the real object chat looms in the background of the symbal,
and that object is Atman, which is the fountain-head ol
everything in the universe.

The supreme aim of music is to realize the Essence that
shines behind music.  So the rdgas have been cancewved
as the media for,che realization of the World-Essence,
which is the source of all-knowledge, all-intelligence and
all-bliss, The seers of music fele within chemselves the
necessity of animating the material steuctures of che rigas.
Living under the spell of time, space and causation, they
imagined form of the Formless and personified che Imper-
sonal. They conceived the idea of the tonal forms, possessed
of flesh and blood like human beings and thus deilied che
ragas. Then the invisible rigas became visible in macerial
forms, Sometimes it is said that the visual forms and ther
corresponding conceprual ones (dhydnas) cannot be establish-
ed on a logical basis, as the tonal structures of che ragas
are not constant, being under the sway of change in
different circumstances and different ages. Again, though
the incuitive poets composed che conceprual forms ur
dbyanas of che rigas, yet some of chem composed dbyanas
of the same riga in a quite different way, which means chat
there cannoc be a fixed standard of dbydna-themes of the
ragas. But this argument or objection does not hold good
at all. Because, by the change of the tonal forms (raga-
riipa) or lyrical texts (sabitya), the central theme or essence
is never affected. As the oncand unique Brahman, being
the substratum of the changing phenomena, does not suffer
any change in itself, rather its unbroken existence and
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essence remain the same, so the number of placed (sharp)
and displaced (flac or chromatic) tones, together with its
tonal structures may undergo changes, but the basic ideal
ot conceptual character of the rigas does not change at any
time. Ic should be remembered that the poets and the seers
of music composed the conceptual forms (dbydnas) of the
Ideal or basic Type of each of the rdgas and not of cheir
skeletal forms, and at the same time they considered the
ripas as ]iving. immortal and divine,  In fact, all true and
talented artists desjre permanent peace of mind cthrough
the practice (sddbani) of music, and so through constant
concentration and meditation upon the eternal Ideal of
music (i.e. riga), they attain that scate. By way of example,
it may be said that the conceptual forms or dbyinas of
gods and goddesses like Siva, Kali, Durga, Ganapati,
Sarasvati, Indra and others may be composed in different
ways, buc the central idea, together with the basis dbyane
theme rematns always che sume, jusc as chough a man
undergoes changes from childhood o youth, from youth
to old age, yet the basic identity of che man remains che
same. So the number of notes and description of conceprual
forms may change from time to time, bur their basic forms
and intrinsic nature and value suffer no change ac any time
under any circumstances. According to the inscrutable law
of pature, every thing in this world of space and time uoder-
goes change, the old forms are replaced by the new ones and.
the new ones by the newer ones, and so on, but it should
be noticed that the basic character of every thing always
remains unchanged. One thing may be described in mani-
fold ways, the one and unique world-essence Brahman may
be called by various names, but the Essence or Brahman
is not affected thereby, The oldest literature of che Hindus,
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the Rgveda has stated: “ekam sad viprd vahudhi vadanti”,
i.e. the one divine existence may be called by diffecent
names, but the fundamental existence remains the same.
In fact, the conceprual forms (dhyinas) of the ragas ace
known as the copies, prototypes or doubles, and so the icons
of the rdgas may not be real by themselves, but they signity
the Real thae stands or shines behind the unezal or apparenc.
The scers of music are the worshippers of the real and not
of the images of the rdgas, though it is taken lor granted
that they worship images or shadows of che rigss. 5o we
should not be confounded with the anomaly thac the colou-
ful conceprual forms or dbyanas of the old rigas do not
correspond to the new ones.

Now, what idea does che conceptual form (dbyina)
of riga convey, and what is s teue significance? [e
has already been stated chac the conceprual forms are the
media thav help and intensify the inward tendencies of che
artists, and thus enable them to understand and appreciate
the intimate relation, existing beeween che tonal forms and
the real divine forms of the rigas. It has been said
before that in lodia, che rdgas are not considered to be
mere sectings or skelecal struceures of tones and tunes, but
are taken as living ones, having in them real stgnilicance
and value, The Vedic Rsis perceived the energising vibra-
tions of the life-principle (prapaspandana) in  every
atom and molecule of the wuniverse. They regarded
the sencient and insentienc beings of the world as
the positive and the negative poles of the same
neutral  Brahman,  The rigss themselves are  the
divine and dynamic life-principle, and as such they should
be studied and looked upon from the religio-philosophical
as well as  psycho-material viewpoints for the becer
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realization of cheir real import, decp significance and inner
sublimizy.

[c may be asked as to why cthose sentiments and moods
of the rigas were given material forms. The answer is that
it is a fact that men of the material contingent world of
space and time recognise and appreciate everything through
some concrete media,  Though the vleimace aim and object
of all mortals are to reach the wtanscendental wnity and
happiness, yer they live and move in this world of matter
so long the real value of human life is not realised by
thems. The emotions and emotive feelings of the rigas
were also conceived as material forms for easy grasp and
appreciation of the men of the material world, This
conception became inevitable for men of music in order to
visualize che intrinsic value and beauty of the rdgas.

Let us take as example of a comeemplative composition
(dhyana) of the riga bindola. Though there is no men-
cion of any dbyina-mantra of the bindola in the Sasipita-
Ratnikara of the carly 13th century AD., yer Sirangdeva
bas given some contemplative descriptions of it, while
describing its specific character and form. He has said:
“igeyo veere rawdra'dbbute rase, vasante prabare tirye
makara-dbvaja-vallabhe”, etc. From thus ic is understood
that the rdga bindola is possessed of the sencimenes like
veera, raudra and adbbuta, and is meant for the spring
season. Now the significance of the name of the rdga is thac
which creates vernal atmosphere, and quickens the heares of
men with love, joy and hope. The raga bindola is, there-
fore, sung in the spring and specially in the holy festival,
that takes place in the spring. Inthe 16th 17¢ch century
A.D., the contemplative poets composed the dbyans-mantra
of the bindola thus: “dolasu kbelisukbamadadbans”, etc,
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The rigas hindols has been represented here as a motive
force thac sways the hearts ie. emotions and fechngs of
men. The rdga has been described thac he is rocking on a
swing, surrounded by young lovely maidens. As has already
been observed that che ragas of Indian music are notchie mere
lifeless structures of svaras, mircchanis, alamkiras, tinas,
gannakas, ten essentials or daia laksmanas and other music
materinls, but they are imboed with emotions that animare
and elevate the mind and personality of the music artses and
music lovers.  As diffecent  contemplative compositions
(dhyinas) ace the suggestive descriptions of the same Divine
Motlher, of the unisere, so are the dbydnas of the ragas, Pataii-
jali has called chese suggestive descripeions as the symbol
or vdcaka: *‘lasya vicakab prapavah’ ie. the universal
mystic word Om or Praneva is the vidcaka or medivm of
expression, The contemplative composicions or dhyina-
mantras of the ragas are, therefore, essencial for realizing
the real and divine forms of the rdgas, and this realization
will guide men to the path of absolute freedom and eternal
peace. So, music has been termed by some poets as che
language for expressing the greacness and grandeur of the
Beautiful, and as che ragas are the very core and foundation
of music so they should be nurtured with care for realizing
the divine essence of Indian music, The contemplative
compositions or dbydna being the dirccr suggestive
symbols of the rigas, should be taken as che essencial
media for visualising the devamaya-riipas of the rigas,
Again it may be asked as to whether che aestheric
represencations (rasa-ripa) of the melodic forms or ragas
wete in vogue before their pictorial representations (citra-
riipa) came into being; because it isa fact chac che pictorial
tepresentations (citra-riipa) as well as the contemplacive
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Raga Malavakausika
(Rajasthani with Mughal influence, 18th Century)

Raga Vasanta
{Rajasthani, 18th Century)
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compositions (dbyana-riipas) of the melodic forms (rdgas)
were made in accordance with their aesthetic sentiments and
moods (rase and bbavs), The answer to this question
is that it is a historical fact thac the contemplative
compositions or [ormulae (dbyina-mantras) were firsc
conceived by the incuitive poets in accordance with the
aesthetic sentiments (rasas) of the melodic forms (ragas),
and the colourful pictorial representations (citra-riipas) were
afterwards  executed according to those comtemplative
compositions (dbyina-mantras), From this viewpoint it
can, therefore, be admicted that the nucleus (bijas) of
the contemplative compositions or formulae as well as
their pictorial representations already lie burried in the
very depth of the conception of aesthetic sentiments of
the melodic forms or rigas. In other words, it can be
said that the conceprual forms of the dhyana-formulae of
the rigas were in existence long before their actual
representations from the paincers” brush.

Regarding the existence of che aesthetic sentiments of
the rigas we find that Valmiki has described in the
Ramiyana (400 B.C.) the aesthetic sentiments of the seven
fuddba jatiragas like sadfi, drsabbi, gindbiri, etc.: “jatibbi
saptabbiryuktam tantrilaya-samanvitam || rasail  ipigara-
karypa-basya-randra-bbayinakaib| veeradibbi rasairyuktam
= ¢, In the Natyafisira (2nd century A,D.), Bharara
has also followed the rules as mentioned by Vilmiki, In
the 2gth chapeer (Viardnasi edition, 1929) of the NS., i
has been mentioned:

Sadjodicyavati caiva WOUUU——. /
Sndja—madh}rama-vahul}mt kdryam srngnrn-ha,s}!a}rah I/
Acrsabhi caiva sidji /
Veerddbhiite ca raudre ca  .ov v in s i

21
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L] # - »
Rasam kiryamavasthim ca jiidcvd jyojyih 1
projokerbhib /
L] » L4 L]

Evametd vudhair-jiieyd jatayo rasa-saridrayih/ /
—Naigyasistra, 29, 1-16.

In the gth-century A.D., we find thac Matafiga has
described about the intrinsic sentiments (rasas) of the
jatirigas in the rdga-laksana chapter of the Brhaddesi:
“bhinna-sadjab * o vibbatsa-bhayinakas rasan” (p. 89);
“bhinna-paficama * * vibbatsa-bbayanakau rasan” (p. 89),
etc. In the gth-rith century A.D., Parvadeva has also
described about the rigas, having their respective senti-
ments, In the yrd chapeer of the Sangita-samayasars, he
has mentioned: “s-payob kampitaicaiva Srigire vini-
yujyate”, ic. the riga vasanta should be sung with
the application of the sentiments, Spigdra (3. 16); “sadja-
nyisa-grabithiaica rase veere prayujyate”’, ie. the riga iri
should be suong with che application of the sentiments,
veers, etc.”. In the early 13ch cencury AD., Sarangdeva
has described the sentiments of the gramaerdgas in the 2nd
chapter of the Sangita-Ratnakara: ‘hikalyintara-samyukio
veere randre'dbbite rase’’, 1.e. the gramariga, sadjagrama
should be applied as representing the sentiments, veera,
rawdra and adbbuta (2. 29); “‘bbayinake ca veeridan
rase”, etc., i.e. fthe riga gauda-kausika should be sung with
the application of the sentiments, bbayinaka, veera etc.
(2. 41). R

In cthis way it can be shown that all the rdgas used to
be sung according to their respective acstheric sentiments,
for creating different emotional moods in the minds of the
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appreciative audliences. Thus the aesthetic sentiments of the
rigas were essential all che time and their contemplative for-
mulae were com posed not eaclier than the xGeh-x7th century
A.D., as are cvidenced by the Sanskric creatises on music
(Sarigita-sdsiras) of thac time. The Rdgamilds were drawn
immediately after the composition of the dbyina-formulac.

[t has been said that in the hey-days of India, music
was noutished and  developed purely from che religious
standpoint for material as well as spiricual oplifoments of
the human society at large,  Buc geadually music lost its
pre-eminence and ancient heritage, and became an  instru-
ment of secular delighe ac the bands of the laiy and a sorc
of pastime with the royal dignitacies. Time has come when
it should be revived and studied in its true perspective, and
the responsibility of it rests on the shoulder of the present
generation.  Music is a means co an end, and it should,
therefore, be culrivated purely from chis standpoint.

[t may be mentioned in this connection that some ot
the conceptual forms (dhydnas) of some ragas appear dis-
solute and sensual.  Bue it should be remembered at the
same time that they are no other than the divine expression
of the prime senciment, Srigara, (Eros) which has been
regarded as the first and foremost aesthetic sentiment by
Bharata in the Natyaidstra, and also by the later Vaisnava
philosophers. The §yigira-rasa is the manilestation of the
Beautiful. The nude fgures, depicted on the temple
facades of Jaganndth at Puri,' and other shrines of India
might be due to the influence of the Tantric Vimicira cule,
but from the standpoint of artistic beauty and grace, theic
nudity does not affect the mind of the onlookers, nor sully

1 These have recontly been replaced by fgures of different deities.



324 A HISTORICAL STUDY OF INDIAN MUSIC

the serene beauty of arc. The nude sculptural figures of the
Yaksinis and the half-nude ones of some of the deities
and the female atrendants of the Royal household were not
chiselled out for depraving the human taste, bue they were
considered as symbols, as it were, of the basic creative senti-
ment, fpigara. It should again be remembered that ‘to
che pure every thing is pure’ and that art being an  expres-
sion of the Beautiful, It is not a believer in the commonplace
notions of indecency and indecorum, As light and shade
—brightness and darkness—appear as different shades of
the same resplendency which means beauty when viewed
from different angles of vision, so both of them are indis-
pensable media for the realization of the Absolute, the
transcendental Beautiful.

Now let us illustrate some of the icons of some main
ragas that form the fundamental features of Indian music.
They are:

1. Bhairava: The riga bbairava represents the image
of the Lord Siva. He possesses two hands and three eyes.
The carrent of the sacred Ganges rushes down his tawny
matted hair, the crescent moon is on his forehead, crawling
serpents are in his hands, a garland of skulls is round his
neck, and he is dressed in a tiger-skin, A shining crident
and damarw (kettle-drum) are in his bands, He rides on the
bull, Nandi.

2. Malava-kaniika: Heisa lovey youth. Though
he drinks honey (madbs), yet he looks grave and serene.
There hangs a garland of pearls round his neck, and he
wears a blue linen. He is engaged in merry-making (rase-
kridd) wich fair young maidens.

3. Hindola: He is a lovely youth surrounded by
beautiful young ladies. He looks like an embodiment
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of love., The spring blossoms around him wich all ics
beauty and lustre. He swings amongst the maidens who
are playing the veepds and beating the drums. [t is said
that the Lord Siva created him out of his navel-lotus (nabbhi-
padmay).

4. Dipaka: Heis youth, and wears a red cloth,
Thete shines a fine garland of pearls (gajamukea) round his
neck. He is always engaged in merry-making wich the
youths and young maidens. Riding on an elephant, he
travels on bills and dales during nighe time, He sings a
celestial song that soothes the heart of every-one and at the
same time creates fire which destroys all the trees and
animals of the forest on the mountain, It is said thae
dipaka-raga originated from the scorching rays (eyes) of the
sun.

5. Sri: He wears gatlands of padmardgamani and
sapphices.  He shines like hundreds and thousands of suns
and moons. He is seated on a golden throne, wearing a
snow=white cloth, and holding a full-blown lotus. Some of
his beloved maidens (mdyikis) are singing and dancing
around him, and some others are playing on wveepds and
tamburds, accompanied with drums. Icis said chac Sri-riga
originated from the navel of the earth.

6. Megha:, He isof deep blue colour like cthat of
the blue lorus. He wears the ochre cloth (gairiks), and
his matted haits appear like the cluster of clouds. He
holds in his lefc hand a wident (trifild) and in the righe
a sword (krpana). He looks like a young warrior. In the
descriptions of the icons of the rigas, I have mainly
followed Sarigita-tararigini by Radhi Mohon Sen of Bengal.
Besides these, there are other kinds of descriprions of the
conceptual forms of the rigas, composed by different pocts,
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Now, what is the exact time when the conception of
graphic representations of the musical modes or raga-themes
came into being? Nanilal Chamanlal Mehg is of opinion
that the idea was unknown to the poets, seers and the
painters of the 15th century, and also co Saraigdeva (early
13th cencury), who wrote his standard work on Indian
music, the Sangita-Ratnikara, in the coure of che Yidava
King Sifihana of Devagiti. Now, it was the common practice
that the painters copied and translated che ideas of the poets,
and those poets were no other than the scers of the rigas
and the sabitya of music. The intuitive philosophers, pocts
and seers of music furnished the intellectual and  aestheric
materials of the conception of the pictures and stone-figures
and set down the rules, on and within  which che artists
were free to express chem,

Regarding the date of the emergence of the rdga and
ragini pictures, Mehtd has further mentioned in che Studies
in Indian Painting: It is, therefore, probable that the
Rigini piceure fitst came into vogue some time in the 16th
century, aftec the advent of che Moghuls, when the entire
fabric of the common lite of the people was undergoing a
subtle transformation which found expression in the propa-
gation of the cult of Bhakei, broadcast through the exalced
verse of the Vaisnavite poees, and the inspired word of Chai-
tanya...for unlike the Gupta renaissance, the 16th century
revival was democratic in its natute and universal in its
appeal. It is also interesting to note that there are Hindu
as well as Moghul versions of Ragini and Baramisi (seasonal)
pictures, which can be easily distinguished by their charac-
teristic differences of style and treatment, Some of the
Moghul melody-pictures have Persian inscriptions. A good
Rajput Ragini picture has more of temperament and imagi-
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native feeling, while the Moghul version is generally perfece
as regards the splendour of its stage effects.  The Rampur
State Library has an excellent scries of Rigamala pictures in
the Moghul style of the late 18ch or the early 1gth century.
Most of the Ragamala belong generally to the 17ch and
the 18th century and there are not many pictures which
can be confidently assigned to an eatlier period”.*

Now, before coming to any decision as to whether the
Ragamali pictures (irst came in vogue sometime in the
16th-17eh centuey AD., ler us discuss some of the com-
ments, made by che experts in the field of art and culcure.
There is no doube thac cthe ancient musicologists formulated
some theories of music, and the conceprual form of every
raga was composed according to those theorjes. So far as the
printed Sanskrit book on music is concerned, we get Pandic
Somandcha’s Riga-vibodha (1609 AD.), and in that book
we gee the conceptual forms or dbyanas of many of the
ragas. Some ace of opinion that Nirada had already com-
posed the conceprual forms of the rigas io his Pasicama-
sarasambita, generally asceibed o 1361 Saka, which corres-
ponds to 1440 A.D. Dut there is a controversy regarding
the date of the said book, and it is also a matter for inves-
tigation whether Nirada composed dbydnas prior to Pandic
Somanith (1609 A.D.) Now, besides the tonal forms, the
conceptual form of each rdge has been conceived in two
different ways, one, wich the body of sound (nida-tans) and
the other, with the body of deity (devamayas-tanw). The
coloucful paintings of the rdgas of the Rajasthdni School
were exccuted in Rajputand, and Dr. Coomaraswamy is of
opinion that these paintings wete executed from the carly

1 Mr. Metd has used the spelling ‘Moghul' instead of Mughal.
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13th to the middle of the 1gth century A.D.  He has said
in his celebrated Kajput Paintings (Oxford, 1g16):  “Rijas-
thani paintings are those works which have been executed
in Rijputand from Bikdner to the border of Gujedr, and
from Jodhpur to Gwilior and Ujjain. We either know, or
may infer that the greac centres of Rajasthni paintings have
been Jaipur, Orcha and Bikdner, and presumably Udaipur
and Ujjain, possibly also Mathurd ac an ecacliest dace,,,
Its period may be taken as from about the beginning of
the 13th century A.D. when the Rijpucs were disposessed
of capital cities such as Delhi,, to the middle of the 1gth
century’, Percy Brown is of opinion that the Rajasthani
Ragamala paintings were executed from 1550 to 1900
A.D. Regarding cthe characeeristics of those paintings, he
has said:  “This Rajpuc painting, for that in the cicle by
which it has become designated, is essencially Hindu in
expression, and in many aspects demonstrates that it is the
indigenous arc of India, a direct descendant of the classic
frescoes of Ajanta,”

Besides the Rajasthani Ragamala piceures, there are
Pibadi, Mughal and post-Mughal rigi-ragini paintings.
The Pahadi paintings of che rigas evolved from the land
extending from Jammu rto Almorih, and within chis vast
region, the paintings of Jammu and Kianged Valley were
of greatest value. The Rijpucs of the Kangrda Valley
protected the region from the invasion of the Muhammedans
until  1806-1846. According to Percy Brown, the
Ragamala paintings of Kangrd reached the zenithin pictorial
quality. '

During the reign of the Emperor Akbar (1542-1605
AD.), the Ragamali paintings were executed with new
vigour and spirit. Basil Gray has said in connection with che
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intermingling of the Mughal and the Rajasthni Ares: «He
(Akbar) was the real creator of the school of Mughol paint-
ing as of the Mughol Empire”. Mughol paintings of the
ragas of that cime were influenced by Rajasthani paintings,
to some extent, because “che Rajpuc Rdjis bad a special
position in the Mughol Empire..c.... The Rijis of the
Rdjpuc States now helped the vernacular renaissance by
supporting the poets, musicians and painters, while at the
same time, through them, the Hindu and the Mughol made
coneact’.! Regarding the Rajpuc portraic of the indigenous
school, Prof. O. C. Gangoly has said thar “afeer the
development of Mughol school of Portrair in the early
16th centucy, the two schools, the earlier indigenous Indian
and the later Mughol—got entangled and influenced cach
other, It is now, therefore, difficulc from the products
of the fusion of the two to recover the outlines of the
caclier Hindu traditions and the few surviving examples
seem to prove thac the pure Rijasthini idiom has been
practised side by side with the mixed Mughol seyle” (Marg.
Vol. VII, Sept. 1954, No. 4, pp. 14-15).* This can also be
applied to the Rajasthani paintings of the Ragamald pictures,
Prof. Goetz has also expressed the same opinion, while
dealing with Réjpur sculpture and painting under Raji
Umad Singh of Chimba (Marg, Vol. VII, Sept. 1954).
Many ate of opinion that from the 13th-14th to 18th-19th
centuty, the Rdgamali paintings and the visual raga-rigini
pictures evolved with theic exquisite beauty and colour,

The Bijapur School of Rigamali paintings also reached
its zenith under the patronage of Ibrahim Adil Shih II.

1 Basil Grey has used the spelling *Mughol.
2 Prof, Gingoly has also used the spelling ‘Mughol’.



330 A HISTORICAL STUDY OF INDIAN MUSIC

He was a contemporary of Akbar and Jihangir, and he
“stove hard to evolve a distinctive Deccan culture which
incorporated what was besc in indigenous and [foreign
tradicions”, Adil Shih II was a tine musician and composer,
and the Kitib-i-Nauras is a genuine proof ol his musical
talent. He composed many songs in bhopali, malbar, gauri,
kedira, porab (piirot), kinada, dbanasri, dsivari, rimakels,
mary, nawrez (?), ete, De. Moti Chandea has said 0 lus
atticle, Portraits of Ibrabim Adil Shah Il (Marg, Vol. V,
No. 1, pp. 24-28): “lt is interesting to note that in
several songs certain rigas are visualised.  Bhairava 15
"wisualised as Siva with the crescent moon upon the fore-
head, holding a human skull in one hand and ceidenc in
the other ; he is served by the bull ; he wears a tiger
skin and scrpenes are his ornaments, Malbir visualises
fainy weather with dark clouds, the lightning, the trees
with new leaves and dancing peacocks. Asivari is a
beautiful young woman weating red garments and yellow
bodice ; Kalyani, again a charming woman, wears varic-
gated indigo garments ; Karpdsi is visualised as a charming
lady wearing an indigo blue sdri and blue bodice, and
Rimakeli is visualised as a charming girl of dark complexion
playing with her friends”. Buc Dr. Moti Chandra has
raised some doubt whether these Deccani Hindi dbyina-
mantras are based on some Sanskrit text, which remaing to
be traced, To this it can be said thac dbyana-mantras,
though differing in their compositions or descriptions, ate
to be found in the Sanskeic texts on music by Pe. Somanith,
Pt. Diamodara, Nirada of the Riganiripapa, and others.
Now, regarding the original quality of the Bijapuri style of
Ragamala paintings Dr. Moti Chandra has further saidg)
“If Akbar gave a new direction and outlook to
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painting in the North, it was Ibrihim who brought
the Deccani painting to a perfection which could claim
for 1t an important niche in the vemple of Indian
Art”,

The Ragamala paintings of Murshidibad, Bengal are
also worth-mentioning in this connection.  “The first
phase of Mughal painting in Bengal”, says Robett Skelton,
“begins with the decline of patronage of Delhi during the
reign of Auvrangzeb (1658-1707). The Murshidibid
technique of Rrig.-:mﬂﬁ paintings really reached their zenith,
during the shore reign of Sirdj-ud-dauld, the young Nawib.
Qut of a set of four Rigamali paintings of the period in
the collection of Mrs. D"Atcy Hart, one depices Hindola-
Riga (1755 AD.) and the other Kakabba-Ragini (1755
A.D.)." Among the paintings from other Ragamal scts
of the same period, mention may be made of §yamagujjari-
Ragini (1755 A.D.) in the collection of Bodleian Library,
Bhairavi Kagini (1755-60 AD.) and Kediare-Ragini (1770
A.D.) in the collection of India Office Libraty and also
that of Vilavala-Ragini (1770 AD.) fin the collection of
Victoria and Albert Museum®'. Robere Skelton has further
stated chat *'a characteristic female type from the series is
found in the Kakubba-Ragini, where between two leafy,
fruic-laden trees, the gitl is watched by peacocks as she
awaits her lover with garlands, Among paiptings from other
Rigamild scts, which can be assigned to this period, the
treacment of Syimagujjari from an album in the Bodleian
Library effectively draws us into its mood of quiet
reflection, Another painting in the same collection depicts
a young gitl bedecked with jewels and garlands approach-
ing a shrine at night, her supple charms emphasized by
the sombre simplicity of the background. The row of
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dark, rounded bushes edging che horizon in this picture
is a characteristic Murshidabid idiom™.

It can be said in conclusion that the pictorial
represencations of che ragas of Indian music are essential
for formulating the imaginative impulse which is respon-
sible for transforming the abstract notes of music into
concrete forms or images. The pictorial representations
of the rdgas are necessary for visualizing the aesthetic or
emotive cssence of the ragas, for che attainment of perlect
peace and enlightenmenc in this domain of delusion.

APPENDIX TO THE CHAPTER XIV
The Dhyinamantrams and Sabityas of the Five Principal

Rigas:.

Ty

I. ﬁ(q; -
(a) e frrfresiEa
' af g fraagaas e |
WIEAfagaat 7 T
g safy d s )

—— e

1 There are different descriptions of this dhydna,
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(b) gaty g fRedy qrm: |
ey ft fafa: Saaifgs ge=aa: |
daatfrsdraa sten: of@ifea: |

2. AIEAREE: (@R ) —
(a) wmemeni geiRal
dt: |ty Famar |
et dRxdaaTan-
areftadt sra TR s o'
(b) oesEEimEE: e SR aa
qEAT ST §4T FEAETEEAT: )

1 There are different readings of this dhydna.
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(a) TrafrsT wrgmfwag
g “aArgaTgaE: |
% wrTafasmgs
fe=gtacrn sfugt gHi=d: |

(b) feaR foaas: aad: sfuar g9 )
qET gEuAT A e FEdga: o
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4 TATH i—
(a) FTET-TaId afasteETe
TESFHFIL G T30 |
@ fads o
aat axIHl FFaEagin o
(b) azemglaseara: gequ godr A |
AT TERATRI, AT AT GET

1 There are different descriptions of his rdga.
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5. ¥ i—
() =ETREET WAL
T TR |
LECHEGEE N TE R
s Fefagranfa: o
(b) T @ = faeara: swdy fFngfa:
Qs WTRE: FEAT ST @ |
HHY BT EAREEEEAAE, |

1 There are different readings of this line,



THE ICONOGRAPHY OF INDIAN MUSIC 337

(a) aitmeman-gfisgmmmsa:
T AR aATaRAa=gT I |
PR HEEE
Aty awfa gar fen e o

(b) 3 qui waa: @ SEOTEE: |
fagar daa g SHREWE: 1
—m (Tanjore edition, 1952),
It should be noted in this connection that though the

tonal forms of some of the ragaes have now been changed,
yet their dbyana-forms shall nearly be the same.

22
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I

It has already been mentioned about the midamays and
devatimaya forms of the rigas. Pandiv Somanith (160g
A.D.) has desceibed the nidamaya-ripa of the rigas n V.
11-12 (paiicama-vivekab) and the devatamaya-riipa V.
167-168. Pt. Somanith has said,

(%) meREUfr Cw ahe Fa
AERA | YaHd FASAEISHEAR 0 930

gy | argvRs rswiEEEen wrfiae o dmad 9 -
Wad 1 wgfgfd & mwAISEER T @ ARAY 7 §9-
AT ; FFAHY (—aq.siramm nyan
(@) =% e9AAE AV AEATAAA, |
o AqaTHAfaE FAE: $97 FTEEE 1
BT ATAHTNRE WA FAGHXT T | 6=

In fact, the nddemaya form of a rdga is the svara-rip.
(tonal or sound form), whereas the devatdmaya form is the
dbyana-riipa (contemplative divine form), Regarding the
devatimaya-ripaoc divine visual form ofcthe rdga, Peof, O, C,
Gangoly has said: “How can the lengnage of words be
cranslated into the language of visible forms? Bue the new
discoveries of science in various spheres are achieving new
miracles every day, and expert scientists have discovered
common fundamental principles underlying the language of
sound and the language of form. It has been proved thac
when sound develops a very large number of vibrations ic
can convert itself into visible forms. At such a stage audible
things and objects become apprehensible on the path of
our eye-sight. Buc chese miraculous reconciliations of contra-
dictory forms of natural phenomena do not much help us
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to find a logical justification for representing musical forms
in the cffigies of visual forms and colours. This practice
can only be explained on the basis of cerrain peculiac
theories as to the essence of Indian melodies, enunciated
by our musical sages. According to this theory, it is
believed that each rige oc rdgini has its peculiar psychic
form, corcesponding to its sound-body over which the
former presides as the nymph, deity or devard, the presiding
genius or the god of thar particular melady, These devatds
of Image-Forms dwell in the supercerrestrial region—the
Paradise of Musical Symphonies—from which ethereal
region each melody could be evoked and induced to
deseend to this earch through the prayer of the musical
peclormer with the aid of the definite of symphony, peculiar
to each melody. In order to induce these angels of music,
the rdgas and rdginis to descend from cheir Paradise to the
dusty level of this carth of ours, our music practitioners
have to undertake strenuous penances and sadhand and send
up their prayers in peculiar shapes theough ditferent forms
of meditative processess and formulas, to please these
Angels through these melodies, descend on the voice of
our singers and on the strings of our musical instruments.
It is furcher claimed by our musical sages thac by the
recital of these dbyina-flokas, that is to say, the contempla-
tive verses describing the melodies, one can visualize the
Angelic Forms of the riga-devatis. When these presiding
Angels of melodies descend on chis earth, being pleased wich
the adoration of our musical sidhakas by reason of their
spiritual presence, this lictle piece of macecial earth of ours,
at least, for a short time, is turned into a Paradise of melodies,
and morcal man, through the medium of immortal melodies,
have the chance of tasting the Ambrosias of Heavens''.
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Further he has said: *“On the basis of these descriptive
verses painters have prepared pictorial representations of
most of the melodies in miniature sizes, the verses being
quoted on the top of each pictures. ... Thac these
pictorial diagrams, visualizing the spiric and character of
each melody, were prepared for the use and guidance of our
music practitioners, is proved by the fact that at a certain
stage the descriptive verses were composed in the Hindi
language for the benefic of those who did not understand
the Sanskrit language, At the time of Akbar, these descrip-
tive verses were translated into Persian, as mosc of the
musicians of the courc of Akbar did not read the Hindi
language, and for the benefit of this group the verses were
rendered into the Persian language, and many pictures of
ragas and ragipis bave survived, carrying the descriptive
comments, written on the pictures in Persian script and
language. ......We have a complete vocabulary in terms
of significant melodies to express the whole gamut of human
feclings in all shades and varieties of moods, skilfully woven
with the moods of nature, and related to our reactions to
the various sicuacions in life, of actions of love, of suffering,
of enjoyment™,?

I Cf. The Rajasthént Painting: 1llustrations of Rigas and Riginis, in
The PugpAfjali, published on behalf of the B, T. Mill Ltd., Burhanpur,
R, 5. (Nimar) by Mr. A, R, Kanori3, in 1957, pp. 8587,




CHAPTER XV

THE AESTHETIC-CUM-PSYCHOLOGICAL ASPECT QF
INDIAN MUSIC

I

A study in the arc and science of Indian music should
be preceded an enquiry into the mystery of the unfathom-
able depth of one’s being, Well has ic been said by che
eminene psycho-analyst, Dr, Jung that speech is originally
a system of emotional and intuitive sounds,—sounds thac
express terror, fear, anger, love, sympathy, ete. Such is
alsa the views of the Indian Aladikirikas and playwrighs,
headed by DBharaca, Abhinavagupra, Bhojardj, and ochets.
Bhatata has expounded eighe kinds of aesthetic sentiment
that come ount from the level of man's basic psychic conteat,
and generate emotional feelings or moods, like cerror, fear,
love, ere.  In music, cthese emotional moods (bbivas) or
mental attitudes manifest through the medium of the tonal
sound,

Music is the combination of word and tune,—sahitya
and sura, nay, it is an emotional presentation of sounds or
succession of sounds or tones—an emotional symbolism of
man's inner depth. When the colourful tones are presented,
both the musicians and the listeners cannot but help express-
ing theic mental acticudes ouewardly by the movements of
head and limbs, The movements of the material body ate
exercised due to che ceflex action, cotresponding to the
modifications of the mind. A riga is an emocional product
or emotive manifestacion of the mental atcicudes, and so it
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expresses the aesthetic feclings of love, devotion, anger,
hatred, egoism, etc. The incuicive artises saw in cheir
ecstatic vision the emotional forms of the rdgas, and che
poets composed theic contemplarive compositions (dbyinas),
corresponding to specific colours, movements and senci-
ments.

Music is an aesthetic representation of che arust’s mner
depth. It is rather a projection of artist’s own mental leel-
ing and imagination in the outer world. Icis, therefore,
a transformacion or translation of the ideal into the
real, or it can be said to be the production of the tonal
form or picture, corresponding to chac of the mind,
combined with colour, pitch, grace, harmony, melody,
successions of tones and microtones.

The inherenc destres or impulses of man and all animals
are the cause of outward manifestation of everything. A
man designs the ideational form or image of a thing first
in his mental plane and then projects it outside in materia-
lized form. So all the material constituencs of music are,
in a sense, the mental conscrucrion, and have their being in
the outside world, corresponding to mental images. Indian
Vedantists also admic thac the ourward expressions are but
the reflections (prativimba) of chings behind the mind, and
they are known as vimba, like the image of a human face
on a mircor. It is a dowble or projection of che real face
behind. Music 1s, therefore, a psycho-material or ideal-
real object, and so the intvitive artists culcivate music  for
appreciating both its forms, ideational and real—subtle
and gross. In fact, music is designed, apperceived and
enjoyed both inside and outside. As the First-born Lord,
Isvara projects without efforts the manifold world from
within, in order to witness and enjoy His own beauty
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and glory par excellence, which is known as the sportive
play (fla), so an arcist of music begins music wich the
help of tones and tunes from within and then enjoys the
beauty, grace and grandeur of his own projection (srsti).
The works of construction and enjoyment of music happen
simulancously or co-existently, as Dr, S, Alexander says in
some different way, in his Space Time and Deity that the
enjoyed and the contemplated are  together or compresent.
He says: “The contemplation of a contemplated object
15, ol course, the enjoyment which is wyether with thac
object or is aware of it”. The arust, therelore, doubly
enjoys his creation or projection of music: first, the cons-
teuction of his art, and then enjoyment in himself and
appreciation from his sympathetic audiences. The case of
a sculptor or a painter is the same. All the cultivators
ot Fine Arcs, musicians, sculptors and painters, adopc the
same process, in the construction or projection of cheir
motifs or themes, though techniques and rtexcures of
cheir productions differ trom one another,

Men sing and dance to express their leelings of joy
and sorrow.  They enjoy, they lament, and they express
their awe and reverence, through the medium of colourful
tones and balanced rhythms of songs and dances, Now,
what is the cause behind? It is because the psychic
content, that lies with him, stics his emotion and makes
him to creace, project and enjoy music. It may be called
the emorional side of the musical experience, which is
known as sensuous appreciacion and creation or projection.
But psychologists, Revesz of Holland and Seashore of
America are of opinion that though the concept of
musicalicy 1s atcached to the psychology of music, yec che
musical experience in relarion to emorion and sensuous
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appreciation are not the entire ching in the field of musicalicy.
Prof. Revesz says that we musc hold fasc to che thoughe
that the musical aesthecic is the beautiful in music; and e
is the real core of the matter as far as musicality is
concerned, It has a reference to the antonomons emotional
effect of music, to che pleasure, deriving from the specific
musical intellectnal form of the are creation, which, in
musical persons, can arouse responsive [eclings and create
aesthetic experience or emotive feeling.

The aesthetic content is an important thing in che
domains of psychology and phﬂomph}r of music, and 1t
should be experienced and appraised. But such an experi-
ence is mental or psychical in ics chacacrer, and so ic muse
be inwardly digested and fashioned. So it musc be taken
that a musical person is possessed of a deep understanding
of musical form and structure, together with the inward
aeschetic content and its consciousness. In truch, 1cis the
inward tendency of the musical person to dive deep into
the mood of music and get a relation co 1c, which has
an effect on his whole spiritual being.

Prof. Revesz is of opinion that a man of music who
truly and sincerely seeks to appreciace the acsthetic content
of music, that lics deep at the bottom of tone, tune and
colour of the musical composition, profoundly feels as
though he is creating the arc. Theretore musicality is an
inbora quality *'that requires (as is also capable of) develop-
ment—itradiates the whole individual, and accordingly
forms a characteristic trait of the personality as a whole™,
Prof, Carl Seashore and psychologist Johannes von Karies
are almost of the same opinion, though they differ from
Prof. Revesz, regarding the symprtomatic characteristics ot
musical aptitude and musical talent.
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Now, whac do we mean by aptitude and talent ? These
two things are essential in the creative or interpretative
field of music, together with the real appreciation of both
the psychological and aesthetic contents. By aptitude we
mean the inborn capacity of a person, that belps him to
realize and develop certain general or specific types of
behaviour, properties, and capacicies, Therefore aptitude
is a potential abilicy and a nacive latent endowment, by
means of which productive powers may be realised through
the operation of envitonmental factors and the systematic
teaining of the personality.

On the other hand, talent indicates capacities far above
the average in a special field of human activity, Talent
is specially evident in che realm of music like prodigy.
[t has been divided nto  two types, the creative and che
reproductive-interpretative, Though sometimes they mani-
fese simultancously in one peeson, yet they seem highly
independent,  Buc inspite of all chese things or  capacities,
one should lay paramounc stress on che spontancous musical
inspication, welling up Erom che depeh of the unconscious.
The unconscious or subconscious layer is the original base
of the psychic content, end it sends- forth inspiration and
creative urge, to compose ot compile music and ro create
beauty and life-force in it. The unconscious vt subconscious
layer is the ‘vast field’, say Swimis Vivekdnanda and
Abhedinanda, where hundreds and thousands of im pression
(sarhshdras) of pasc and present incarnacions of every living
being lie burried, These embeded impressions or psychic
contencs ace the prime-mover of characcers and habics of
all living beings.

Psychology of music is exclusively concerned with the
awakening of the Hashes of the primal psychic force-centre.
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The study in the psychology of music brings unto us a clear
understanding as well as an intwiove perception of uulicy
and importance of the force-centre, and it gives us a full
realization of the real object and ideal of the musical
contents. The greac laboratories like those of Bell Telephone
Company, Harvard and lowa Universities of Amenca, have
made considerable researches on the psychological aspect of
music, which have enriched the Western musicology.  We
are glad to know that in India, the Deccan College of
Poona has started researches on physics and psychology ot
music under the able guidence of Dr. Sankaran, Dr. B.
Chaitanya Deva and others. Similacly che lndian Instituce
of Science at Bangalore has starced psychological study and
research of Indian music. Their scientific findings will
undoubeedly help us 1o unravel many things of music, that
still remain as myscerious, unsolved or unexplored n the
field of musical study. The University of Jabbalpore and
that of Annamalai, Madras are also making experiments on
the effect of music on the properties of matter and planes,
from the standpoint of Organic Chemisery and Botany, All
these new constructive expetiments and researches on Indian
music will pave che pach of che artists and the musicologists
to visualize and interprec music in a better and more lugical
way.

Il

It has alceady been said thac sound is the fesh of music,
and melody, emational sentiment and mood are its blood.
Sound evolves in a successive order from che subterrancan
self. *'The science of sound"”, says Dr, Miller, “is relaed
to at least three phases of human endeavour, the intellectual,
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the urilitarian and the aesthetic”. The Indian Tantra
and other philosophies admit more than these three phases.

The freld of science of sound still ramains unexplored.
Hermann Helmholtz was a great German scientist of the
nineteenth century, and his book, The Sensations of Tone
explored the mystery of structure of musical sounds and
their intervals, nature of voice production and hearing,
and development of musical scales, piceh, colour, etc, After
him, Keinig, Raybigh, Boehm and other eminent scientists
made observations and experiments in the feld of sound
theory.  The scientists of the rtwentieth cencury, like Sir
Jaines Jeans, Sullivan, Einstein and others have thrown much
light on the field of musicology. The psycho-analysts like
De. Freud, Dr. Adler, Dr. Jung and others did some work
on the origin of the sound, and have declared that the
unconscious or preconscious is the origin of the gross sound.
The Taotra also staces chat the unconscious or kundaling is
the seac ot the causal sound or nida. The gross sound can
be classiied into two main heads, musical and non-musical.
The unmanifested sound is the causal one and icis known
as the andbata-nida. The manitested sound is kpown as
the ahata-nida.

Sound becomes musical when ic ispleasing and soothing.
The succession of sounds that pleases and sooches the minds
of men and animals are known as *rags’, and the very name
of it cxpresses the true significance of it (‘rafijayati iti
ragab'), Bharata, S@rangdeva and other authors on drama
and music have described ten  specific qualicies (dafavidba-
gunas) to determine che nature of a riga, and those
qualities arte: pirna, prasanna, madbura, slakspa, sama,
rakta, vikrusta, sukumdra, alathkrea and vyakta. Vilmiki
also says in the Rimayana (qo0 B.C.): ‘sabitaw madburam
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raktam sampannam svara-sam padi. The qualicy, rakta
signifies the pleasing sounds, emanating from veepd, venw or
varhii and vocal chord of man. In the early Chrstin era,
Bharata has also determined che ten characreristics of a ripa,
which are stricely observed even to his day, in both the
Northern and Southern systems of music.  Dut in spite ot
all these qualities and charactenistics, the psychological aspect
of music is concerned with the aesthetic or emotional side.
The psychology of music staces thar emotional sencments
are che fountain-head of music, and they ammate music
with living sensation and fecling.

Now, whac are the emotional senuumencs (rasa) and
moods (bbava)? The emotional sentiments are the acsthetic
qualities or properties of che mind (psyche), and they vng-
nate from different aceicude and  enviconmental conditions
of ic. Now the very connotation of the teem rasa, says
Prof. 5. N. Siserl, is *“'thac which can be relished' (‘rasyace
iti rasal';y”’ ‘asvadyatvit vasah’), Eftect of the relish ot
rasa, metaphorically called flavour, 1s wvery wondertul.
It creates an ecstatic joy in the hearc of the enjoyer,
and leaves upon him an impression of delight (lokote-
ara-ananda). [z is compared to the bliss, enjoyed by a Yugin
when he is in unision with the Self. The relish ol rasa
creates a concentrated state of mencal harmony (settvodreka)
unadulterated with any ocher elemenc of human nature; and
for this reason, ircespeceive of nature and substratum
of a parcicular type of rasa which is relished, there is an
outcome of joy to a sensible person (sebrdays), That is
why when karapa-rasa or bibbatsa-rasa with grief and
disgust as their basic features produce a state of jubilance
in the mind of the enjoyer, and elevate him far above che
region of human limitations and transpore him to the realm
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of total bliss (““rase vai sab, rasam labdbva anandi-bbavats"
“Taictiriya Upanisad, II-VII). It is so possible for the simple
reason that an enjoyer, in course of his cognition (bbavani)
of a rasd, feels that his individual existence in chis world,
which is subjected to diverse disabilities by vircue of his
birth, caste, stavus, wealth and other circumstances, sinks,
and be is in fvll sympathy with the sentiment which is an
expression of Self.  This enjoysome actitude is the resule
of the force of fruition which is again a mental operation or
an effectum mentis called bbogaksitva-vyapara. These two
forces of cognition and fruition (bbivakatva and bbogakrtva
respectively relieve the enjoyer of his individual existence
and identifies him with the substratum (dlambana) of the
rasa, The cumulative effect of these two forces is to remove
the collaceral obstructions from the course of identification,
which are caused by such factors as distance of rime, place
and personality, including feeling of unapproachability to
the other @lambana of rati, felc by the relisher in case of
the Sragira-rasa. The mental fusion (druti) is the resulc of
the sentimental relish (rasdsvida), which has a maddening
eliccr having an oblivious tendency’.?

The Vaisnava philosophers classify the emotional senti-
ments (rasa), into eight or nine classes, In the Bhakti-
rasiyapa, eleven kinds of emotions are prescribed  for
achieving the highest kind of love (prema), which makes
communion with all-love God possible.  The Vaisnava
sidbakas mention that the permanenc aesthetic feeling
(sthayi-bbava) is the only means of atrining the celestial
love, which knows no selfish return and material gratification.

1 Cl. The Laws and Practice of Sanskrit Drama, vol. I (1361},
Pp. 258-259,
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The Upanisad says that the all-beautiful and all-love God
is the emotional feeling Itself: *'raso vai sabh”. Madhusiidana
Sirasvati says in his Bhaktirasdyana (1. 10) thar the all-
bliss God is transformed into emotional feeling: *‘bbagavin
paramiananda-svariipab svayameva bi * * rasatameti’’.

In the Bbaktirasiyana, Madhustidana Sarasvacl says *ata
stadeva bbavatvarn  rasatim  yaii," i, ¢, the modal cons
ciousness (vret) icself is manifested as the aesthetic seari-
ment (rasa). Bhbarata says in the Nagyaldstra (V0. 32) thae
the permanent emotional sentiment (sthiyi-rasa), together
with the moods evolves as vibbava, anubbiava, vyabbicari-
bbava: ‘wibbivanubbava-vyabbicari-rasa-samyogad-rasanis-
pattih”’.  He says fuccher thac as medicine is made from
the excract of many hecbs and  vegetables, so the emotional
sentiment grows from the combination of differenc mencal
moods.  Sti-Sakuka, Bbatta Lollita, Abhinavagupta, Viéva-
nith Chakravurey and ochers and che authors of the Bhakti-
rasamytasindbu, Ujjvalanilamani, Bbaktisandarbba, Pritisan-
dbarbba, etc. also deal with the permanent emotional sentiment
or sthiyi-rasa. The teachers of music like Narada, Sraiigdeva,
Somanith, Damodara, Ahobala and others have discussed
elaborately with this subject in cheir respective works,

Bharata has elaborately deale with che theory of senci-
ment in the sixth chapter of the Natyaditra. [He poses the
question, as to what is meant by rasa. [Rasa is said o be
an experience (anwbbiiti). As a man is pleased with a good
taste of rice and diffecent kinds of delicious vegetables, so
we get experience of the permanent emotional sentiment,
originated from different kinds of mental moods, gestures
and postures.' Bharata says chat rasa and bbava are coexis-

1 “Atrfha—rasa T kah padirthal/ uveyate—BsvBdyatvit/katha-



AESTHETIC-CUM-PSYCHOLOGICAL ASPECT 351

tent, one cannot evolve withour the other, as a tree comes
out from a seed, and again it bears fruits with seeds. Bue
rasd is a primary one, and bhiva reses on ic.

Dr. 5. K. De has said in connection wich the definition
or interpretation, as advanced by Bharata in the Nigyaiisira
that *by its ambiguicy taxed the ingenuity of his followers
and led to a great deal of controversy regarding its true
incerprecation ; and as such writer tried to explain it in
his own way, it gave rise to a number of theories on rasa.
There are four such cheories associated wich the names of
Lollaga, Sankuka, Bhagea Niyaka and Abhinavagupta ; bue
Jagannitha (Rasagangadbara, p, 28) sp:aks of eight differente
interprecations’”’,*  Dr. De is of opinion thar Bhacta Lollaca
appears to have been one of the earliest formulators of such
an explanation.  Bue his work is unfortunacely lost, and ic
is said that Abhinavagupea’s 4 bbinavabbirati (commentary
on the Natyasistra) deals with mosc of Bhacta Lollata’s
theories or views on rasa. Most of the scholars are of
opinion that while explaining Bharata's theory of rsa,
Lollata “took the wvibbiva as the dicect cause (kirapa) of
rasa which, thercfore, is an cffect (anskirya or utpidys),
and the term nigpacti of Bharaca should be explained as
sepatti or pusti’.?

misvidyate rasah/yathi hi nind-vyafjana-safmskrlomannam bhuljind
rasindsvidynti sumanasal purusi harsadiideadhigacchani tathd nini-
bhivibhinya-vyaficitin vEpingasativopetin  sthiyibhdvanisvidayanti
sumanasah preksakfh harsidimscadhigacchantiftasminnfityarasi ilya-
bluvyikhyitih / ["—Ndiyasastra, V1, 32 (Baroda edition),

Abhinavagupta has said in the Ablinavabharaii: “Etaduktam
bhavati—na rasandvyipira Gsvidanam/api tu minasa eva™. In faet, the
aesthetic sentiments are felt or realized through the medium of mind.

1 Dr.De:  flistory of Sanskreit Poetics, vol, LT (1960°, p, 117,

I 1bid,, p. 118,
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Mammata and his followers have made Lollata’s inter-
pretation of rase more clear by saying that the permanent
mood or sthayin is directly connected (mukbyataya vrttyi=
siksat sambandhena) with the hero, and, thercfore, the rasa
resides in the hero. Buc there is an objection co chis cheory.
Sarikuka rejeces che incerprecation of the wepatti-vading, who
are said to follow, in their peculiar theory, the Mimiisi
school of philosophers. “Sankuka, on the other hand,
thinks that the rasa is not produced as an eflecr, buc
inferred by the spectator, and the inferred [ecling is relished
by him as rasa. ... The realization of rasa, cherefore, isa
process of logical inference, and the nigpasti of Bharata’s siiera
is explained as anumiti, vibbavas standing to rase in the
relacion of anumapaka or gamaka to anumdpya or gamya’'*
Dr. De says that vibbavas, therefore, do not constitute either
the efficient cause (kdraka-hetu) or the logical cause (jranaka-
betu) of rasa, as held respectively by Lollata and Saikuka.
Bhatta Nayaka maintains that rasa’is enjoyed in connection
with the vibbdvas chrough che relation of the enjoyer
(bboktd) and the enjoyed (bhojya). So abbidha, bbivakatva
and bhojakatva, these three different functions are necessary
for the realization of the aesthetic sentiment or rase. The
word, bhivakatva or rasa-bbavand is derived from Bharata's
geneeal definition of bhava, According to Bhagga Niyaka,
rasa consists in the sthayi-bbiva or permanent mood.?

Dr. De estimates that the theory of rasa, as advanced
by Lollata, is akin to that of the Mimathsi philosophy, the

1 See the detailed discussion in Dr, De's History of Sanskrir
Poetics, vol. IT (1960), Pp. 118-119.

2 Ibid., pp, 119-120,

3 CI. detailed description in Dr, De's History of Sanskrit Poerics,
vol. IT (1960), pp. 123-127.
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rﬂm-:h:ury, as advanced by Sankuka, is akin to that of the
Nyiya, and the rasa-theory, as advanced by Bhatta Nayaka,
is akin to that of the Sankhya philosophy to some extenc.
In facr, Abbinavagupta is of opinion that the realization
(pratiei) of rasa results from its manifestation (abbivyakti)
by the power of suzgestion, and consists of a state of relish,
known as rasand, isvada or carvana, “What is manifested,
15 not the rasa itself, but its relish ;3 not che mood itself,
but ics refleccion in the form of a subjeccive condicion of
aesthetic enjoymenc in the reader. This state or relish
partakes no doube, of the nature of |':r;1g|.'1i1:i+:ln...".I This
rasa-theory is advanced or determined generally by che
dbugni-school, The dbuvani-school adopts *‘the moods and
feelings as an clement of the unexpressed, and tries to
hatrmonize the idea of rass with the theory of dbvani or
* Dr De is of opinion that the elaboration
of the rasa-theory, however, by this school (dhvani-school)
m the dircct tradition of Lellata, Sankuka and Bhawa
Niyaka, is associated by Mammata and others with the
name of Abhinavagupta. All the later writers of the
dbvani-school, from Dhanafijaya to Jaganndtha, have
accepted, more or less, this cheory of rasa.

Bharata has given the tlaborate description of eight
kinds of emotional sentiment or rasa, and they are:
friigara, hasya, karuna, raudra, veera, bhayinaka, vibbatsa
and adbhuta (creacive, laughing, lamenting, atmcking.
valorous, fearful or rapid expanding, ridiculous and surpris-
ing sentiments), Bharata has mentioned them as,

suggestion’”.

1 Ibid.pp. 131-132.

2 This view is generally maintained by Apandavardhana and his
followers. But it should be remembered that there is some difference
in the general theoretical positions of Apandavardhana and Abhinava-
£U Pl

23
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Seagdra-hisya-karuna-raudea-vica-bhayinakih/
Vibhatsidbhuta-satajfiau cecyastau ndtye rasih smreib /g
—Natyasastra, VL 15

Viévanith and other Alarhkarikas bave admiteed the
motherly feeling or “cenderness’ (vatsalya or vitsala) as the
ninth emotional sentiment. But the modern authors on
Alamkaratastra include ‘calmness’ (fanta) as the minth rasa.
From the eight kinds of sentiment (rasa), eight emotional
moods (bhdvas) originate, and they are: atfection, laugheer,
grief, anger, ridicule, Eear, hatred and surprise (rati, hisa,
joka, krodba, wpabisa, hbaya, jugupsi and vismaya).
Bharata has stated them as,

Ratir-hiisasca fokasca krodhorsihau bhayam cacha/

Jugupsi-vismayasceti sthiyi-bhivah prakiccicaly/ /

— Nityafastra, VI. 17.

It is a fact that Bharata has not mentioned abour
the fanta-rasa, which develops from nirveds or Sama, n
the Natyalastra, and instead of it he has described the
adirasa, §rngara (but in the Kavyamald edition, of Bombay.
of the INS., the ninth rase, fdnta has been mentioned).
The fanta-rasa brings wanquillity of mind. The sattvila-
bbavas of the fanta-rasa ate horripilation, perspiracion, cool
teats and change of voice. Buc according to  DBhatea
Prabhakara, §anta-rasa can prevail only in che frivya-bivyas,
and not in the dramatic liceragure or nataka. “Buc latec
rhetoricians like Jaganndtha ably refuc= this view and
believe that even the scenic art can, without prejudice,
admit the ninth rasa.  In actval practice also, the view of
Jaganndtha finds support in plays like the Bhatrhari-nirveda®.

The very few canonists like Vidvandtha believe in the
existence of the tenth rass, vatsalya or affeccionate senti-
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mene, “‘which subsises becween the parent and child, gurs
and his pupil, and all such individuals celated inter se as
pecsons in loco parentis et fili, like the ruler and the
ruled. Buet all such feelings ace subjecc of hbivadbvani,
and for the reasons detailed above they are incompetent
to prevail as ducable staces and develop into independent
rasas. Even Panditcija Jaganndcha, cthe most modern and
ravonalist among the classical cricic canonises does noc
feel inclined to go far beyond che dictum of Bhacara in
recognising eight rasas and co favour chie lonse opnions ok
poeticians like Rudeatd and Bhojadeva™.2

Bharata and che post-Bharata poetics regard che sex-emo-
tional feeling (friigara) as the primacy one, [t is, in reality,
the primacy divine impulse of creation or creative ucge and
an outward expression of the subconscious or unconscious
mind, which has been described by the authors of the
Tantea and Yopa philosophies as kimakali or kundalini. The
kamakala or kundalini is no othar than the unmanifesced
divine creative energy that lies latent in the bed of the
basic centre of consciousness, known asthe miladhira. As ic
is in icselt uomanifested, it is known as the coiling energy,
and the Tantra philosophy has described it as a seepent thae
moves in a crooked way and thus symbolises che expression
ot dynamicity, The latent as well as che potenc phases of
the kupdalini is said to be che undivided Prakeci, cthe
undifferentiated consciousness. In Vedanta, che latenc bunda-
lini may be compared with the avyakts [fvars, whereas che
potent one, as vyakta livara or Hiranyagarbba, from which
the manifold universe evolves. It is the *hunger’ (tanbi) as

1 Cl. Dr. Surendra Nith $astri: The Laws and Praciice of
Sanskric Drama (VAcdnasi, 1961), pp. 284-85.
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the English philosopher, T. H. Green has said, and the
kima or tapab, as mentioned by the Upanisad. It has
been alligorically described in the [Jpanisad that Prajipati,
the Creator desiced to be the *many’ and he manifested
him as many or the manifold universe, The divine
desire (kdma or satakalpa) of Iivara=Hiranyagarbba was the
product of the basic senciment, syigararasa. It is, chercfore,
absolutely different from the ‘libido’ or natrow sexual
impulse, as advocated by Dr, Freud. Drs. Adler and Jung
have called it an ‘energy of life’ or a ‘psychic energy’ that
forms the background of all kinds of desire and impulse of
all living beings. Bergson calls it as élan vital, which may be
compared with the dynamic phase of the cosmic energy or
Praketi. The Alarhkarikas have divided che frigirs-rasa
into two, and they ate vipralambba and sambboga.

Bharata has elaborately desctibed about the emotional
sentiments with their classifications in his monumental
work, Natyafdstra in the 2nd centnry A.D. He has said
that the original emotional sentiments (vasas) are four in
number, and they arc §yigira, raudra, veera and vibbatsa,
From them originated successively bisya, karuna, adbhuta
and bbayanaka.* All these sentiments are possessed of colours
(varpa) and presiding deities (devatad). The seets of music
have imagined that everything in this world is animated with
the life-force or energy. The authors of drama and Alarhkira
have divinised the rasas, bbavas and chandas. The auchors
of music have described the tones and tunes,—the rdpas and
riginis as divine and living. Bharata has mentioned about
the colour of frigdra-rasa as blue-black, that of hisya as

1 Cf Niryaddstra (Varinast ed.), VI, 39-41,
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blue (asita), those of raudra, veera, bhayinaka and vibbatsa
as white (kapota), red, yellow (gaura) and black respectively,
The prcsiding deities of the rasas, Sprigara, hasya, raudra,
karuna, vibbatsa, bhayinaka, veera and adbbuta have been
conceived as Visnu, Pramatha, Rudra, Yama, Mahakila,
Mahendea respeccively (—CI NS., VI, 42-45).

The basic jatis (jatirigas) used to be sung according to
their respective emotional sentimencs (rasas): “‘jitayo rasa-
sathsrayib” (NS. 29, 16). Bharaca has said chac the tones
of the rdgas should be produced, according to eight emo-
tional sentimencs, and che senciments of the seven tones
might be used in two different ways ;;

I. Yo yadi valavin yasmin svaro jiti-samasraydc/

Tac-prayukee rase ginam karyam geye prayoktr-
bhily,
Madhyama-paiicama-bhuyiscam hisya-srogacayor-
bhavee /,
Sadjarsabha-prayakecam veera-raudeddbhucesu caf/
Gandhara-saprama-priyam karune ginamisyate/
Tatha dhaivaca-bhuyistham vibhatse sa-
bhaydnake/ /
~—Naityasisira, (Vacinasi ed.), 29. 12-14.

II. Hasya-sriigdrayoh kiryau svarau madhyama-
paficamau /,
Sadjarsabhau ca kartvayau veera raudedd-
bhutesvatha/ /|
Gandhirasca nisidasca kartavyau karune rase/
DhaivataSca prayoktabyo vibhatse sa-bhayinake//
—Ibid, 29. 17-18
The former one has been mentioned regarding the dominant
tone of the ragas, whereas che latcer one for ordinary tones
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of the rigas. In the Sangita-Ratnakira, Sicangdeva has
mentioned about the distinceive colours of the rtones,
which are produced according to the vibrations and pitches
of the sounds of the tones. Sirangdeva says,

Padmabhaly pifijarah svarna-varnah kunda-
prabho'sitab /

Pitah karvura ityayam,....u e /[

The commentator Sifahabhiipila has made it clear, when
he has said ; *“padmabbo rakta-varpab sadjab, rsabbastu
pifijara isat-pitavarnabh, gandhirah svarpa-varno'tipita-varnak,
madbyamab kunda-varnab iubbarab, paficamo’sita  krspa-
varpap, dhaivatab pita-varnsh, nisadab hkarvero  vicitra-

varpah’ 2

11

We know that the vibrations of the atoms produce
elecericity, sound, light, aeschetic sentiments and emotive
feelings, ete. As light and sound can be perceived and felr,
so also the colours, sentiments and emotive fr.:lings.
Similarly attempts for decermining che colour-theary of the
musical tones were made in the West. Specially from the
middle of the 18th to the middle of the 1gth century A.D.,
the seven specific colours of the seven musical tones were
made clear. Besides Louis Bertrans Castel's ateempt, we
find that George Field (1787-1854) appropriately deter-
mined the respective colours of the seven (European) tones.
In 1816, Field frst published his Chromatics or the
Analogy, Harmony and Philosophy of Colours. In working

1 The Sangita-Ratndkara (Adyar ed.), Vol. 1 (1943), p. 96,
2 Vide the Appendix attached to this chapter.
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out his analogy with music, he associated the cone C with
blue, E wich red, and G with yellow. The Diatonic Scale
thus became :

C =Dblue G =yellow

D = purple A =ycllow-green
E =red Be=green

F =orange C=blue.

But Proft. A. B, Klein said chac chis decermination of
Prof. Field was not correct for his inadequate knowledge of
pbysics and chemistry. Yet, in spite of his shortcomings,
Field must be given credic for some very original cheories.
Afterwards F. O, Macdonald adopeed the Newtonian scale,
and published his cthesis on Sound and Colour, in which he
proved the colours of the seven tones as,

C=red

D =orange G =blue
E =ycllow A =indigo
F = preen B = purple.

Prot. Klein said chat Macdonald's estimation was not
correct for want of proper mathemarical value, Buc after
Macdonald, Sic William Barnett, the Science Master at che
London International College made a much more chorough
investigacion of the vibration theory of colour harmony.
He found that the succession of colours in che spectrum
was red, orange, yellow, green, blue, indigo and violet, and
likewise, the succession of the musical tones in cthe scale
was C, D, E, F, G, A, B.

After Barnert, Edward Lacy Garbetr, F. . Hughes and
others made investigation upon the colour theoty. F. G.
Hughes was a great-nephew of Erasmus Darwin and a
cousin of Chirls Darwin. In 18383, he published che
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chesis, Harmonies of Tones and Colonrs, and adopted the
following Diatonic Scale;

C=red

D =orange G =Dblue
E=yellow A= violer
F=green B == ulcra-violet.

[n 1881, Theodor Seemann published his chesis
oa The Laws of Calour-Elarmony, based on Hay's paper an
Laws of Colour-Harmony, and he tound the colours of the
tones of the Chromatic Scale as follows:

C =carmine F=pgreen-blue
C 4 =scarlec G =blue

D =orange G4 =indigo
D+ =yellow-orange A =violet
E= yellow A4 =brown
F 4y =green C=carmine.

Prof. Seemann remarked: “We thus see chat the
colour scale consists of colours and shades in their vibrational
~ order as in music, ascending and descending by semi-tones”.
(vide also Mes. Sargent Florence’s devisement on the simular
Chromatic Scale), Buc in Prof, Klein's opinion, Seemann’s
investigation was also not correct.  Afrer Prof. Seemann,
Peof, Campbell, Prof. Wilkinson, Rood, Helmholcz,
Ruskin, Church and ochers made investigacions upon che
colour-theory in relacion to cthe musical cones, and new
lights were thrown upon the subject.

Dr. P. §. Dubash has summarized the opinions of the
Western savants, regarding the colour perception in the
baok, Colour Psychology in his own way. He has mention-
ed that Mcs. Christian Ladd Franklin forwarded his theory
that the eyes are the medium of colour vision, and

i B

-
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in their acr of vision some photo-chemical actions take
place. Eyes contain two kinds of photo-chemical substances.
“One of these is decomposed by all kinds of lighe, and by
their action of decomposition on the nervous organs of the
retina gives the sensations of black-grey-white series; the
other is decomposed in a pacticular way by red, green and
blue lights, and gives these colours and their mixtures”.
Von Kries called this theory of Franklin as ‘duplicity
theory’, and Marion Luckicsh favoured this theory and
said, *chis cheory is based upon anatomical evidence ok
the existence of rods and cones in the retina. The
former are assumed to be responsible for achromatic
sensations and che lacter for both achromatic and
chromatic sensations. The rod action is supposed to
be largely responsible for sensation of light ar cwilighe
illumination, and s in general move responsive to rays of
shorcer wave-lengeh.  The cones, however, are supposed
w act only under stimuli of brightness, represented by che
range above twilighe illumination and not to be greatcly
inceeased  in  sensitiveness by dark adapration”.! Buc
De. F. W. Edridge-Green differed, to some extent, from
Luckiesh regarding this stimulation. According to his
theory of visual purple, che decomposition of the visual
purple by light chemically stimulates the ends of the cones,
and a visual impulse is sec up which is conveyed through
the optic nerve fivers to the brain. The cones do not
contain the visual purple, buc the rods contain it between
them, yet the visual purple affects the conesand not the
rods, Edridge-Green maincained that the visual impulses

1 Vide Colour Psychology (1944) published by MNew Book Com-
pany, Bombay,
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of colour, caused by the different rays of light, differ in
character just as the rays of lighe differ in wave-length.*

Now it can be asked as to how che colour of a thing
or an object is perceived. Well it has been said by Swami
Abhedinanda, in his book, Doctrine of Karma (1947;
pp. 129-30): “You see a beautiful colour in a flower, 1f
you analyse it and study carefully, physiology will tell you
that you do not see any colour there. There is no colour.
There is some kind of vibration of ether, ltisa play of lighe,
and light is nothing but vibration. But an ignorant person
says, ‘I see ir, here it is, how can 1 deny it?” It is true
that he cannot deny it. But what he sees and feels is not jusc
exacely what it is in reality. There is a cerrain kind of
vibration which comes from the flower and produces a
kind of inverted image on our retina, And that image
even we do not see, but that image produces a molecular
change in the optic nerve and in the cortex of the brain ac
the back of our head, and then it is translaced inco feeling or
sensation, Then we try to trace the cause of chat sensation,
and by the law of causation we see it is there, That
flower has caused cthis sensation, and we call ic red or
yellow or whatever colour you may call it. The colonr
could not exist if you did not have the optic nerve, the
retina and the brain”’. Now, from the phenomenal view-
point, colour and other sense objects have cxiscential and
conditional values, and, therefore, colour is pragmatically
seen and fele, The colour, as produced by the vibrations
of the sound-unics of the ragas, 1s, therefore, possessed of
practical value. In music, colours are the medium for the

— —

I Vide—Dr, Dubash: Colour Psychology (1944), p. 6.
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appreciation of distinctive tonal forms of the rigas, and
so they are imporcant from che psychological viewpoin.
They may be the product of the vibrations of the light of
the sun, but yee they produce some sensations of tones and
tunes in the brain of the artists as well a3 of the audiences.
But chere are differences in opinion regarding primary
colours. Some Western scientists hold that primary colours
are red, green and violer, because, they say, the speceroscopy
cannot break up green into blue, and yellow and violer into
blue and red. Some again differ from it. In the Rgveda, we
find red, white and black colours have been mentioned
as the primary ones: ‘‘lobita-iukla-krypim” (‘wifga-gw-
Fumg’), and trom the mixture of these three, other colours
were made. DBuc the scientists of the modern time differ
somewhat from che names of the primary colours as men-
vioned in the Veda, Regarding the perceprion of colours,
G:nrgc E, Thorp said thac musical tones and cheir respective
colours are coalescent e, *'they are produced simultancously
by the same agenr, they are inse parahl: and also bhave
equal prominence. Therefore colour audition is not the mere
association of the idea of colour with tone, but an acrual
sensation'’.  “After studying tor months,” he further said
in his paper, published in the Edinburgh Medical Journal,
“[ first noticed that it was the slight movements of the base
ol the tongue, when singing the scale which produced these
changes in quality, colour, and form of the tones. Morcover
cettain movements of the tongue had the effect of projece-
ing the tones from the mouth, while others seemed to detain
them in the throat and impart to them a peculiar throaty
quality. In singing words, the tongue moved from base to
lip, and on this account the same words sometimes had
several colours, qualicies and forms. Thus in ‘tholy’ the
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¢ho" used to be hollow in sound and . dark brown in colour;
when the tone is more intense, the colour is red. The law
governing change of colour I have observed to be the same
as far change in quality, viz the change depends upon the
number, order, and relative loudness of the upper partials
in the tonc”.! Mr. Thorp made an experiment of this
theory on the 2o blind men, and found the following
colours, associated with the sound of musical notes; C-blue,
D—navy blue, E—hright yellow, F—brown, G-—grc:n,
A—white and B—black. *The brightness of musical
notes”, he says, “was altered according as 1t was played in
a higher or lower octave; but each note preserved its own

colour, E and F sharp giving rise always to a yellow

photism™.?

1 CIL Colour Psychology, pp. 128-129, CE also Dr. Miller: ['av
Science of Musical Sounds (New York, 1922), pp. 118-120,

1 Sir James Jeans also admitted the emotional qualities of the scales,
modes and notes of music, while discussing about the problem ol
Key Characteristics, in connection with harmony and discord. Regard-
ing it, he discussed the views of Plato and Helmhollz, and sald that the
“power of subjective imagination seems to be very strong. Some
hearers even claim to find emotional qualities in individeal notes—
here is a list from Curwen's Standard Course of Lessons amd Exercises
in the Tonic Sol-fa Mathod (1872);

Do (key-note)—strong, firm.
Re—rousing, hopeful,
Mi—steady, calm.
Fa—desolate, awe-inspiring.
So—grand, bright.

La—sad, weeping,
Ti—piercing, sensitive,

We cannot but be reminded of the Beethaven enthusiast who claimed
that a single chord, nay even a single semiquaver, of his favourite
master contained more emotional quality than all the music of Bach
added together".—Cf. Sefence and Music (Tth impression. 1953),
pp. 184.
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Dr. Dubash has given some genuine illuserations of the
cfiect of colour pecceptions in his book, Colour Psychology,
and have come to some decisive indicative conclusions, He
says that (a) the white colour has no such perceptible vibra-
tions, and, therefore, is ineffective; (b) yellow is ineffective
and is not pleasant; (c) black is unpleasant because of too
much effectiveness; (d) there is an audible difference of rone
and pitch in colours; (¢) red is che most pleasanc to the ears
though some consider green and even black as most pleasanc.
The colour sense of the musical tones can be known as
the psychic or sixth sense, and so ic should be regarded
as different from gross physical sense to some extent.
It may be called as an intuitive perception of the colour.

Again, Prof. A, B. Klein carefully dealc with the different
problems of colour-music and coloured light in his illumina-
ting book, Colonred Light: An Art Medium, published
second time in London in 1937. In this book, he forwarded
that as arts are no other than languages for conveying ideas,
so one invidual wishes to make another partake of his experi~
ence, and the struggle to find the integral word to embody
the idea is the essence of the arcistic spiric.  The special
art-language have, therefore, evolved in response to the
need for man to convey to his fellow creatures his perception
and experience of certain relations of order in the universe
as perceived and experienced by him under the limitations
of time and space. “The colour-musician®, said Prof. Klein,
“will be concerned with ideas which arise from che relation
between the physical world revealed by lighe, the physio-
logical structure of the visual organ, and the imaginative
spiric of Man. These ideas are ideas of order, of balance,
of harmony, in their relation to visual experience”.

I Vide pp. 138-145,
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Prof. Klein's research and labour have created a new
sensation in the ficlds of sound and light, though he follow-
ed his greac predecessors, who worked hard in the same
field in the past and the present. Prof. Klein informed
us that Louis Bertcand Castel was probably che fiese to
imagine the existence of an independent art of colouct-music.
Now the word ‘colour-music’ connotes the idea of light-
music, which means the sound-vibrations correspond the
light-vibrations that have emative value, and cause emotions
in the mind of sensible creatures. In Castel’s opinion, at
every period, light las been compared to sound. Such is
also the opinion of Rev. H. R. Haweis. Rev. Haweis
maintained in his Music and Morals that colour-act, exactly
analogous to the sound-art of music, is possible, and 15
amongst the acts which have to be traversed in the future,
as sculprure, architecture, painting and music have been
in the past. In the middle of the 1gth century, A. Wallace
Rimington discovered his theoty of colour-organ and proved
that sound-music and light-music might be simulcaneously
performed to the mutual enhancement of their respective
emotional effects.  Afcec him Louis Favee was also a pioneer
in the field of colour-music. He also subscribed his opinion
that music occurs in time and not in space, and thac a
colour-music could either take place in space as in the case
of juxtaposed or moving colours, or in time, as in the case
of a changing coloured light, filling the visual Aeld. He
thoughe that colour-music likely to develop firsc of all on
the lines of the lacter one.

During 1900 A.D., E, G. Lind made fresh research on
the subject, and found that colours of sound (colours emicted
from sound) could distinctly be visible from che human
voice,  From his observation of seven spectrum  coloues and
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seven notes in the diaconic scale, the following comparative
values of sounds and colours were found:

Vibrations of Sound Vibrations of Light
C — 259 i wr  Red — 476 billions

D — 289 i o Orange — g1t
E — 322 i ve  Yellow — 546
I: — 343 wan wew Grﬂﬂﬂ- — 538 i
G — 385 - Blue — 630 .,
A — 427 .. Iodign — 665 .,

B — 483 — e« Violet — 721 ,,

Now cthe human eyes are sensitive to vibrations of very
great frequency ;  “but the range of rapidity of vibrations
berween the red and the violet is only in the proportion of
about cwo to one; that is to say, the vibrations which
produce violet light ace a little more than twice as numerous
as those which give the sensation of red light. For other-
wise is it with the ear which can hear regular vibrations as
low as thirey-eicht a sccond—the period of the lowest
audible musical note (i.e. the lowest audible musical note
has a frequency of some 16 vibrations per second)—and as
high as 38,000 vibrations, which is abour the pitch of the
squeak of a bat. The proportion, it will be seen is 1,000
to 1; and that is a preliminary reason why it is difficule
to attune colour to sound. It is perhaps also a reason why
sound affects the senses mors than coloure™,

With regard to direct translation of music into colour,
Prof. Lind said: “The two arts, (colour and music) so far
in harmony as we have shown, it might be assumed thac
what would please the ear in one should please the eye in
another. [f, then, a musical instrcument could be constructed
that when pecformed upon, coloured sound would be



368 A HISTORICAL STUDY OF INDIAN MUSIC

prnduccd. we might expect lively tunes to emic brighe
colours, and sad and minor tunes subdued and secondary
colours, and pleasing and sympathecic sounds, colours of a
like nature’”’. After Prof. Lind, Thomas Wilfred Alexander
Burnett Hector, M. Luckiesh, R. A. Houstown, Lewis
Barnes, Leonard G. Taylor and others worked on the same
field of experiment and research, and they came neatly to
the same conclusion regarding the colour theory in relation
to musical sound.

While discussing on ‘past and present pmposnis',
Prof, A. B. Klein said that the musicians have appropriated
the word colowr principally to describe the sensous charm of
art of music. The musicians of the 1gth century specially
used the word colowr to describe the transformation in
effect, which resules from the use of various combination
of a given musical idea, The psychologists have cacried
out certain investigations *‘as a result of which the conclu-
sion has been reached that colours unquestionably possess
what is known as emotive value”.

A band of scholars, artists and sciencists also made
research on the field of psychological effect of colour-music,
based on the experiments on a polyphonic music, Prof.
N. A. Wells was one of them, who made research specially
on the effective value of colours, which showed *a remarkable
agreement, in a large number of subjects, as o the moods
awakened by the simple pure colours of the spectrum and
purple”, Afterwards, Smith, Wasburn, Crawford and
Dr. C. 5. Myers developed this method, after employing
divisions of perception type, equally applicable to colour
appreciation. Prof. Klein ably gave a historical review of
the past masters, who let their solid opinions, regarding
the value of the problem of colour of the musical sounds.
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From his survey ic is known that Aristotle (384-322 B.C\),
Leonardi da Vinei (1452-1519 AD.), Sir Isaac Newton
(1642-1527), Lonis Bercrand Castle (1688-1757), Robert
Warving Dirwin, Dr, Thomas Young, Goethe (1749-1832),
Hlermann von Helmbholez (182 1-18¢94),, John Ruskin (1819-
19oo) and others admiced that musical sounds carry
i them  the emotive value that inspires and animates men,
The Munsell Colour System, Typor System of Colour-
Harmony, Tudor-Hart System of Sound and Colour have
also added value to the discovery of colour-music.

The emotional sentiments and moods are the means
through  which men and women, itr:spcctiv: of caste,
creed and colour, appreciate and enjoy music. The Indian
Poetics are of opinion that without emotion, music is barren
and lifeless,  So the authors on music, ancient and mediae-
val, have conceived of colours of the rones, which have
also been approved by the scientists and psychologists of
both the East and the Wese,  Sarahgdeva has described the
colours of the tones, together with their presiding deities,
which are no other than the symbols or signs of the
respective tones. The Sarigita-Ratnikara has described these
colours and deicies as follows:

i |
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Like Bharata, Sarangdeva has mentioned that the notes,
sadje and psabba should be sung in veera-rass, the note,
dbaivata in vibbatsa and  bbayanaka rasas, the notes,

24
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gindbira and nigada in karapa-rasa, and the notes, pancama
and madbyama in bisyarasa. The tones and tunes or
melodies (svaras and rigas) have also been depicted as living
forces and deified as gods and goddesses.

v

The latter authors of music have classified rigas into  thiree
classes and they are masculine, feminine and neuter, They
have recognized the rdga.bbairava as the foremost raga:
*bhairavah adi-ragal’. Most of the authors are of opinion
that the rdga-bbairava is possessed of three main emotional
sentiments, frigara, karupa and bbayinaka. It has already
been said thar Bhatata of the Natyafdstra fame considers
frigara as the divine basic sentiment (adi-rasa). It is the
prime creative urge (k@ma or desire), by the help of which
the indeterminate Brahman (nirgwna Brahman) appeacs as
the determinate one (saguns Brahman). The eternal un-
divided One manifests as the manifold appearance: ‘sa
tapo’tapyata, ekho’ham vabusyam prajiyeys’. The Vaisnava
philosophers and the Alathkdrikas also consider frrigara
as the best possible means to enjoy the celestial love
dalliance of Ridha and Kyspa. The mystic poer Jayadeva
(rath century A.D.) describes Radha as the embodiment of
Srigara: ‘Sigarah sakbi mirtimaniva madban mugdho barils
kridati’ (1,48). [f we analyse the Gitagovinda of Jayadeva
we find that no single statemenc shows the poet’s desire to
have union with Krsna, as Radhd had, and he only sings in
praise of love dalliance of Radhd and Krsna, The same
attitude is found in Chandidisa, Vidyipati and other
Vaisnava mystic poets and savants,

According to the philosophical-cum-theological works
of Bengal Vaishavism, Radhd is nothing but the transh-
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guration of the infinice potency of Love, contained in the very
natute of Krsna. [n fact, ““the divine love betweea Radhi and
Kesna has been conceived anchropomorphically, chrough the
analogies of human love” says Dr. SaSibhisan Dasgupta.
Further he bas said: *“Human love has been analysed
psychologically inco all ics varicties and niceties co the minutest
details, and it has been found on analysis that divine love can
be expressed only through the analogy of the most intense and
the most romantic and unconventional love that exists berween
a man and a woman, who become bound rogether by the
ideal of love for love's sake". This love or divine love is the
expression of the basic sentiment fyrgira or creative urge.
The stone figures of natas and nagis (male and female
dancers), depicted on the walls of the temples of Orissa,
represent the expression of the §rigira-rasa. Those nude
figures may appeac ordinarily obscene and objectionable to
the common observers, but they appear divine from the
artistic and aesthetic viewpoints. The frigara-rasa thac
saturates che raga-bhbairava, brings fixity of miund, serenity,
tranguility, concentration and meditation, renunciation
ot nirveda unto the arcists and the lovers of music, The
latter Alarikicikas consider fanta, instead of frigira, as
the basic sentiment. Regarding the senciment  fanta,
Lochana bas said: “‘moksaphalatvena cdyam  parama-
purngarthanisthatvat  sarva-rasebbyal  pradbanatamalb’®.
Following Lochana, Abhinavagupta has also said in the
Abbinavabbarati: “tasmadasti $anto rasah % % [ tatra sarva-
rasanim fantapriya cvisvido na vaisayebbyo vipariurttya|
tanmukbyatalibbac kevalam vasanantaropabita ityasya sarva-
prakrtitvabbidbinaya pirvamabhidbanam| |

Some say that the bhayinaka-rasa that saturates the rags-
bhairava or that is genecated from bbairava, creates the
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mental accicudes of terror and fear, Buc that is not the

real fact. The bbayinaka-rasa that permeates bbairava, brings
the attitudes of reverence (fraddha) and divine submission
(prapatti) o God, which help the Sidbaka to attain perfect
detachment (nirveda) from the deceitful worldly desires, Such
is also the function of the Aarupa-rasa, which is gencraced
from the toral ronal manifestation of the raga-bhairava, It
does not bring the attitudes of melancholy, grict or sorrow,
despair and dissapointment, but rather creates the mental
attitudes of calmness and detachment, The raga-bhairava has
been called as the melody-type of the confluence of nighe
and day (sandbiprakife-riga), because it brings new life,
vigour and energy to all the animate objects of the world.
It manifests itself before the sunrise, and welcomes the rising
golden sun, the force-centre of the gigantic universe. During
this time, the whole atmosphere of the Nature remains calm
and tranquil, with acomplete balance of breaching of the living
beings. The seers of music saw in their vision a harmony
between the tonal manifestation of the rage-bbairava and
the serene atmosphere of the morning. The frigira or
$anta rasa chat predominates over the whole atmosphere of the
morning as well as of the manifestacion of the ripa-bbairava,
helps men tw enjoy both outward and inward peace and
eranquilicy which are permanent.  The psychological aspece
of music is concerned with these aestheric and contemplative
things, which make music dynamic and divine.
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APPENDIX TO THE CHAPTER XIV
I
The texts from the Natyasastra (6th and 7th  chaprers)

and the Abbinavabbarati about che aesthetic sentiments and
emotional contents (rasas and bbavas):
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It should be noted that the Vaisnava Alasikdrikas have

admitted nine or ten rasas, Bhojadeva, eleven, and
some others, more than eleven rasas.
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The line-drawings of the nine emotional sentiments (rasas),
drawn by Acirya Nandalal Basu of Santiniketan.

N 4
@ . 8
v \
7 My ©
AL
5 o &
oo b

1 Brigira, 2 Hisya, 3 Karuna, 4 BRaudra, 5 Veera.
6 Bhayinaka, 7 Bibhatsa, & Adbhuta, & Binta.
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1 Srighra, 2 Hasya, 3 Kerupa, 4 Raudra, 5 Veera,
& Bhayinaks, 7 Bibbatsa, 8 Adbhuta, 9 &fola.
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I ATEMIR: It (7th chapter) :
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N.B. Consule Dr. V. Righavan: Bbhoja's Srigars-
Prakasa, vol. 1, pt. 1I (published by Kamdtaka Publishing

House, Bombay), and specially the Chapter XVIII:  Bhoja's
Conception of Rasa in the SR. Pra., pp. 450-451.
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Regarding sentiment (rasa), colour (varpa) and sacred
varpavija, Sarangdeva has said:
qanT: fre: edaq: geamiishaa:)
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—HE-TATHC: 9131 dEevE, Li.
The specific colours (varpas) of the senciments, Srmgara,
etc. have been described in the Nagyafdstra, VI 42-45 and
the Visnudbarmoteara-purana.
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These ace the Tiantric interpretation of the musical
tones. The process requires the spiritual practice or sadhana
with the help of che real spititualised soul (gaurs). Besides,
consule, in this conneccion, the theory of colour-vision as

well as *Thomas Young's Theory of Light and Colour-
Vision, as discussed in - William McDougall’'s 4An Outline

of Psychology (London, 1939) pp.223—224, and The
Mind, N.5. Vol, X.
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Now, let me take the privilege of quoting some portions
of *Relation between Tone and Colour Perception’ from che
chapter IX of the book: Introduction to the Psychology of
Music (Longmans, 1946) by Prof, G. Révész (pp. t23-
125), for which I owe my debe of graticude to the learned
author and also to the publisher, Prof. Révész has said:

““There ate certain persons—at all evencs few in number
—who automatically associate tones and tone qualities with
distinct colours, Their identificacion of isolated notes 1s
due to che primary acoustic impression, but to the optical,
munemonic, or intuitive image associated with it.  Such a
reciprocal relationship between tone and colour is known in
psychology as colour (or coloured) hearing (Synaesthesia).
By colour hearing we understand che fixed permanent asso-
ciation of acoustic sensations with nptiml' images. ln persons
with pronounced colour hearing, certain  tonal  stimuls
always create involuntarily, regularly, and constantly the
same colour sensations (socalled chromatisms or photisms).
These chromatisms or photisms can be divided into three
classes, according to type ; perceptnal, as though the colours
were actually seen ; conceptual, when the colour is envis-
aged as an ideated sensation ; and mental, when the colour
only comes to mind, when only its name is sugyested to the
conscious mind, # * #

“The tests on synaesthetes have broughe to light a large
number of synaesthetic variants, There are persons wich
a very finely nuanced system of subjective colours for all
the notes in the octave (including the enharmonic variants),
as well as for all the major and minor modes, intervals,
instruments, and vocables. In other synaesthesia is limited
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to the notes (tone qualities) with enharmonic distinctions.
Many synaesthetes construct the ‘traids’ and ‘melodies”
from individual colour elements. They ‘see’ a melody as
tiny coloured dots in a dotted line like variegated glass
beads on a string, Besides this analytical colour hearing,
there is also a *synthecic’ type. In this latter the chords
and melodies are not formed from the conscituenc elements;
but each entity appears in a definice colour, or colour
nuance, Mousical works, as  such, are ‘dipped’ as it
were in one single colour—according to the key, for
example. # * *

Brown with a deep, dark voice,
Lavender with a soft, melancholy voice.
Yellow with a shrill, high voice.
Red with a high, ringing voice,
Blue with a faidly colourless voice."” # *
—CF pp. 125-127.
Ct. also Sir James Jeans: Science and Music (1953),
and Dr. Dayton C, Miller; The Science of Musical Sounds

(1922).



CHAPTER XVI
THE PHILOSOPHY OF MUSIC

The philosuphy of fine ares like poctry, music  and
architectuce, including painting and sculpeure  generally
conveys the idea of theory of the beautiful as well as ot the
science of artistic creation and its nature, and this view was
specially maintained by Hegel and the Hegelians, Buc *the
works, where in the philosophy of arc is discussed, are
primarily concerned with the technique, and the ,philosophy
is closely related to ic”’. It is generally believed thac the
arts of poetry, music and architecture, painting and sculp-
tuee arouse an intense feeling and urge to experience and
appreciate both the sensible and the supersensible objects,
and though at firsc their representations are indirect in terms
of the physical expressions, yet, at last, they dicectly appeal
to the depth of experience or feeling, and creare acstheric
joy and beauty.

Aesthetics (Gk. aisthétikos) is also a branch of philosophy,
as it is absolutely concerned with the problem of emarional
content, value and beauty, The philosophy of music, like many
other high branches of knowledge, says De. William Pole,
claims attention rather on intellectual than on utilitacian
grounds. Moritz Hamptmann fiese tried to establish a’philo-
sophical theory of music in West. He published a book en-
vidled, Die Natur der Harmonik und der Metrik, zur Theorie
der Musik, in 1853, and built his theory entirely on transcen-
dental metaphysics, borrowed chiefly from the system of
Hegel. But as he dealc with only the abstrace problem or truth
of music, his theory was highly philosophical, and was not
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easily appreciated by common mass of people. A few
years later Hermann Helmholez published his book, The
Doctrine of the Perception of Musical Sounds, considered
as & Physiological Basis for the Theory of Musie, and tried
to establish a relation between the boundaries of physical
and physiological acoustics on the one side, and of musical
science and aesthetics or philosophical struceure of music
on the other. Dr. Tyndall and M. Sedley Taylor also made
cousiderable researchies on the theary and science as advanc-
ed h:,r Hermann Helmboltz,  As regards the contributions,
made by Helmbolez, Dr. Pole has said that philosophy of
music “as established by the investigations of Helmholez,
implies not the bare enunciation and explanation of acousti-
cal phenomena, but the general philosophical analysis of
musical structure, to which the acoustical element is only
introductory, and which really extends into a much wider
domain”.*

Well has it been said by C. E. M. Joad: *Philosophy
is concerned not with phenomena, but with cheic meaning ;
uot with facts, buc wich values ; not with what is, but
with what oughe to be ; noc with means, but with ends".?
Really end or value is the prime achievement in philosophy,
and that end or value is sought to be realized in one’s
experience: “yad avagstam sat svavyititayd dgyate  tat
prayojanam™.2  Or it can be said chat ““the terminal end
is always happincss and absence of unpleasantness, while
the instcumental ends are objects or actions which, directly
ot indirectly, bring about the final end”.* It is an undeni-

- —_—

1 Vide De. W. Pole: The Philosophy of Music (London, 1879}, p. 6
2 Vide Joad: Philosephy for Our Times (1940}, p. 23,

3 Cr. The Veddatapari bhiay,

4 CL, The Siddhdintamokeivall,

23
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able fact that a man secks happiness or pleasure in his life,
and tries to avoid pain and sorrow, living in this world of
camse and sequence. But the question is what succ of
happiness or pleasure he secks. Generally it is found that
he seeks happiness or pleasure in his lile as a result of his
actions and aspirations and  enjoys that bappincss  or
pleasure o mitigare his selfish motive only.  Bur, perhaps
he fails to gee and enjoy 1t all the time in all actions,
because happiness and pleasure (sukba) are always mixed wvp
with unhappiness and sortow (dubkba) like the compresence
of light and darkness. Or it can be said, in other words, in
the dictums of the Upanisad that “*happiness, which admics
of a mare or less is the bliss of Braliman, manilested in the
mould of the internal organ, antabkaraps, due to contact
with objects, whereas unsurpassable or absolute ]IHP[‘JiIICﬂ is
Brabman itselt”.!  Now, in regard to music, man generally
cultures music in order to enable him to ger material gains
and worldly pleasures. The philosophy of music states that
music is the highest art, because it confers upon man
absolute bliss and happiness, which are permanent and
persisting all the time,

le should be remembered that the province as well
as the outlook of philosophy of music are very broad and
liberal, because they contain not only the materials of the
supersensible divine world, but also of the sensible material
one. It informs us of the real aim and object of music, and
also deals with the laws and principles, together with the raw
materials of music. As for example, as to the question :

' 1 CE Dr. A, G. Krishpn Warrier: Brahman a5 Value (in the
‘Brabmavidyi", the Adyar Library Bulletin, Vol. XXV, pis. 1-4, 1961,
pp. 479-480,
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what do we mean by the philssophy of music, Dr. Pole
says that a plilosophy of music  shall conwin  che
enquiries into various musical problems like (i) the musical
sonnds, (i) the nature of the simplest elementary mades
in which the material is arranged or prepared for use, (iii)
the distinction hetween two varieties of music, known as
melody and hacmony, along with other musical macerials
like ruun:erpni:lt. time, measuee, rhythm and form  of
music.  “And broadly speaking”, says Dr. Dole, twe
may faicly assnme thae the principles, which have determin-
ed or influenced them, may be classed noder ewo distinee
heads, namely, physical principles anJ aesthetical principles”.
By pbysical principles are meant such principles as can be
deduced, according to the laws of natural science, from
the physical nature of musical sounds and from their
koown physiological elfects on the human car. By aestheri-
cal principles are meant such principles as have resulted
from the free action of the human mind, independently
of any physical considerations.* Now the philasophical
investigation of music will show that the truth lies becween
these two extreme principles.

The main material of music consists of tones or sounds,
and philosophical concept of music centres round chis sound
theory. In India, the seers of music found ouc this
truth and idea long before the West dreant them. Long
before Helmholtz, the intuicive authors on music of India
discovered the mystery of sound (causal sound ornadd), which
forms the background of the grand structure of music, and
philosophy of music is absolutely concerned with che theory
and value of the causal sound (nada). In the previous

1 ¥ide Ur. Pole:  The Pholosophy of Music (1874, p. 12,
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chapter, we have discussed about the theory of aesthetic or
emotional sentiments and value of music, and in dhis
chapter, we shall deal with the problem and value of the
philosophy of music, mainly, conceived by the Indian seers
and authors.

From the philosophical analysis of the problem aud
mystery of the universe it is found that everything material
is based on its subtle form, and everything subtle, npon
its causal one. The cycle of cause and eflece forms the
world of appearance, Man’s intellectual pursuit begins
with an enquiry into the cause of everything around him,
and with this act of enquiry, metaphysics begin as a
theoretical aspect of philosophy of being and becoming.
The philosophy of music is also concerned with an enquicy
into the ultimate cauvse of the manifestation of music, and
helps men to get into the core of its mystery and offers
them the evetlasting bliss and happiness even in this
life on the earth.

[ the primitive society, men and women used to sing
and dance as a part of pastime and pleasure in their evety-
day life, but they did never enquite about the cause behind
music and dance. With the gradual development of culeure
and civilization, there was an awakening in the intellecrual
and intuicional pursuics of men, and they began to seck and
dive deep into the real significance of music and dance,

MNow, what is the cause as well as the foundation behind
music? Philosophy and science of music seace chat sound is
the cause and also the foundation of music. Sound is known
in Sanskrit as ndda. Sound is produced by the friction of
heat-energy (agni) and vieal air (prana-vdyw). It produces
tones and tunes, or it can be said that music is produced by
the vibrations of the sweet and soothing sound-unics. ff&gﬂ,
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varpas, mircchands, tinas, alamkaras, etc. ace also che
outcome of the sweet and agreeable vibrations of the
sound, From che science of music we know that a rdgs is a
psycho-material object, and it is constructed out of man's
infermost feclings and sensibilicies, together with material
mpredients of tones and cunes.

The world of appearance is guided by the inscrotable
law of cause and effect. The biologists ace of opinion that
a unicelular germ of life or a bioplasm, after passing
through various stages of evolucion, ultimately manifests in
the form of a highly developed human being. Such
happens also about music, The petfect form of music
comes into being, after passing through various stages of
becoming from a potential germ of sound. By a close
abiservation into the cause or origin of sound, the scientists
find chat a latent force or psychic energy is the source of
evolution of sound,  Patafijali bas said in the Mababbdsya
that the latent force or psychic conergy remains in the form
of primordial causal sound, known as “spbota’.

The spboga is the substeatum (ddbara) of all kinds of
sound, subtle and material. The sphoga is the all-inclusive
(sarvanusyiita) universal causal sound. It is divided into
different forms like pada-sphota, Sabda-sphota, etc. The pada-
spbota means the awareness of the sphota of a word which is
necessary for the knowledge of the meaning (artha) of the
word (fabda), exactly as the knowledge of a genus (jati) is
required for recognizing the individual belonging t it
The Nyaya philosophy admits the theory of generic concepr
(fat#). The generic concept can be said to be the pada-sphota
of the grammarians. The pada-sphota is an important part
of the unique and universal sphota, The Kashmere-Saivism
has dealt wich the theory of dbuani like the Alarhkirikas as
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a vital part of poetry or literary composition.  Alatikirika
Anandavardhana is of opinion that theory of dhvani is
built on the theory of sphota, Abhinavagupta has admitted
it to some extent, though he is in great favour of the rasa
theory i.c. the theory of emotional sentiment,  Aciirya
Bhatthari bas deale on the theory of dbvani, based on
the sphotavida in his Vikyapadiya. Abninavagupea and
Mahimabhatta have followed Bhaeghaei in chis respeet,
Abhinavagupta has said from che viewpoint of the Saivd-
gama that vik or abbilipa (consciousness or expression) is
not only gross and determinate, but also subelese and
indeterminate in its essence,  According to the philosophy
of grammar, the parivak is essentially identical with the
vleimate Reality, che Brahman. The sphota as such is [ree
from all kinds of decerminacy and gross expression, and
yet it is determinate when manifests itself as the gross
body of speech (dbvani). So the sphota is both immanene
and transcendent,—determinate and indeterminate in its
nature, and from the rationalise viewpoine, the theory of
sphota upholds the doctrine of identity-in-difference.

The Saivigama-Taotea calls ic the theory of volunearism
or svatantravdda, according to which, the absolute vik or
sphota *“manifests all from itsell, in ieself and by itself and
by its universal free-will. ~ All that constitutes the world of
experience, whether unity or diversity or unil:}r-in»diucrsiry,
whether subjective or objective or the relation between
them, such as that of causality or action, etc., is the mani-
festation of the absolute freewill”. So the Saiva-Tanta
holds that free-will is the uvltimate Realicy of all, and,
therefore, sphots, the substratum of all articulate and in-
articulate sounds or speeches (dbvani), creates all kinds of
sound, musical and pon-musical, through the medium of
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its free-will.  The grammarians differ somewhat from the
doctrine of the Saiva-Tantra.  Some say thac it will not be
wise to hold that the theory of dbuani is based upon the
theory of sphota, as maintained by Anandavardhana, because
there is some difference between the significances of che
two theories. To summerise their views, [ would like to
quote Dr, 5, K. De, while he says:  *The word dhvani
iesell, as  Anandavardhana pointed out, is  sometimes
wsed by the grammarians for  the word or letters
which reveal cthe sphota, Mammata's remarks in this
connecrion are pertinent. In his Vryeti on the delinition
given by him of dhuani (1.4), he says thac the dhvani
is, according t the grammarians, that word which
reveals the  all-important  spbots, inasmuch as through
it arises the knowledge of the word’s meaning.  Ochers,
by whom he signilies the writers on the dbvani-theory
is Poctics, carry this doctrine  of  the  grammarians a
step further and apply the wem dbvani to the weaning
as well as to the word, which is capable of suggesting a
meaning superseding the one which is directly expressed.
lotrinsically the ewo theories have scarcely any mutual con-
nection; bue what the Alamkarikas really wanted was an
authoricy for their assumpcion of the power of wyasijana,
which the greac grammarians did not acknowledge., The
sphotatheory of the grammarians, however, presupposed
something similar, for the varpas of a word  reveal, as it
were, the ideal word, Hence it afforded an analogy which
could at least boast of the auchoricy of cthe Vatyakaranas, the
prathame vidvamsah and which could therefore be seized
upon by the Alabkirikas as the foundation of their own
theory of suggestion, ......Although it accepred, with some
modilicacions, the grammarian’s analysis of the nature and
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function of speech and based its theory of dhuani,
on the analogy of the theory of sphota, the school
really stacted independently with distince theory of expre-
ssion of its own, which demonstrated a function of vyarijena
and vyarnigartha untraceable in carlier speculative literature,
But the influence of other schools of Poetics on the com-
posite work on the Dhvanikira and Anandavardhana cannot
be ignored"* Regarding the real significance of the sphoa,
Dr. De has further said: *“The sphots, which has been
likened to the neo-Platonic logos, is of often translated by
the terms ‘expression’, ‘concept’ or ‘idea’ ; but none of these
terms brings out its essential nature. Some philosophers
propounded and the grammarians took it for granced that a
word has intrinsically a word-prototype corresponding to i,
The sphota is not exactly this word-prototype, but it
may be explained as the sound of a word as a whale, and as
conveying a meaning apart from its compoent letters (varpas).
The sphota does not contain exactly the sounds of the order
peculiar to the lecters, but the sounds of something corres-
ponding to them are blended indistinguishably into a uni-
form whole, When a word is pronounced, individual sounds
become reflected in some degree in the order of che sphota
in which the particular sounds are comprised; and as soon
as the last sound dies away, the sphots, in which the idea
corresponding to all these sounds is comprised, becomes
manifest and raises to our consciousness the idea chus
associated. The sounds of a word as a whole, therefore, and

a pact from chose of the constituent letters, reveal the
5

.rpﬁm;c .

I Vide History of Sanskrit Poetics (1960), Vol. L1, pp, 143-144,
2 lbid. p. 143,
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Now let us discuss the macwter of the philosophical
doctrine of sound that forms the background of music and
musicology in a more explicic way. [Dipini, Patadjali,
Bhatchari, Nigefa, Punyardja, Helardja and others ate of
opinion that the causal sound or sphota is the substratum
and fountain-head of the cosmic world-process.  According
to them, sphota is uncreated and eternal, But the Naiyayikas
and the Vaifesikas have opposed their views, and have refu-
ted the doctrine of eternality of sound ($ebdanantavada).
They say cthat words and languages, made up of sound, are
created by man, and, cherelore, have beginning and end,
which means they are perishable. But they, who defend the
cteenalicy of sound as well as the doctrine of sphotas, advance
arguments that sounds are not created, bur manifest through
the medinm of the vocal chord, and so the nacure of their
cternality is not lost.  But, according to the grammarians,
says Dr. P, C, Chakeaborey, sound (fabda) is noc lifeless
mechanism, iovented by man, It is more than a mere sound
or symbol, “Itis consciousness that splits up into the
twolold category of sabda (sound) and artha (meaning), and
what we call vak as the vehicle of communication, is nothing
but an expression of caitanya (spiric) lying within™. Accord-
in:,; to Patafjali, words are divided into ewo, mitye and
karya,—eternal and created, The nitya-fabda is the supreme
reality, which transcends the limitations of time and space,
Ic is the paravak as well as the para-Brabman. The conception
of vik as Vagdevi has glorified the idea of aksara or udgitha.
Dr, Chakraborty has further said that the doctrine of sphota,
as expounded and nourished by the grammarian, marks the
climax of mysticism, reached by the Sanskrit Grammar, “*The
assumption of a spiritual phenomenon like sphota, to which
all sounds are reducible and from which all meanings
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follow, furnishes a clue tw the wrigin of sound, To the
grammarian, sphota is indivisible (akbanda), and represents
caitanya iv ics pucest form,  Its sacred and lofey natuce was
much exaggetated by the grammartan so that it was (inally
identificd with  Brahman  (—Vaiydkaranabbiisapa), The
conclusion, at which the grammarians bad arrived  afeer all
their speculations on Sabdatestva is chis supreme wenuiey™.!

Bhaechari was a staunch advocate of the doctrine of sound
(sphotavada), According to him, the sabdatattva and che
Brabmatattva are inverchangeable (vide Vikyapadiya, 1.1).
All words and meanings are buc the apparently dilferenc
aspects of one and same ching. Bhacrhari was thus conscious
of that mabisatta or Highest Universal which permeats all,
He made his Vedintic position perfectly clear, when he
said ehat “'satta represents the real essence of all things; it
seems to be manifold in consequence of che diversity ol
objects; it is to be regarded as che summum genus which
is denoted by all words, all pratipadikas (crude forms),
verbal roots and suffixes like tva and tal (—Vikyapadiya,
% 33-34]". Buc 1c should be remembered that chis satia s
not equal to the eteenal supreme soul of Vedane,

Bhatrhari maincained the theory of eternalicy of sound
(sphota) in a difterenc way. He said in the brabmakinda of
the Vakyapadiya chac Brahman, wichouc begioning and end,
is the indestructible essence of speech or sound. It 1s maniles-
eed in che form of chings, and from it springs also the creation
of the world-appearance. In face, Bhacrhaei, Nage$a and others
have established an identity between fabda and Brahiman :
(v) ‘anadinidbinam brabma Sabda-tattvam  yadaksaram',

I Vide The Cultural Heritage of Imdia, Vul, | (published by the
R, K. Mission, 1st edition), p. 574,




THE THILOSOPHY OF MUSIC 395

(2) *brabmedam fabda-nirminam * *'. In the Yogasitra
(r. 27), we find cthe close relationship between vacya and
vdcaka i. e, between the prapsva and the Brahman—rtasya
vicakal pranavah’. The Vedintasiira (1. 3. 28) has also
supported che evolucion of the world [rom che causal sound on
the logical basis of perception and inference.  Sankara
has said: ‘eta iti vai prajapativdevinasyjatisrgramiti « »
fastramabhisanbbagetyanyab prajah®.

It should be noticed that Sankara has deawn a mark
of distinction between the ‘evolution from the Brahman’
and the ‘evolution (rom the sound’ from the view-point
of causation. From the viewpoint of the evolution from the
Brahman, the Brahman is impiind as the material or essential
cause (wpadana-kirana), while from the viewpoinc of the
evalution from the sound (fabda), sound is implied as only
the efficient cause (nimitea-kirana). So, when Sankara has
advanced lus view of evolution of the world-appearance from
the sound (fabda) in the commentary of che Brabmasitra,
hie has taken it as the macter of ordinary experience, Vyasa has
said:  “Sabda iti cennitab prabbavic pratyaksinumanabhyim,
Sankara bas explained 1n the commentary: “na cedam
tabda - prabbavatvam brabma - prabbavatva - vadu - padina-
karanatvibbiprayenocyate [ ... ... ...cikirsitamartha-manutisthn
tasya wvicakam iabdam pirvam smytwd pascatia - martha-
manutisthatiti sarvesam nalb pratyaksametal[tatha prajipa-
terapi sragtub systeh prak vaidikib Sabdi manasi pridurvabhi-
vah, paicittadanugatanarthan sasarjeti gamyate’’ (—Sankara-
bhisyam, 1. 3. 28). Thac is, Sankara means o say that the
creative will (sisrkgd) of God, that has been sanctioned by
the sacred Vedic dictum, 15 che cause of evolurion of
the world-process, So Sankara has not practically aceepted
the views of the sphotavadins or grammarians, who hold the
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view that the world emanaced from the eternal sound (fuabda)
or sphota.

Some divide the cansal sound or sphota into dbavni and
varpa., They say that when sounds are pure and simple
and do not convey any delinite meaning or sense, they are
known as dbvanyitmaka-iabda, and when they ave intelli-
gible and capable of being expressed by leceers, they ace
known as varpdtmika-fabda, Upavacsa is of opinion thae
letters really constituce the stuff of che word (‘varpa eva tu
fabda iti bbagavanupavarsah’), and this view has been
accepted by Sankara and Sabra Swiimin. Patafijali has
also accepted this view in the Aabibbasya w some extent,
as he has hold the view chac sounds are acticulate (vyakea-
vak), when they are tumed ioto leteers, The audiable
or articulated sound is known as vaikbari.

Now, what do we specifically mean by the word sphota?
[c is called sphota, because the meaning is ultimately expre-
ssed by it and not by sounds of momentary existence, The
detivation of sphota is ‘sphutatyartho’smaditi sphotah' and
‘vacakatd sphotaikanisihd’. Again  when a sentence s
conceived as an indivisible unic, it is called sphota. It is
recognised both as internal and external entities. Sphota
as an internal entity is the spicicual indivisible consciousness
in essence, and 1t is revealed by the sound or dbvani.

It has already been said that the grammarians identify
sphota with the Brahman, the world-essence. They say
that sphota is the source of knowledge of the sound
(éabdarthakirana), and it is not consisted of mere letters, as
some believe. This view of the grammarians is quite different
from that of Upavarsa, and, consequently, those of Suikara
and Sabara Swimin, who have followed Upavarsa. According
to the grammarians, sphota is sacred and divine, and it
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symbolizes the conscious element or cit-fakti. Bhatrhari has
mentioned in the Vakyapadiya thac the study of the science
of sound leads men to the realization of all-pervading
God, and thus has fnﬂy supported the doctrine of che fabds-
Brabman (iabda-brabmavida), Nige$a has quoted in his
Laghumafijusi (vide p. 172) that nida, being the source of
all forms of vk, is called the fabda-Brabman, Regarding
the doctrine of sphota, as expounded in the Sarvadarfana-
satpraba, Siyana-Midhava has said in connection with the
Paginiyadariana:  “tasmit varpandm vicakatv@nupapattan
yadvaladartha - pratipateih sa sphotab [varpatirikto vamni-
bbivyangyartha - pratyayako nityah  fabdab  sphota iti
tadvido vadantifata eva sphutyate vyajyate varnairiti
sphoto varnabhivyatigyah sphutati spbutibbavatyasmadartha
iti sphotortha-pratyayaka iti sphota- jabdarthamubbayatha
nirabuh [ ... ......tathi-coktan bbagavata patafijalind maha-
bbagye... ... o (Pitafijala Mabibbasya, p. 1) iti/.eeeenenes
spboto  nadabbivyangyo vicako  vistarena  vakyapadiye
vyavasthipita ityantens prabandhena”.' L. B. Cowell and
ALE. Gough have wanslated the portion thusy, ... ,.,as leteers
cannot cause the cognition of the meaning, there must be a
sphota by means of which arises the knowledge of the
meaning ; and this sphota is an eternal sound, distinct from
the letters and revealed by them, which causes the coguition
of the meaning. It is disclosed (spbutyate) or revealed by the
letters, hence it is called sphota, as tevealed by the letters or
‘from it is disclosed the meaning, hence ic is called sphota as
causing the knowledge of the meaning, these are che two
etymologies to explain the meaning of the word’, ete.

1 Wide the Sarvadarfana-sarigraha (edited by M M Abhyaikaropi-
dhyiyn Visudeva 8istci and published by the Bhindirkar
Oriental Research Institute, Poona, 1924, p. 300,
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The sphota can be compared with the divine mystic
word, Om or prapava, wherefrom all che forms of speech or
ik ace supposed co emanate. The auchor of the Yogasitra
has also identified che fabdatattva with the Brahmatactva,
Higcﬁa has cumpar::i’ .fpba;pt with the eternal phase of
the prapava: “etadavasthitrayamapi.....,...shkyma-prapava-
ripab” (vide the Laghamadijugi, p. 179). He has alw
admiteed that sphota alone is expressive ol sense or meaning
and is the potentiality or infinite consciousness, which ix
known as binds, composed of three basic subtle qualities
ot gupas, The bindw is an inexhaustible and infinite
soutce of eunergy or Saktitattva. The unconscious pare at
this energy is known as oijs, while the combivation of the
- conscious and unconscious pacts (cit and acit) is called nada,
The intelligent pare of it is known as bindu, and it has
been said that it is the ultimate source of all forms of speech
or vk, Nigesa bas said in the Laghwmanjusi (p. 171):
“pralaye niyata-kala-paripakinam  sarva-pranikarmanimu pa-
bbogena,,,....,.mdyi cetane ifvare liyate [tatab paramesva.
rasya sisthsitmiki mayavritirjayate [tato  binduriipamavyak-
tam trigunam  jayate[idameva  iaktitattvam [tasys bindora-
cidaio vijam, cidacinmifro’rigio nddab, cidahio vindu-
i isiia

In the Rgveda (1. 164. 45), we find the mention of
tour kinds of vak:

Catvari vak-parimicd padni ¢dni vidur-brihmani ye

manisinah/

Guba wrigi nihitd nehgayanei turiyam vace manusyi

vadanti/ [

The last and foucth form of speech {ﬂuikﬁqﬁ] is -ipbkcn
by men through the medium of the vocal organ. Paciiijali
has also said abouc four kinds of padas like voun, verb,
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preposition and particle: *‘catvari padajitini namakbyato-
pasarga-nipatab”.  Bhatrhari, Nige$a, Gaudapida and
Siyana have also divided the speech into four parts, pard,
paiyanti, madhyama and vaikbari, These [our kinds of
speech “correspond to four different stages, through which
ndda passes till it becomes perfectly andible,  Thus, we may
start with bindr or the final poine as the crude germ of
sonmd and proceed [rom che miladhira w the visuddba, in
order 10 see how Sabda-Hrabman ov pardvik cansforms ieselt
it popular speech.  From binds, it is said, arises nida
which is called fabda-Brabman; it is featureless, intellectual
in essence, and possesses the characteristics which ace favour-
able to the cosmic creation.  Ic is the essence of the waorld
that is often signified by such words as rava and pard.
The nawre of the pardvik, as described in the Mababbirata
and elsewhere, convinees us that ic is luminiferous conseions-
ness residing in the milidbara, creative but indestructible.
It is what is known as che faldda-Brabman v the essence al
the Logos. When nida or paravak pets manifested a licde
and the iternal air that serves to reveal it comes wp to the
navel region from the miladbara, we have pafyanti form of
the vak which is not divisible into pares, Those two kinds of
speech are exceedingly subtle and cognisable by the Yogins
alone in a state of perlect spiritnal absorption (samdadbi).
Next in order comes madbyama which is revealed by the
same air, when it passes to the region of the heart. It has
intelligence as its only ingredient. NiageSa has deawn our
attention to the fact that these three kinds of wvak, gradual
stages of amplifications as chey are of the same nada, repre-
sent, so to speak, the minutest, the minuter and the
minute forms of pranava. The vaikbari form of speech 1s
what is spoken by men. Ic is gencrated when the
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internal air passes through the throat and reaches the
mouth”.!

The grammarian philosophers say thac the fabda-Brabman
manifests itself in gross form through the medinm of sound
or dbvani. Now, what do we mean Ll}f tabda-Orabiman’? lu
the Vikyapadiya, Helirdja interpres the Sabda-Brahaman or
Word-Absolute as the nawee of puce bliss o fwddbinanda.
Punyarija, another commentator of the Vikyapadiya, does
not accept this theory, as according to him, the Word-
Absolute can be idencified with samwid or consciousness, and
not with @nanda or bliss, DBhatchari has stated that che
Word-Absolute is the ultimace realicy, and ic can be reached
through the medium of the word or fabda. So words should
be balanced and chaste or purified. Because, says Dr. G. N.
Sastri, “strict adherence to chaste forms gradually resules in
the emergence of a special kind of meric leading to permanenc
spiricual advancement,  For this reason, the correct readings
and intonations of the Vedic mantras create a holy
atmosphere thac helps men to enjoy quiteness and pertect
eranquilicy”.  Punyardja calls this cranquil state as ksema
that bestows emauncipation (apavarga) to men, and make
them free from the chain of delusion.

Bhatrhari and some of his [followers maincain that che
state of pafyanti is the etecnal fabda-Brabman icself, and
madbyama and vaikbari ate the manifestations of pafyanti,
Bhatrhari says that pafyanii is the summum bonum of
human existence, and it is itself che consclous enticy (¢it).
Pagyanti can really be said to be the transcendeneal con-
sciousness, in which the distinction between word and

1 Cf.Dr, P.C, Chakraborty: The Linguistic Speculations of the
Hindus (Caleutta University, 1933), pp. 49-50,
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import, the koower and the knowable, vanishes, But
Reldrdja, and specially Punyardja differ from Bhatchari.
They are of opinion that pafyanti is the first divine mani-
testation of the fabda-Brabman or spbota, and not the fabda-
Brabman oc sphots itself. Some of the neo-grammarians
differ from all of them, as, according to them, pard, and not
pasyanti, is the (icse and prime manifestation ot the sphota.
Bue Helardja and Punyardja bave opposed chis theory, The
Saiva philosophers of the Kishmere Trika system hold the
similar view, as maintained by the neo-grammarians, and it
seems thac che lacters were somehow or rather influenced by
the Saiva school of Kashmere. The philosophiers of the
Trika school hold that pardvik gives birth to the three
states, pafyanti, madbyama and vaikbari, and so vaikbari is
regarded as the first evolved principle, and though it is an
effect of paravak, yet is pure, indivisible and eternal. It is
the cause of madbyama, which is sensed by the mind enly,
and from madbyama, vaikbari evolves as the gross material
one, According to the auchors on music as well as the
Sangitasistras, vaikbari manifests as the gross tunesand
wnes of music.

While dealing with pafyanti and other states in the
Sivadrsti, Somanandanith says somewhat in a different way
that pafyanti is regarded as the individual soul or jive, who
experiences different objects of enjoyment from the material
body which is known as the bbogaksetra. Bue it should be
remembered that individually it is known as the jiva and
universally it transcends the limications of body and senses.
So the grammarian philosophers designate the universal one
as an enjoyer or pramatd, which is an all-knowing entity,
the prime object of human achievement and an eternal one.
The universal aspect or stage of pafyanti is reached, when

26
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the veil of nescience is removed and the limiting adjuncts
of time, space and causation are transcended, Therefore the
real status of pafyanti is no other than the supreme universal
Reality, Madbyami evolves fcom the vibrating surface of
patyanti, and it may, therefore, be regarded as an idea of
becoming in the part of pafyanti. Madbyamia may be
compared to a stalf of the intellect or buddbitattva of the
Sanklya philosophy, It manifests icself as ewo  divergene
entitics, prape and apine, or bindw and nida, which
rise from the navel base, maladbara. “When the stage ol
madbyama”, says Dr. G, N. Sastri, *'is crossed, pasyanti
' comes up, as it were, into the cavity of the mouth through
the medium of the two breachs and touches the dilferent
scources of acticulation. It is known as vaikbari, in which the
discrete letters of the alphabet find theic proper expression'.

Abhinavagupa of the Kashmere Trika school has also
described the stages of pasyansi, etc. in a beautiful mannar in
his commentary, Paratrimiika. He maintains that Paramafiva,
the Braliman, assumes che form of pariﬂik or transcendental
Word for self-enjoyment, which may be regarded as the
spottive play or fil7 on his part.  Again pardvak manilests
itself as Saddiva and ISvara i.e. as the power of knowledge
and the power of activity (jdnafakei and icchasakii).
Though these two manifestations are essentially known
as pasyanti and madbyama, yer pasyanti is different to
some extent from madbyamid, because in the state of
pasyanti, the notions of subject and object are absolute-
ly negated or transcended, whereas in che state of
madbyami, they remain as separate cntities and are
cognizable. ~These have further been lucidly explained
in Abhinavagupta's Tantriloka. Well has ic been said by
De. Gaurindch Saseei in the Philosophy of Word and
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Meaning:  “There he (Abhinavagupra) says chac
paravak assumes the state of pafyanti when, through its
innate autonomous spontaneity, it excernalized ieself.  As
the order of the denoter and ivs denotation does not arise
in that state, we find no differenciacion. It is the light of
consciousness alone which shines with all ies lustre, and,
consequently, icis described as the cognizer or the seer.,,...
In madbyama, which is purely intelleccual, the differentia-
tion between the denorer and its denotation becomes slightly
manifested. It is described as the intermediate stage Dbe-
tween indistinet and discinet manifestation,  And the name
madbyami owes 1ts origin to chis fact. The stage of
discince manifestation of the difference between che denoter
and denotation is called vaikbari, which exhibes the sequence
of letters and syllables.  Each of the three stages, pafyanti
madhyami and vaikhari, is further divided into three stages,
gross, subtle and supersubtle. Thus the gross form of
pasyanti is represented by the prelude w a song as denoted
by the technical term, alapa, in which there is no differentia-
tion of lercers and which is singularly caprivating, The
pross state of madlbyama is represented by the sound which
ariscs when the lingers play wpon a musical instrument,
say, a drum (mrdanga). The gross stage of vaikbasi is
represented by what produces the various lercers, The subtle
conditions of each of these manifestations are respeccively
represented by the desite to sing, the desire to play upon
a musical instrument and the desite to speak,  And the
supet-subtle conditions are represented by the pure lknow-
ledge which lies as the source of the aforesaid desires”.t

1. Ci. Philosophy of Word and Meaning (1959), pp. 74-75. Cf. also
Shri . B, Mukherii: The Metaphysies of Soumd (An Appendix 1o
Japasiirram, 1961), pp. 71-73.
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Similar interpretations have been given by Mahesvara-
nanda in the Mabdrthamanijari. Bhaskarariya has also
described these states in a somewhat different way, Accor-
ding to him, tabda-Brabman manilests first in the:basic lotus
(miladhara) and then is known as pardsvik. When it
comes up to the thied base of manipur, it is known as
pafyanti, and as soon as the same breach reaches the heart of
svadbisthana, it is known as madbyama, and the subsequent
manifestation of the fabda-Brabman is wvaiklari, which is
grossest and represents itself as vije.  In this state, breath
strikes the different places of articulation. In fact, the
cakras are not plexuses or gangila, but are the centres of

consciousness or primary knowledge. “The causal sound or

nida is produced in the basic cakra by the action of volition
of the self on the vital air. It is called the pardvak, When
it ascends to the svadbisthans cakra, it unfolds itself and
becomes pasyanti, and when it ascends to the andbata-cakra,
it is united with intellect or buddbi and becomes madhyama.
Gradually it ascends upward and reaches the vifuddha-cakra
in the throat, and becomes vaikbari. From there it rises
towards the head, spreads over the palate, the tongue, lips,
teeth, the root of the tongue, etc. and produces acticulace
sound"".?

Now, as vak or speech is the cause or fountain-head
of music, the science and the theory of vik should be
studied with care in connection with music, The word
vik comes from the root vach, which means ‘to speak’. The
word vik, therefore, connotes the idea of voice or sound,

1 (a) Cf. Dr. I.N. Sinha: Indian Philosophy (Emotion and Will),

Vol. 1L (1961), p. 11.
(b) Vide also the Safcakraniripana, p. 11, and the Parapaiicasira-

tantra, p. 43,
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and this sound manifests itself in three main aspects, pard
(supreme) or kdrana (causal), sikgma (subtle) and sthiila
(gross). The paravak is the cosmic ideation (systi-kalpana)
of the Lord, the Creator (lfvara), Well has it been said
by Sir John Woodroffe: *“The feminine noun vk, there-
fore, means literally boch voice and word it utters, as also
the sound of inanimate objects. It has the same sense
therefore as fabda.  Artha is meaning or object.  Pratyaya
is mental apprehension,  All things have a threefold sense,
supreme (pard), subtle (swksma) and gross (sthils), Pari-
vak is the causal stress which, in terms of pratyaya, is the
cosmic ideation (srsti-kalpand) of Ifvara. » # Butwvik is
also an effece, eiher subtle or gross. Pasyaii-vak is vak
actually going forth as #ksana (seeing), producing or mani-
festing as sitksma madbyema-vak or Hiranyagarbba-fabda
which is the mitrika state of $abda, as it exises in man
prior to its gross manifestation as the wvarnas in spoken
speech (vaikbari-vik). In the Rgveda, Sarasvaii (V. 43. 11)
is called Paviravi or daughter of the Lightning, that is, of
the great wvajra which sustains the worlds, which according
to Sdyana is madbyamiki-vik™ .}

Vedianta admits four-fold states of evolution of che
prime principle which are known as Turiya, lfvars, Hiranya-
garbba and Viraga. Tantra states that the psychic cnergy
sleeps under the bed of the subconsciousness or unconscious-
ness. The pure consciousness or fuddba-cit remains in its
core, veiled with causal nescience or maya. The mystic
poet Rimaprasid has described it as “prasupta bbujagikara
svkyambbu fiva-vesthini’'. The rtreatises on music state

—_

1 Vide The Garland of Lerters (1922), pp. 1-2, CL also Swiimi
Pratyagitminanda: fapasirran (Madeas, 1961), pp. 22-20,




406 A HISTORICAL STUDY OF INDIAN MUSIC

that when the current of the vital aic or prans-vayw comes
in contact with the will-power or iccha-fakti, there originates
a vibration (spandana), resulcing in a subtle audible sound,
which is called the andbata-nids. Then gradually ic becomes
grosser and grosser, and manifests at last through the vocal
chord and is known as the dbata-ndda or musical sound.

Let us investigate as to how and when philosophy or philo-
sophical idea of music came into being. The germ of the
philosophical idea can be found in the great epic, Mabibbirata
(vide the @svamedbika-parvam, 53. 52-54). The epic says,

Tatratka-guna dkasah Sabda ityeva sa smrtaly/

Tasya $abdasya vaksyami vistarepa vabiin gundn//

Sadjarsablial gindharo madhyamah pancamaly smpral/

Atah param tu vijiieyo nisido dhaivatastathd //

Istacinista-Sabdasca samhatah pracibbinavin /

Evam vahuvidho jheyah sabda 3kasa-sambhavah//
The compilation of the greac epic in its present form
began from 300 B.C. and, therefore, we can assume that
before 300 B.C. the philosophical conception of the origin
of music evolved in Indian society, The sociological condi-
tion of epic India was quite favourable for the evolution and
growth of the philosophical idea, and we should not Fforgec
thac the monumental work on philosophy, the B:ﬁdgdu-t.ﬂ-gﬂi
was also the product of that synthetic petiod (samanvaya-
yuga). The portion of che foka 54: ‘fabda akaia-
sambbavab,’ i.e. ‘sound had its origin in the ether’ is very
significant, The neo-Nydya philosophy says ‘fabdagunama-
kdsar’, i.e. sound is the category of ether, Following the
doctrine of the Sinkhya philosophy the compilor of the
Mababbarata states:

AkaSamuttamam bhiitam aharnkarastatah parah/

Abarhkirat pard buddhih buddheraema catah parab//
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This doctrinal truth has again been mentioned in the
Gita as ‘yo buddbeb paratastu sab (I1L. 42). From this
it is understood that the basic psychic content or dtman
is the fountain-head of everything in this phenomenal
world,  This psychic content is the cause of sound,
both musical and wnon-musical. The later musicologists
say that the vieal force of science of music or
musicology is the ndda, the dtman: ‘'gitam naditmakam’.
Sinhabhupdla, the commentator says: ‘nidaemakamn nida
dtma-sumiipam yasya', i.e. the causal sonnd is the vitalicy
or che psychic force-centre of music, Matanga, the
author of the Brhaddesi (5th-6ch century AD.) identifies
the causal music (nida) wich the presiding deities of
ceeation, preservacion and desteuction (Brabma, Visnu and
Mahesvara), He has said:

Nadariipah smrico brahmi nidarfipo janirdanah/

Nadariipa pari-sakei nadariipo mahesvarah/ /

Thac is, cthe divine idea, that was in a seed form  before
creation i. €. projection (srgti), manifested with its richness
and beauty, In Bharata's (and century A, D.) Nagyajisira,
we lind thac che raw materials of music were collected from
the Simaveda, whereas literatuce (s@bitys) was tken from
the Rgveda, drama from the Yajurveda and cthe emotional
sentiments from the Arthavaveda,

Jagraha pachyamrgveddc simebhyo gitameva ca/

Yajurvedidabhinayin rasinartharvanidapi/ /

Evam bhagavatd sristo brahmana lalitacmakam [
Abhinavagupta bas said in his commentary, dbbinsva-
bbirati: ‘*pithya-gata-svara-prasangac tadanantaram same-
bbyo gitam jagrabetynktam .....evakirena gita mantram
tata grhitam gitisn samakbyeti nyiyar tadidbiradbruvapada-
yojana-myguedadeveti darsayati’’ ecc.
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The idea of the philosophy of music is found in Matanga’s
(5th-7th century A, D.) Brbaddesi in a more developed
form. He has divided music into two parts, music with
thythm (nivaddba-gana) and music without rhythm (aniva.
ddba-dlipa): “nivadbaicinivaddbaica margoyam dvividho
matah”. These two kinds of music evolved from a central or
basic energy. Matafiga has enumerated five grades of evolu-
tion of the musical sound, and they are: subele, subtlest,
manifested, unmanifested and mechanical, “se ce pasicavidho
bhavet saksmafcaivatisiksmaica vyaktaica krerimah”. Fle
has laid stress upon its soutce or basic |1sychic content,
the nada. In fact, the nads is the determinate (saguima)
form of the absolure Brabman, and its real indeterminate
(nirguna) aspect is the dtman, which is the pure and absolute
consciousness, Matanga has said,

Na nidena vina gitam na nidena viod svarah/

Na nadena vind nrttam tasmannaditmakam jagac/ [
The world of appearance is the projection of the nadas, tlic
sabda-Brabman. In the gth-gth or 7th-11¢h century A, D,,
Parafvdeva has laid great importance to the foundation
of music, the nads. He has said chat che raw matecials like
svara, raga, vidya and tila compose mainly the form of
music, buc all of them have their ground in the unmani-
fested causal sound, nida:

Svaro gitam ca vadyam ca tdlafceti catustayam |

Na sidhyati vind nidam tasminnidatmakam jagat./ |
In the Sangita-Ratnakara, we find that Sirangdeva has synthe-
sized all the doctrines of the Patanijala-Mabibbagya, the
Yoga-dariana, Taotra and Veddnta in his inunciation of the
philosophical foundation of music. In the beginning of his
book, he adores reverentially the fabda-Brabman, who
assumes the body of sound:, *midatans’, Sithhabhupala
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has said thar nadatany is an epithet of the sabda-Brabman :

““nadastannh svariipam yasya tam, iabda-brabmetyuktatvis’'
Sarafgdeva has said,

Beahmagranthija-mirutanugatind cittena hre-parleaje/
L L] L L

Vaonde o@datanum tanmwddhura-jagad-gicam mude

saftkaram /|
Sirangdeva has identified the causal music (nada) with
Sankarn, the fabda-Brabman. The static causal music is also
known as the brabnia-granthi. While commenting on the
word ‘brabma-granthi', Simbabhupala says that the navel
base, miladbira is the divine base or ground of the
Brahman-knowledge. The aspiring lovers of music can ateain
the immoreal bliss of the transcendantal consciousness by con-
centrating their mind upon that place:. “brabmapadam sakala-
vighna - viniia - nighna-brdayam paramatmanam smirayat-
prathama-niveian-mangalacaranamapi bhabigyatiti manvino
nida-svariipam moksa-nidinam prathamam  brabmapadam
prayunkea’ . Kallinath has said thac when the navel psychic
enerygy rises up to the twelve-petalled plexus (anibata-cakra)
in the heart, it shines as the all-consiciousness d¢man, and the
Upanisad calls it the Purusa in the form of athum: <angeus-

o ——

1 Regarding nddaranum, Sithhabhupila says: f-:ﬂw, g
WE W T ; TeEAR IHAE ) FZT AT FAR FOATHAGT-
A, ; SawmEsIfad:, ArEglsEw e qEaE; OE-
FNEIH A GETEnTT UERFRUETNEgEEE AT EEIIre et
wfraraaeifasady 1 Kallindth says: "H‘Iﬁﬁ arefame ,
‘Gz SRAEAREA ofr g1 x x FEAEden aifecE
ATy AaFEAGagaGagal A1 UEYseW wdd, 99y
ATTAITI, ("—SR. L. 1,
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thamatrab purusa madbys aman tisthati®'.  The psychic
sound ac last manifeses icself as the audible pleasing musical
sound, and soothes the hearts of men and animals. Bue ic
should be remambered that though it unfolds itsclf as the
gross material form, yet it contains in it the potentiality of
the Divinity. In the Sangita-Ratnikara (thicd wtpatti-pra-
karana of the svardbyayq), Siadgdeva has claboracely dis-
cussed the divine nature of the causal sound. He says thac
when the causal sound manifests in the level of the heare,
it is known as bass or mandra; when it is manifested in the
level of the throat, it is known as medium or madhya,
and when it is manifested in the base of che tongue, it
is known as high or tara (SR. L 3.7.). The three levels
are frequently known as Brahmd, Vispu and Mahedvara,
the presiding deities of creation, preservation and destruc-
tion, with their ethical qualities like rajas, sattva, tamas,
The medium one is the balancing poinc or ndbhi of the
two extremities, lower and higher—bass and high. The
balancing centre is the neutral point of the poles, positive
and negative. Mandra and tira are the two extremities of
an octave (Indian saptaka)., The philosophy of music
teaches how to create a balance becween the bass (mandra)
and cthe bigh (tara). In an octave (saptaka), we find that
the fourth note, madhyama plays the role of the medium,
and jc brings a balance between two groups of notes,
‘sa-ri-ga’ and ‘pa-dha-ni’, So it is a common practice to
demonstrate the rigas from the medium octave (saptaka).
Even in the Vedic period, we find that among the three
register tones, anwdatta, svarita and wdatts, che middle
svarita vsed to bring balance between anwdatta and wdatta,
(*sam@hara-svaritah’), This practice bears a very deep
philosophical meaning and spiritual significance too.
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Regarding the microtones (frueis), Sarangdeva has said
that from the differentiation in the capacity of our hearing
the causal sound, the twenty-two minute sound-units or
microtones are realized. Those microtones are casily
recognized in the frers of the wveepd. Pandic Kallinath
quotes Matanga's view, regarding the mystic seeds of sound
ul seven tones, and they are harivija, kamavijs, etc, cou-
nected with the eight varggs like ka-ca-ta-pa-ya-sa. Here we
find the influence of Tantra philosophy on musicc The
theory of astrology has also been adopted for the derermina-
tion of the names of the microtones. Sithghabhupala quores
Matanga, who maintains both the theories of tranformation
(parinamavada) and manifestation (abbivyaktivada). Sithgha-
bhupila says that there are differences of opinion (‘atra
vabudha vipratipattih®), regarding che origin of microtones.
He pucs forward five cheories in Favour of the origin of the
microtones, and they are: (1) theory of concomittance
(tidatmyavida), (a) theory of cause-effect or anticident-
peecedent (kdrya-karanavida) (3) cheory of superimposition
(vivartavdda), (4) theory ot manifestation (abbivyaktivada)
and (5) theory of tranformation (parinimavids).* From

m— e ———ry —

1 Biradgdeva has [orwarded three kinds of decirine, dwvalia,
vitistadvaita wnd aedvaira as regards the crention of the world-
appearance or music, He has said,

q T qEARAT T e g |
aRaagEE s daa

X sfrar v By frs’ a1 AREEY s )
T gETRiESEl gAY FTEEEa o

gaAfAed 297 wEsTa ||
—SR.1.2 1042
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this we come to know the trends of philosophical rendency
in the province of Indian music.

The ragas evolve from the process of combination and
permutation of different kinds of ascending and descending
notes. Pandit Damodara has also mentioned about the
philesphical conception of origin of the rages and raginis
in the Sargitadarpapa. [He says that all the rigas
evolve from Siva and Sakei: five principal riges from live
mouths of Siva-Paficinana and one from the mouth of
Gauri. The rdgas like §ri, vasanta, bhairava, paficama and
megha came out of the five mouths of Siva, which arc
known as sadyovaktra, vimadeva, agbarn. tatprrusa and
i#ana, and the riga, natanarayapa came out of the mouth ol
Gaurl,

Siva-Sakti-samiyogdc raginim sambhavo bhavee/

Paiicasyar pafica-rigah syuh sagthascu girijamukhbic/

SadyovakeAntu $ricdgo vamadevadvasantakaly /

Aghoridt bhairavodbut-tatpurusic paficamodbhavac/ /

Itdnikhyin-meghatigo nidydrambhe Sivadbhita/

Girijayd mukhalldsye nattandcdyago’bhavet/ [

This philosophical conception of the Siva-Sakei principle
had its rootin the notion of the related and the relativn,
which means the cause and che effect.  Everything
material or mental —gross or subtle—has a causal relation
between the antecedence and the precedence. When an
event is followed by another event, we call the former a

Regarding the doetrine of superimposition (wivarra), Kallinith says:
"o 8 mifeem ) wfrgursfgrmeda | 99 e —aaT w-
Hetaffy | AW SRS ATy, A e 1”7

1 1t has also been discussed and quoted before in the chapter of
the Iconography of Indian Music (cf. pp. 311-313),
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cause and the latter an event. The cycle of cause and
effect designs the world of appearance. When music first
appeated in the human world in the primitive society,
men did neicher bother their heads about its problem of
origin nor its cause, and so no philosophical idea did grow at
that time behind the are and culeure of music. In the Vedic
time, music was culeured mainly for religious and spicicual
achievements, and ic was regarded as a means to an end of
the human beings ac large. In the beginning of the classical
period (6oo-goo B, C.), music was known as ‘margs’
or gandbarva type of music, and it was designed after
the formi and ideal of che sacred Vedic music, sama-
gana. It was sacred and celestial in its natuce. The genus-
specis (janya-janaka) scheme had already appeared in the
domain of [ndian music, which had its origin in the collec-
ted materials of the Vedic music.  The materials as well as
methods of the gandharva music were scarched for (‘mrg—
anvesane') and were collected from those of the Vedic musie,
and so it was known as ‘mirga’. The grimardgas had cheir
origin in the fitis ot jatirigas (“jati-sambbiitawat grimari-
gani'), and, therefore, they evolved according to the scheme
of janaya-janaka or antecedence-precedence, which broughe
the idea of the cause-effect relation. The cause is conceived
in the Tantra as che masculine or male principle, whereas the
elfect as the feminine or female one. The male is known as
the productive one that generates and sustains the effece. It
has already been stated that in the Naradifiksa (1st century
A. D.), we come across for the Grst time the notion of
the subtle tones, known as microtones (frutis), and they
ate fivrd, ayatd, mryds, madhya and karupa. From these
five causal microtones, twenty-two microtones evolved in the
latter time, and they have mentioned and described by
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Mauni Bharaca in the Natyafastra, lc is said thar Muni
Bharata devised the twenty-two microtones according to the
emotive values of the five causal microtones, as described by
Nitada in the Siksi. The five causal micratones of the
Siksa are known as fatis (‘janakatvas jatih’) or genus, whereas
the cwenty-two microtunes are known as vyakti or species,
The jati or genus is cunceived as Siva, being the cause, and
vyakti or species as Sakei, being the effect. Bharaea's
genus-species scheme of che mycrotones are as lollows:

t. Diptat which possesses the aesthetic quality of
brilliance or shining radiane. The lateer evulved microtones
like ramdri, vajrikd, tivra and dgra are included in the
category of cthe dipta-jari, and these microtones also possesses
the sinlar emoctive qualicies as chose of dipa,

II. Ayata: which possesses the aesthetic quality of
vastness or expansion. It contains the lateer developed
microtones like krodba prasarini, sandipani, robini and
kumudvati, having similar emotive sentiments of broaduess
and abundance.

[Il. Mydus that possesses the aesthetic of soltness
and calmnpess, and it contains che microronal unies like
ratika, priti, kgiti and mandd, having similar emotional
sentiments as that of mydu,

IV.  Madbya: that possesses the balancing qualicy,
and ic contains raktd, ramyd, ranjani, marjani, and ksobhin,
having similar asthetic quality.

V. Karani; that possesses the emotional sentiments
of compassion and sympachy, and it contains the microtonal
units like dayavaii, madanti and alapini, having simila
pathetic and compassionate nature.*

1 These bave already been discussed before in some of the chapters,
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It has already been said before that the scheme of jati-
vyakti or genus-species has now been reduced to cause-effect
relation (karys-karana-sambandba), and it is rooted in the
notion of the Siva-Sakti-principle that forms the background
not only of music, buc also of everything in this phenomerml
universe, Regarding the class ($reni) of the rdgss, Pandic
Somanith (1608 A.D.) quotes a floka from the dumapatam
by Umipati (14th century A,D.):

Suddho raiijanakdri svena cchayilagah pardsrayatah/

Saihkirnastiibhayathd mata-mudicamumipaterevam /

—Ragavibodba (Adyar ed. 1945), IV. 3.

That is, while explaining the ragas from the viewpoint
of the Saiva-Tantra school, Umipati has said thac the rigas
of pure type are the embodiment of the Lord Siva, the
chayalaga ot silaga tvpe of rigas are that of the Sakei, and
the sahkirna type of rigas are chac of the Siva-Sakti combin-
ed principle, The intuitive artists and musicologists describe
two forms of melody-type (rags), and they are sound-
torm (nddamaya or iabdamaya) and deity-form (devatamaya).
They have understood the importance of deification and
visualization of the melody-types (rigas), and they realized
the fundamental psychic values of the rdgas by the proper
application of emotional interpretation of them. Pandic
Somandth has clariffied the doctrine of invoking the
presiding deities of the ragas by means of dbyana-tormula,
and says :

Uktam riipamanekam tattadrdgasya nadamayamevam /

Atha devatamayamiba kramataly kathaye cadaikaikim//

—Ragavibodbs, V. 168.

but here they have been dealt in o different way in relalion to twenty-
iwn microtones, as advanced by Bharata,
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“That is called riipa, which, by being embellished with
sweet Hourishes of svaras (tones), brings a riga vividly before
one’s mind. It is of ewo kinds, niditmid (one whose soul
or essence is sound), and devamaya (devati-debamayam), one
whose soul or essence is an image incacnating the deity, of
which the former las many phases and the lawer has only
one’. The physical sound-forms being impregnated with
aesthetic sentiments and moods become vivid and divine,
and they are transformed into image-forms as incarnations
of those emotional aspects. Prof. O. C. Gargoly says :
«The application to the theory of Indian music, chis
doctrine of image-worship i.e, the idea of invoking the
presiding deity, or the spiric of the divinity by means of a
dbyana-formnla, an evocative scheme of prayer for contem-
plation, has led to the conception of the forms of rdgas and
raginis in dual aspects viz, as audible Sound-Forms, and
visible Image-Forms—‘‘nidamaya-ripa and devatimaya-
rapa”! Both the Brihmanical and the Buddhise Tantras
have conceived different code mantrams (Vija-mantrams) for
invoking the presiding deities, and they believe that gods
and goddesses incarnace as the code mantrams, According
to Taoatric cule, the oija-mantrams or seed-formulas are
the symbols (pratikas) of the deities, Pantaijali bas
said in his Yogasitra that the mystic word A-U-M
represents the determinate Brahman,  The Mimdnsakas
do not believe in any materialized form of the gods,
and so they admit the existence of a mysterious power
or potency (apiirva) in music. In music, thoughc or
feeling, distilled in sound, becomes itself an independent
object, It assumes a tune-form which is definite, buc

1. Vide Ragas and Raginis (1948) p, 96,
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contains a force, which is called ‘apiirva’, and the apiirva
ofters boon to the sadhakas.

In Vedic time, che Revikas used to perform sacrifices,
and chey regarded the tongues of the blazing fices as the
representatives (pratinidbis) of the gods and the goddesses.
So the conceprion of the process of deification was a
common practice in India. It is an iconographical process of
personification or symbolization of the image-forms (icons),
and this divine process is entitely based on psychological-cum-
philosophical conception of music. The speculative process
of philosuphy of music designs an idea of the contemplative
prayer-formulae of che Indian rigss, and so the intuitive
poets composed the dbydnas of rages and ragipis wich
colourful compositions, and the painters drew beautiful
pictures of them. The emotional sentiments and moods
are the states or modifications of the mind, and the mind
being enlightened by the self-effulgent light of the Atman,
conceives, designs, and manifests music in the material
form.

According to philosophy of music, the divine psyche or
Atman is the foundation (adbisthana) of music. The psyche
sings cternally the immortal song of the absolute music,
which is formless and colourless in essence, and yet it mani-
fests as phenomenal music wich the gross raw materials of
tone, tune, thythm, grace, etc. The philosophy of music
states that the absolute musicis subjective, whereas its objec-
tive form is visual and audible phenomenal music. The
absolute music is like the *Idea” or ‘Type’ of Plato, It is che
true Logos or divine ‘Word® of the Christian theology. In
the begining, there was a pure Idea in God and He created
the manifold universe from within, and within Him there
sleep all kinds of impression (sarhskiras) of the projection of

27
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the wotld in potent form. The Vaisnava mystics say that
there is going on the supersensual music eternally in praise
of the Divine glory of Radhd and Krsna in the celestial
ragion of immortal Vrndavan (Nitya-Vendavan), Thac eternal
celestial music is the absolute music. The absolute music
is not, therefore, altogether inconceivable, but is conceivable
through the medium of the concentrated and spiricual mind,
Well has it been said by Prof. O. C. Gingoly, regarding
the absolute painting: *‘Absolute painting, though they
represent nothing, evokes a disintecesced aeschetic sensation,
due to happy perception and contemplation of special
relations, dimensions, proportions, accents, colour, value and
rhythm inherent in the quality of design, claiming to attain
the condition of music. DBut this demonstration of che
quality of non-representative painting does not invalidate
to capacity of the painter’s craft to represent, delincate, or
imitate nature or to render themes of human or emotional
significance. And if music possesses, as it indeed does, in
a large measure, the power of creating forms of ‘pure
emotional values’, it is not incapable of rendering and
cxpessing concepts cvocative ot human emotions’, The
phenomenal music, being the copy of the absolute music,
contains within it the potentialities of divine nature and
supra-mundane beauty of the absolute music, For this
reason, the material tones and tunes also sing the song of
the Divinity. Rabindranith Tagore has said: ‘For music,
though it comprehends a limited number of notes, yet
represents the infinite’. So the phenomenal music has
infinite possibilities for revealing the inner nature of man,
nay, tor making mortal man the immortal god-man.

Poet Tagore has further said that music “is the most
abstract of all arts, as mathematics is in the region of
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science”. It is sublime art as ““the pure essence of expre-
siveness in existence is offered in music. In music, the
feeling distilled in sound becomes itself an independent
object. It assumes a tune-form which is definite buta
meaning which is undefinable, and yet which grips our
mind with a sense of absolute truch’.

India is the land of spirituality, Here philosophy of
music is looked upon as a spicitual s@dhana, which elevates
and animates the level of man’s consciousness, and kindles
in the cave of his heart the perperual light of the Divine
knowledge, and makes him free from the den of delusion
forever and ever. The intuitive authors of music of
India are fully conscious of this secret, and have made
music the best and purest means for attaining the God-
tealization. The philosophical foundation of music rests
upon the solid rock of the realization of the immortal
soul of music. Therefore, we should be educated to know
that soul of music, because proper teaining and education
can only harmonize the chords of the phenomenal music
with those of the transcendencal grand music of man.
The artists as well as the are of music should, therefore, be
raised upon the high level of spicituality, and cthey should
be conscious of the grand truth of philosophy (dariana-
fdstra) of India that man can sce God face to face, can get an
immediate awareness of the Absolute, as the task of
philosophy of India is to solve the riddle of the universe
and to discover the ways and means co man’s percfection
in life.
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APPENDIX TO THE CHAPTER XVI
1. About dbvani and nida from Matanga's Brhaddesi:
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ATgIsy ATAAIEt: @ 9 qEiyay 934
qEnATfaaTe Rseama Fiam: 1330
WAl T qETATEt gad arihamaE |
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gfa maeaan dhw taufadaeer nawn

About nada from Parivadeva's Sangita~samayasara:
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About ndda from Saratgadeva’s Sangita-Ratnakara;
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fafwre’ from aFfataaa )
Taafs 7 a9 ooT AaEgHn v
e S i
WA CATHTEE! qrgRarsTa: 190
graaraaaeed gigdl aaTad |
AEMArGTAAT O e 193
— @R, fEetdtse: |

(@) =ta=q gaqamat fere s |
AR AR A T 19
AEIATHEAAT TAT ATHRLAL: |
WFRGIAAT TH ALY AT 130
T FagaIgIsd a5 wad
¥ged afimgla & swaf qeag v
agafafirs: disq FAREE T |
arfirgarreqaiEET faaf afiog i
Tidisfanmm: ganer geisgea wfam: |
gfir qurfis ue eawmRam sar i
FHIC ST THROHTE g
s srgrfREanaa mEtshivdtam g
saagTX @ T gfy aeRishinttad |
e 7l g e fgwEedne ne
T gifaafan sy a9

— VARG, s |

4. From Sithhabhupdla’s commentary :
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5. According to the ancient musicologists like Matanga,
Parévadeva, Sirangdeva and others, the microtones (Sratis)
evolve from the causal sound, nada, Regarding the pro-
cess, Sarangdeva bas said:

w1 qrarirEaTeT arErsfaday o
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6. Regarding difference of opinion about the number

of microtones as well as che variations in the musical sounds,
Kallinath has said :;
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Musical tones and melodic types ace sometimes intet-
preted with astcomical, anatomical and Indian medical
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(aysrvedic) terms, which really does not convey the philoso-
phical idea of music. The philosophy of music is absolute-
ly concerned with the basic or causal sound (nads) and its
true realization as the highest koowledge and existence
which make the artist (sadbaka) free from the bondage of
the delusive wotld.



CHAPTER XVII

THE PRIME OBJECT OF INDIAN MUSIC

We love music, buc if it is asked as o why do we love
music, we cannot give a satisfactory answer to it. [f we
say that we love music for our own satisfaccion, the answer
will not be correct. But it should be remembered chac
music is an art, which contains within it an universal
appeal and an inner urge for expansion, Music conveys
the idea of broadening our mind and intellect. It enlightens
our soul for realizing the real import and value of art and
life.  So the culture of music does not require any suspen-
sion and limitation, It does not mean that we should be
contented with practice of mere skeletons of rigas and
raginis, which are framed out of the combination and per-
mutation of tones, but we shall have to dive deep into the
very core of the rigas and ragipis, and shall realize their
true emotional aspect and spirit,  We shall have to infuse
life in them and make them dynamic and fic to be divi-
nised and visualised in our intuitive vision,

Music is a system of education which impaces know-
ledge and experience as to how to elevate and animate che
levels of consciousness. The world of ours scems to he
very sweet in the outset, but ic uldmately deludes us
with its outward charms and grandeur, So the wise men
remain apart from its fleeting beauty and go deep beneath
the surface of it, and find solution of the mystery of
their life,

Music is a gift or boon to human beings, because it
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consoles the mind and helps the mind to concentrate and
meditate upon a universal centre; makes men free
from the fetters ok false knowledge and ignorance, and
bestows permanent peace and happiness even in this
earthly life.

In the primitive society of the most ancient days, the
uncivilized nomadic tribes, not only of India but also of
all the countries of the world, used to sing and dance for
consoling their heavy hearts and for mitigating cares and
anxicties of cheir daily life, They used in ctheir songs one,
two ot three notes, high, low and medium. Their songs
were very simple. They wvsed in those songs sinple
drums of wood and flutes of bamboo, wood or bone of
animals. They used to dance with the rhythms ot songs
of charms, weather, marriage and other aspects of worldly
lite. The very walk of their life was accompanied with
the sweet tunes of music and rh}':hmicnl cadences of danc-
ing. In the civilized society too, music became the prime
means to men's household life and o cheir peace and
solace.  So from the dim antiquity up cll now, music has
preserved ics glorious march and teadicion, and mean find
their hope and consolation of life in it.

But music requires a systematic study and sustaining
steiving,  In the Vedic days, the sincere pupils used to sit
at the feer of cheir wise reachers and take lessons in the
spiritual  knowledge, and this master-pupil  (guru-fisya)
tradition is being cartied on in the field of study even to
these days, Perfection (siddhi) in every aspect of life is
always preceded by practice in its teuest kind, and a man
reaps his ripe harvest in the field it he sows the seeds in
time. The childhood is the best time for taking training
in culture of fine art of music, because babic and tendency



428 A HMISTORICAL STUDY OF INDIAN MUSIC

of a child ate ready to receive all he gets in this cime,
It is the nature of a child to acquire new things from the
sutroundings and environments he lives in, and thus he
expands the sphere of his knowledge and experience. The
childhood is also an impressionable age of life, So, if a
child is raught music propetly by the experienced teachers,
it never goes in vain, The impressions of learning music
in the childhood remain deep in the bed of subconscious
or unconscious mind, they rise again in che ripe age and
help men to master over the subject. The tones and
tunes of music create sweet sensacions in the mind of the
child, stimulate his physique and thus bring new energy
and vigour in him, Then the mind of the child becomes a
new centre of knowledge and intuition. A new vision is
then opened to him with new hopes and aspirations, and the
world of ours appears to him as entirely new.

The conception of a riga is very decp and mcnningful
in Iodian music. It gets into che softese cotner of the
minds of men, itrespective of caste, creed and colour, The
tones create the melodic patterns wich their colousful
ascents and descents and with harmonic relations, together
with alatabidres, miarcchands, tinas and rten essencials
which bring life into music, According to the psychology
of music, the microtones and tones are succharged with
aesthetic sentiments and moods, and they make the skeletal
forms of the rigas be impregnated with chose qualities,
S0 when men, women and children come in contact with
tones and tunes of music, they are absorbed, and their dack
deposites of the minds are slowly replaced by the bright
ones, and their hearts are purified so as to receive the
self-effulgent light of the immortal Atman, The realiza-
tion of the knowledge of the Atman is the be-all and



THE PRIME ORMECT OF INDIAN MUSIC 420

end-all of all music arcists and music lovers. The prime
object of Indian music is, therefore, to get the blessed boon
of the Divine knowledge that makes men free from
the chain of delusion forever and ever,

But the present-day tendency of music culture seems
to be commercial and deplorable, because it has confined
itself wichin the walls of self-interest. It has also vitiated
the raste and temperament of both the artists and the are-
lovers, e should, therefore, be refined and viewed in irs
true perspective and colour,  We shonld remember that as
man’s power and capacity ate limited, it is not possible
for him to meet all che requirements he wants in this
world of desires, The Upanisad states that continual
pouring of clarified butter into the fire cannot extinguish it,
rather it enhances the fAames. To extinguish the fre,
water is necessaty. So the culture of the art of music in
teems of selfish interest may add to the acquisition of
material prosperity, but cannot mitigate the real desire
of one's mind., The real aim of man is to reach the
goal of the Selb-realization, and through the medium of
music this achievement is fulfilled much sooner.

Let us remember always that the art of music is
maincained and sustained only by the artist’s sincere love
for art, purity and perseverance. Teachers, environments
and external guides can only help men to manifest the
powers and experiences that lie latent in their subconscious
mind. They are the best means or mediums. But we
should remember that we ourselves are to unlock the door
that confines the unfathomable beauty and greatness of
music. Musicology always complies with the real ideal of
music, and the artists and the art-lovers should always
be conscious of this highest aim and object. India is
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the land of spirituality and ecstatic joy, and every
fine art of India, be it music, painting ot sculprure,
turns its face towards the lofty ideal of the achievement
of unbounded joy and immorcal bliss.



APPENDIX 1

AN ANALYSIS OF MUSIC IN AN OLDEST PURANA

Indian classical music has a very long history from dim
antiquity, and the onward march of that history has not
yet concluded, nor will it come to an end, so long as ics
science and art have life and force. It is bound to chan ge
and be modified, owing to the impact of changing cir-
cumstances and altering phases of the Indian mind. But
amidst such changes and modifications, sincere and serious
study of the treatises on music will enable us to discover
the foundation, on which the cultural evolution of Indian
music has been buile up, We are still in the spade-work
stage, and have to carry on research patiently and in-
defatigably.

A study of music in the Epics 1s most important and
essential,  History cannot afford to ignore the facts of this
eventful Epic period. Many things of music chat are now
obsolete and dead, might be found to have been current
in the Epic period. In the Great Epics like Ramayapa, Maba-
bbarata and Harivamhés, we gec ample materials of the
gindbarva music. Different materials of music are found
in the Epics like Markandeya-purana, Vayw-puripa, Agni-
purana, Vrbaddbarma-purina. Vigpudharmottara-purana,
etc.

The Purinas are the documentary records of social
customs and manners of the great Epic age. They are
the evidences of social, political, educational, religious,
philosophical and spiritual aspects of the then sociery.
Rise and fall of the different clans and kingdoms with
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their war and peace—conflict and amity—have built up the
mythological history of the Hindus and other nations of
the post-Buddhist India. Though most of the Purdpas
ate recorded allegorically in an exaggeraced way, yet they
catey in them the historical truth and value.

The Rimiyaps, Mabibbirata and Harivamis can
also be enlisted in the category of the Puripas. The
Harivaméa is a supplement to the Mabiabbarata, Some
say that the Ramayans, Mababbirata and Puripas
are merely the mythological interpretations giving in them
no genuine facts and conveying no authenticicy., DBut that
is not true. Their pucting is only in the mythological
garb, but truth lics in them with all the historical signifi-
cance and value, So the Purdpas musc be teeated as history,
and we should investigate and penctrate into them so as
to explore the mysteries of the Epic India,

We are at present concerned with some of the notes
on the Markandeya-purina that claims priority over all the
Pyrinas. The Mairkandeya-purins, says Dr, Winternitz,
“is one of the most important, most interesting, and
probably one of the oldest works of the whole Purina
liceracure,  Yet even chis Purina is no unified work, bue
consists of parts which vary in value and probably belong
to different periods”. Prof. S. Bhimfankara Rio says
“Brabma-purina stands first and icis called Adi-purins,
and Vispu-purapa stands 3ed in the list,  Some are of the
opinion that Viys was the oldest”™. It is said that the
Tamil lexicographer was familiar with che tradition that
the Siva-puripa was a Mabi-purina. But Ramachandra
Diksitar holds quite a differenc view. He says that in
“‘priority of date, style, contents and the peculiar classifica-
tion into four padas, the Vayu-purapa can easily be ranked
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as the Mabi-purina”. Prof. Firquhar is of opinion that
the Mabia-purinas ate twenty in number, and in that respect
both the Viyn and the Siva Puranas enjoy the status
ot che Mabi-purina. Buc Riamachandra Diksitar, like
Dr. Winternitz, says that che Purdnas really “‘constitute a
work of various periods in succession. The Parinas wete
compuosed of faces with adjustments and re-adjustments  in
diffecent periods covering several centuries™.

Ie is saud chac Vyasa alter compiling the Itibisas
(histories) and cthe Paripas (mythologies), composed the
Mabibbarata to complere his task in the domain of
literature and  learning, Vydsa also admitted this view in
the Aabiabharata (Ch: VIII, 34. 1498). But this
admission, in our view, bears no strong historical evidence,
as it is a fact cthat many of the Puripas borrow
theic materials both from the Rimayapa and the Maba-
bharata.

Prof, Pargitac opines that the Bhavisya-purina was the
soutce of the Matsya, Vayu and Brabminda Purapas. And in
this way it can be shown by many parallel passages thac all
the Puripas are indebted to each other for their discussions.
Again, it can be proved thac most of the Puranas hold in
chem the ceaditions that have been developed at different
centres of religious activity where local events were inserted
subsequently,  As for example, Prof. Bhimfafkara Rio
mentions: ‘the Brabma-puripa represents Orissi version,
the Padma-purapa thac of Puskara, the dgni-puraps that of
Gayi, the Viym-purdps that of Machurd, the Vamana-
purins that of Thaneéwar, the Kirma-puripa that of
Virinasi, the Matsya-parina that of the Nabada-Brihmins®.
So ic is evident that the Purdnss wete composed or compiled
in differenc times with the copics and annals of differenc

28
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countries and dynasties. But Ramachandra Diksitar tells
us that though “the composition of the Purdnas is to be
spread over a large expanse of time, covering some countries
in the epoch of the Brabmanas and the Upanigads, we al-
ready find some reference to a form of composicions allied
to the Puranas”. So he assumes that the eaclier Purdpas
were composed at the last stage of the Vedic period, though
it is impossible to determine the exact dates and definite
natures of them at the present time.

Some are of the opinion that the catliest Dbarmasastras,
such as Gawtama and Apastamba, mention the names of the
Puranas. By the time of Kautilya’s Arthafasira (4th
century B.C.) it was counted as one of the subjects of
studies for a royal prince. But it is true that the
word ‘Purapa’ is again found in the XV mandala of the
Atharvaveda and in the Chindogya-upanisad (VI 1.2),
In the Chandogya-upanizad, it is mentioned that Narada,
asked by Sanatkumira, said that he studied the four Vedas
and also the fifth Veda—the ltibds and the Purina and che
Mabibbirata and other subjects. So it can be concluded
that the Paripa or Parapas won the priotity over the
Vedas and the Upanigads. But that is not possible,

Some scholars hold chat the Puripas are prior to the
Rimidyapa and the Mabibbarata +*with the exception
of the Markandeys and perhaps a few more™, Again
there rages a controvery as regards the priority of the
Kamayapa and the Mabibbarata. The renowned South
Indian hiscorian Dr, Krsnaswimi Iyengir holds thae
the events of the Ramayana took place after the great war
of the Mababbarata. That is, he is inclined to ascribe
the date of the Mababbarata prior to the Rimayapa. But
Dr. Winternitz has shown that though it is commonly
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believed by many that *the Mababbarata belongs to a
ruder, more warlike age, while the Rimdyapa shows traces
of a more refined civilization™, yet it can be proved that
the Ramayana is eaclier chan the Mababbirata for many
rcasons.

Again Rimachandra Diksicar has said chat [rom che
closer study it is found that some of the Purin as are eatlier
than the Rimayana and the Aabibbarata and even thanche
Harivathia, the supplement to the Mabibbirata, Because it is
seent  that the Purdnas never mention the name of
the Rimayapa and the Mahabbarata, wheress in the
Ramayapa, Mabibhdrata and Harivamfa, the mention
of the names of some of the Pwrinas can be found.
Dr. Winternitz is of opinion that the “Purdpas certainly
existed already long before cthe final reduction of the
Mababbarata, ,..... and the Harivamsa  not only
quotes the Vayu-purina, but in many places agrees
licerally with the Vayu-purina transmitted to uvs”. The
scholars like Holtzmann, Hopkins and Liiders also agree
with Dr, Winternitz. Prof. Hopkins bas mentioned that “the
description in our Vayu-purina is more ancient than the one
given in the Mababbarata". Prof. Liiders has also proved
that “the Rsya-Sraga-legend has an older form in the
Padma-purana chan in the Mababbarata’. So Dr. Winter-
nitz sums up from all the conclusions:  *From all this it
appears that Purdpas, as a species of literature, existed long
before the final reduction of the Mababbirata and thac
even in the Puranas which have come down to us, there is
much that is older chan our present Mababbarata”.

Rimachandra Diksitur has further said: “A study
of the Paranas shows cthat the eacliec Purdpas  were
composed in the period prior to the Mababbirata and
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Gautama Buddha, while the later Purapas were composed
in the epoch following Buddha”. Prof. Pargitar also admits
that the Vignu-purina (1Il. 17,8-18, 34, CL Pad. *VI, 263,
67-70) has some accounts of Buddhism and Jainism,
Prof. V. A. Smith has shown that “the Visnu-purdna is very
reliable as regards the Maurya dynasty (326-185 B.C.) and
the Matsya-purapa is also very reliable as regards the
Andbra dynasty (which came to an end about 225 AD),
whilst the Vayu-purana describes the rules of the Guptas,
as it was under Chandra Gupta [ (about 320-330 A.D.)",
Rimachandra Diksitar admits the views of Prof. Smith
to same extent, and says that the “version of the Vispn-
purana, with regard to the Mauryan dynasty and of the
Viyu-purapa to the early Guptas, has found general accep-
tance among scholats. The Viayw version of che Gupra
rule is believed o be a description of the reign of
Chandra Gupta I, who ruled Magadha from 320-330
AD.". So from this it can be concluded that most of the
Puripas contain account of the gencalogies of the kings.
They contain the genealogy of the Anava, Paurava, North
Pancila, Kanyakubja, Kasi, and the lksvaku dynasties.
The Markandeya-purana gives in detail the early history of
the Vaisila dynasty (Ch: 113-36).

The etymology of the term ‘Purapa’ has been fur-
nished by the Vayw-puripe as ‘yasmat purd bi anatidam
puranam,’ i.e, ‘that which lives from ancient times is known
as Purapa’.  The general characteristics of the Purinas ate
of five kinds, and they are:

Sargasca pratisarga$ca varhSomanvantarini ca/
Vamsanucaritam ceti laksandnam tu paficakam//

The Puranas must contain five kinds of characteristics
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(laksanas) and those characteristics are: primary creation,
secondary creation, genealogy of pgods and patriarchs,
period of Manus, and the history of princes of solar
and lunac dynasties and of their descendants, However
Dr. Winternitz lends his ultimate view as regards che
date of the Purapas as: Al that we can safely conclude
is thae the eaclicc Paripas must have come into being
before the 7th cencury, for neither later dynasties nor
later famous rulers such as, for instance, Harsa occurs
in the list of kings. The Markapdeya-purapa is one of the
cighteen Purdpas. To enumerate them in the order it can be
shown: (1) Brabma, (2) Padma, (3) Vaisnava, (4) Saiva or
Vayaviya, (5) Bhagavata, (6) Naradiya, (7) Mirkandeya, (8)
Agneys, (9) Bhavigya or Bhavisyat, (10) Brabmavaivarta,
(x1) Liriga, (12) Varaba, (13) Skandba, (14) Vimana, (15)
Kiirma, (16) Matsys, (17) Garuda, (18) Brabmands. The
Markandeya-purdna has been designated after the name of
the sage Markandeya. In this Purana, the deities like Indra
and Brahma have tken more prominenc part than Visqu or
Siva. The Vedic deities like Varuna, Mitra, Pethiviand Agni
bave played their rolesin some portion. According to
Pargicar, the oldest part of the Markapdeya-purina “may
belong to the third century A.D., but may pethaps be ear-
liet”. Dr. Winternitz mentions that in the Markapdeya,
the portion of the Devi-mibdtmya has been insereed in later
time than the 6ch century A.D.

Now let us discuss about the materfals of music that ace
depicted in the Markapdeya-purina and analyse that of
music therein, The Markandeya-purina is divided into 237
chaprers, and only a portion of the 23rd chapter (Beng. ed.
23rd and Bombay ed. 28th) has been devoted to the discus-
sion of music, DBesides, there are some discussions on
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dancing, singing and drumming (nreta, gita, vadya) in
other chapters (Beng, 149 and Bombay 154, etc.). The
main discussion on music begins with an allegorical dialogue
between the serpenc-king Avatara and his brother Kambala
on one side, and the Goddess of Learning or Devi Sarasvarl
on the other., The names of the kings, ASvatara and
Kambala occur also in the Ramayans, Mababbirata, Hari-
vamia and other Puranas. In Saradgdeva’s Sangita-Ratndkara
(1210-1247 AD.), we find the mention of *‘kambali-
fvatarastathd” (1.16). In the Mabibbarata (300 B.C.), we
get the names of Kambala, Aévarara and Kaliya rogether ;
“kambaldsvataran capi nigah kiliyastathid” (1.35.10).
Sarangdeva has mentioned also the names of Kambala and
Asvatara, while he decermines the jiti or genus of music,
As for example, he says.

Eradalpa-ni-gasvihuh kambalasvataridayah/ /
Alpa-dvi-frutike rigabhisd'divapi tanmatam/
=S.R. 1.7.22-23

Kallindth (1446-1465 A.D.) has quoted here the views
of Bharata, and says: *‘paficami-madbyama iti bbarata-
matanusirind vacanena, ‘stadalpa-ni-gasu’ iti  kambaldiva-
taridi-matanusarind vacanena” (vide SR. Poond ed., p, 78:
Adyar ed., vol. x p. 117). Sithhabhupdla (1220 A.D.) has
also mentioned: “alpa-nisida-gindhare rigabbasidavapi
svarasadbaranam  proyoktyamiti  tesam  kambaldfvatari-
dinam  matam” (vide SR, [Adyared.], Vol. I, p. 178).
From this it is clear that Aédvatara and Kambala wrote
somie authoritative books on music and we often find
them to be referred by the ancient authors,  We notice chat
like Kohala and Dattila, and Nirada and Tumbury, cthe
names of Aévatara and Kambala are also mentioned togecher
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in many places, as the ‘old authors’ on Indian music
(‘vrddba samgiticryas’).

The Mirkandeya-puripa  describes chac the king
Afvatara made a severe penance for many years together.
Fle seems to belong to the Niga dynasty (nége-vamia).
The Niga dynasty is considered to be one of the branches
of the Scythian race, “The Nigas”, says Pricyavidya-
mahdrgava N, N. Basu, “spread theic influence not only
over India, but also at one time over whole of che civilized
world. Alexander the Great observed dragon-worship and the
influence of serpent-worshippers in the Punjab™ (vide The
Archaeological Survey of Mayirbbasija, Vol. 1. p. XXXV.
CE. also Cunningham'’s Archacological Survey Repore, Vol.
Il p. g). Prok. Fergusson says thac he noticed a pictute of
some s::pcnt—wunhiypm, curved in stone, inthe cast gate of
Sinchi (vide The Serpent-Worship. p. 33). Prof. Griinwedle
also admits ic (vide che Buddbist Art in India, p. 62). The
Chinese ctraveller Yudh Chawing has mentioned it in
his travelling records (vide Watter's On Ywan Chawang,
Vol. II, p. 133). Before the reign of the Nanda Kings,
the Niga dynasty was in existence in India, and it is noc
definitely known whether the dynasty was connected with
the SiSunaga dynasty. In the Pali literature and che Puripas,
the names of the nine Nandas are traceable. Dr. B, M.
Barud is of opinion that after 140 years of the passing
away (mabaparinivvipa)of Gautama Buddha (probably in 348
or 347 B.C.) the SiSuniga or Saifandaga dynasty was extince
(vide Afoka and His Inscriptions, Vol. 1, pp. 41-42).
Dr.B.C. Lihi says thac the Sifunaga dynasty was established
before 600 B.C. or perhaps in 642 B.C,, by a chiefrain of
Virinasi, named SiSundga, who fixed his capital at Girivraja
or Rijgrha (vide Tribes in Ancient India, p.199). Again
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it is found in the history that the Naga King '*Champeya’
established his kingdom on che bank of the Champd chac
runs between Afiga and Magadh.

The serpenc-king Abvatara was very fond ol music,
His intense longing for knowledge in the art and science
of music made him take a vow of severe penance, for
getting a boon from the Goddess of Learning., The Goddess
was very pleised with his austerity.  She appeared before
him and offered him a sacred boon.: “evam stwtd tadi
devi vignurjihvd sarasvat?”. She said to the king Asvacara,

Varam te kambala-bhritah prayacchamyuragidhipa/

Taducyacdm pradisy@mi yat te manasi vactate/ [
*O king of the serpents and the brother of Kambala, I have
been pleased with you. [ wish to confer upon you a boon,
So my son, ask whatever you desire’. Asvatara was very
glad to see his vow fulfilled. His heart was moved by the
sweet and affectionate words of Devi Sarasvatl, He said to
the Goddess wich awe and reverence:

Sahayam debi devi tvam piitvam kambalameva me/
Samasta-svara-samvandhamubhayoh sathprayaccha ca/

‘O Devi, if you are pleased with me, at fiese make my
brother Kambala a constant companion of me, and then
bestow upon both of us the divine boon of arc of music by
means of which we two can master all the science and
knowledge of notes’,

Now it may be asked who was Devi Sarasvad, the
Goddess of Learning?, In the Sambitis and the Brabmanas,
Sarasvati has been described as ‘a river’ (‘nadiripa’) like
Drsadvadl, Indus (Sindbu), etc. Most of the European
scholars have interpreted the word ‘Sarasvati® as the tiver,
In the Satapatha-brabmana (3.2.4.2.7), we find an allusion
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of the stealing of the Soma creapers (somalati) by the semi-
divine music-loving Gandharvas. The Gandharvas, it is said,
were the dwellers of the North-West Province of India,
The ancient musicologists like Nacada, Tumburu, Hihi and
Huhu, Vifvavasu, Asvarara and Kambala weee all included
in the stock of the Gandharva. The allusion in che Sata-
patha-brabmana proves that the Gandharvas were the boen
musicians, and they practised traditionally the gandbarva type
of music that evolved in the beginning of the classical period
in the 6oo-500 B.C, out of the remains of the Vedic music,
simagina, In the Markandeys-parina, the Goddess of
Learning has been called as the ‘tongue of Visnu' (‘visps-
jibva-sarasvati”). In the Vedic period, the sacrificial fre
(Agni) was conceived as the sun of the nether wotld (preboi).
The sun in the sky was conceived as Mithra or Mitra (uni-
versal friend of the world) and the sky, as Varuna or the
‘ocean of milk" (ksiroda-samudra). The sunis worshipped
from very ancient times, and gradually it was conceived as
the presiding deity of the sacrifice. Consequently the sun
was looked upon on the earth as ‘fire’ or A gni, Gradually the
fire (Agni) was considered as the representative (pratinidbi)
of the sun in the sky, With the evolution of the anthropo-
morphic ideas of the gods and the goddesses, both the sun
and che fire were conceived as Visnu. Asche sun pervades the
whole universe with its rays, so Visnu pervades everything
phenomenal with his sublime glory and magnanimity. In the
Epic literature, we find the allusion of Trivikrama or Vamana,
who stretching his three legs, covered or  pervaded the three
wotlds, while accepring the boon from demon king
Vali. Vimana's three legs represent the three regions
[fakn.r]. carth, etherial space or sky and heaven (bbub,
bhuvab and svab), which again convey the idea of all-perva-
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siveness (sarva-vyapakatvam). The mythological god, Trivi-
keama or Vimana has been conceived as the divine incarna-
tion of Visnu or the sun. So the significance of the word
Vispu' holds the same idea of all-pervasiveness, The rays of
the sun, together with the lames of che sacred sacrificial fire,
weze conceived as the ‘congues’s The Goddess of Learning
(Sarasvati) was afcerwards considered as one of the presiding
deities, being identified with the sacrificial fire. Therefore
the word ‘vispu-jibva’ bzcame an epithet of Devi  Sarasvarf.
Sarasvati was also conceived as the presiding deity (adbistha-
tri devi) of all kinds of learning and Fine Arcs,

Therefore Devi Sarasvati, as an embodiment of the rays
of the sun or flames of che fire, being carnestly asked by the
king of Gandharva, ASvarara, for proficiency in the art and
science of music, granted che prayer, and said with a smile
‘be icso’ (‘tathasts’)., The Goddess then beszowed che
desired boon upon Alvatara and Kambala, saying,

Sapta-svard grimaragih sapta pannaga-sattama /

Gitakani sa saptaiva tavatifcapi® mircchandl//

Taudscaikonapaiica$ac® tathd gramatrayafica yat/|

Ecac satvam bhavin gara® kambalasca tathinaghat/

Jdasyase mac-prasidena bhujagendraparam tathd/

Caturvidham padam® talam® cei-prakaram layacrayam//

Yaritrayam® rachd todyam® maya dattam catucvidham

W * - -

The alternative readings:
1 tavaryadclpi.

2 rdlafcaikonapaiciliar.
3 vera.

4 kabalafcaiva re nidya,
3 parag.

& kdlam.

T glta<trayam.

8 kdlam.
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Asydntargacamayattam svari-vyhjina-sammitam /*
Tadiesam mayd dattam bhavatah kambalasya caf /
Tathd nanyasya bhurloke pirile cdpi pannaga/
Pranetdran bhavantau ca sarvasydsya bhavisyatah/
Picale devaloke ca bhurloke caiva pannagau//

“O king of the serpents, both you and your brocher
Kambala will be able to master the seven notes, seven
gramaragas, fifty-nine tinas, and three gramas, Moreover, |
bestow upon you the boons of getting efficiency in four padas,
three tilas, three yatis, and four todyas (dtedyas). DBy my
benediction and grace, both of you will be able to acquire
the knowledge of these ares, cheir vowels and consonants,
I am pleased to bestow all chese boons upon you and your
brother Kambala, Now I have given everything to you
and your brother, In heaven, human world and nether-
world—everywhere you will be honoured”.

On a perusal of the Markandeya-purina, we find the
names of the seven lankiks notes, sadja, rsabba, gandbara,
madbyama, paficama, dbaivata and nisada, as opposed to the
vaidika ones. The Gth-sth century B.C. wasan epoch-
making period, as the Vedic music was replaced by the
newly devised gandbarva type of music at that time. A
demarcating line has been drawn in the history of India
between the music, vaidika and the laukika, The vaidika
or Vedic music, sdmagana, with its variants were sung with
the seven notes, prathama, dvitiya, triiya, caturtha, mandra,
atisirya and kresga. The pioncering dramatist and
musicologist Brahmabharata (commonly known as Brahma,
Drubina, Pitimaha, etc.) was credited to have devised the
gandbarva music, As most of the materials of the gandbarva

9 svaravyvafijanayofca yat,
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music was sought for and collected by bhim, it was known
as ‘marga’ (mrg—anvegane), The microtones (frntis) being
considered as the (subtle) notes, the Markandeya-purina
does not feel to mention them separately.

It has been said before that che seven gramarigas are
fadava, paficama, madbysmagrama, sadjagrama, sidbarita,
kaifika-madbyama and kaifika. In facc the gramarigas arc
six in pumber, as the kaifika-madbyama and kaifeha are
one and the same rdga. As the rdgas have their foundactions
in the basic scales, sadjagrams and madbyamagrima, they
are known as the ‘gramardgas’. They evolved out of the
jatis i.e. fatirigas: “‘jatisambbitatvat gramaragani”. The
jatis or cast melodies are the primal rigas. They have also
been mentioned in the Rimayapa (4th canto). The wandering
Bards, Lava and Ku$a used to sing the KRamidyana-gina,
added with pure type of jitirdgas (fuddba-jitis). They
were seven in number, and were known as the gandbarva
music, Out of them, six gramardgas evolved during
400-200 B.C, as we find them in the Mabdbbaraia and
Harivamia, and they were even played in the gandbirs-
gram:, ‘a-gandbara-gramarigam  gangavataranam tatha”
(vide HV. Vignuparvam, 89 canto). In the Naradisiksa
(1st century A.D.), Nirada has mentioned seven types of
grimaraga, as have been mentioned before. In  the
Markandeya-purana  (3rd-gch  century AD.), we find
also seven kinds of gramaeriga, and it seems thac
the author of the Markandeya-puriana has followed
Natada of the Siks@, These seven grimarigas are also
supported by the Kudimiyimalai Stone Inscription, installed
by Raji Madendravarman in the sevencth century A.D,
The seven kinds of tonal arrangements are also found in
the seven gramarigas, as evidenced by the Rock-Inscription.
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The seven gitis, as mentioned by the Markandeya-
purana, are the ragagitis or rigas by themselves. Bharata
deals with the gitis like magadhi, ardba-magadli, etc.,
which were used in the stage songs, dbruva-gitis. Buc Ma-
tafiga (5th-7th century AD.) has fully described the seven
gitis, which were described in terms of che rages. Maraiga
says that the gitis were: fuddhba. bbinnd ov bbinnaki, gandi
or ganciki, riga, sidbdrani, bbasi and vibbasa or vibbi-
sika. There are controversies regarding the pumber of the
gitis (rdgagitis) among the ancient musicologists like Kohala,
Yistika, Sardula, Diicgasakei and others. The Aarkandeya-
purina has followed the method of Matanga of the
Brbaddesi. From the Sangita-Ratnikara (catly 13th
century) we come to know thac chere were other kinds of
gitis like brabmagiti, kapalagiti, erc., which were devised,
it is said, by Brahmid or Brahmibharata in the pre-
Christian era. Sdrangdeva has also described the seven
gitis like re, gatha, panika, etc., buc the Markandeya-
purana is not concerned with those seven types of
the gandbarva-giti.

It may be taken that during the time of the Markandeya-
purina (3rd-gth century A, D.), gandbaragrama was absolu-
tely out of practice, and so, when he says about the seven
mircchands, it should be taken that it describes seven
miircchands of the sadjagraima and the madbyamagrama,
which were current in its time. But iv is interesting to
mention that the author of the Markandeya-purina has also
mentioned the names of the three basic scales, sadja,
gindbira and madbhyama. Muni Markandeya has said,

Tato hihd-huhuscaiva niradastcumburustachi/

Upagyitumarabdhd gandharvamkusaldcavim/

Sadja-madhyama-gandbara-grimatraya-visaradil /
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Miirechanibhifca tani lifca' samprayogaih sukha-
pradam/ [
—(106 canto)

From the text it may be assumed that che gandbira.
grama was also in practice in the time of the Markandeya-
purapa and consequently its tanas and mdrcchands. But
from the evidence of the Nagyasdstra we know chat in the
beginning of the Christian era, the gandbaragrama was
obsolete in the society, though the practice of the gindbarva
type of music was curcenc: ‘gandbarvam kusalaravim’

The mircchanis of the sadjagrima ace: wttaramandra,
rajant, witarayatd, afvakrintd, abbirudgata, matsarikrta and
$uddba-gadja, whereas those of the madbyamagrama are:
sauviri, baripitva, kalopanatd, Suddba-madbyi, marpui,
pauravi and bysyaki. The Mairkandeya-puraga admics the
forey-nine tanas: “‘tanascaikonapaicifas.” Bharawa differs
from it. Bharata has described eighty-four tanas: “tanas-
caturasiti'’, Dattila follows Bharata, and says that the
tinas can be classified into three categories, complete
(piirpa), incomplete (apiirpa) and inricate (kiiga). Bur it
is interesting to note that Nirada (1st century A, D))
describes, in the Siksa, the forty-nine tinas of three gramas,
sadja, gandbira and madbyama. He admits 14 in gsadja-
grama+ 20 in madbyamagrama+ 15 in gindbiragrima =49
tinas. VignuSarma also admits in the Paficatantra (20d-5ch
century A. D.) fourty-nine tanas: “‘tandstekonapaiicisat’’.

The author of the Markandeya-purina states like Narada
(of the Siksa): *gramatrayafica” i.e., there are three ancient
scales or gramas, sadja, madbyama and gindhars. But
from Bharatas Natyatastra we know that the gindbira grama

1 Different reading :  1laifea,
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was obsolete from the beginning of the Christian era.
Regarding the type of composition, the Purina states:
‘“caturvidbiam padam’ i e., the padas are four in  number,
and Bharata is of opinion that everything, which is com-
posed of letters, is known as pada. The pada makes the
notes and tempi manifest, and so it is known also as
‘wastu': “padam tasya bheved-vastu svara-talanubbivakam"',
Bharata divides pada firse inco two, nibaddlha and anibaddba,
and then into satdls (with chythm) and atdla (wichout
thythm), Bharata says:

Nibaddhaficinibaddhafica tat padam dvividham smrtam /

Atilafica satalanca dvi-prakirafica tadbbavet//

Sarangdeva admits this division of the pada, and says that
the satdla nibaddba padas are possessed of four music-parts
(dbatus), six limbs (sadaniga=svare, virnda, pata, etc),
and atala anibaddba pada is known as an alapti or alapa,
The Markapdeya-purana probably considers chose nibaddha
and anibaddba and satals and atala padas as four in
number. But Bharata and Saratgdeva have classified them
into two groups, Satdla-nibaddha and atila-nibaddba, though
they appear as four in number,

By talam the Mirkapdeya-puripa means the ‘thycthm’
which is of four kinds and they are: avaps, niskrama,
viksepa, and praveiaka. Those chythms (talas) create three
kinds of tempo, and they were slow (vilamuita), medium
(madbhya) and quick (druta). The Puripa admits chese
theee tempi (“daya-trayam™). Regarding prakira, yati and
todya i. e., todya, the Markandeys-purina admits chree
kinds of prakdra, three kinds of yati and four kinds of
atodya, which were current in its time. The three kinds of
yati ate: samd, srotogatd, and gopuechd, and four kinds
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of dtodya are: tata, susira, anaddba and ghana! The
Sangita-dimodara of Subhankara (middle of the sixteenth
century) states,

Taminaddhafica susiram ghanamiti caturvidham /

Tacam veenddikam vidyamdnaddam murajidileam/
Varhsyadikastn susicam kansya-tilidikam ghanam//
The word ‘atodya’ signifies the musical instruments,
and they are divided into four classes, zat4 1. e, the musical
instruments that are played with the help of steel or
gutted strings like veepd, and veepa class of inscruments,
saroda ot saroda-veeni, tamburi ot tumburu-veena, sitara or
saptatantyi-veend, etc; (2) swgira or wind instruments;
like veps, fankba, vamii, gomakba, §ingd, etc,; (3) anaddba
or skin-covered instrumencs like different kinds of drums,
and (4) ghana or the instruments, made up of iron or

brass like cymbal, etc,

Besides the vocal music, the Markandeya-purans des-
cribes different kinds of musical instruments and the are of
dancing. Regarding musical instruments, the Parana states,

(2) Veeni-venu-mgdanginatodyasya parigtaham
Karoti gayatim vittam: ngtyatdfica prayacchati /

(68 canto)

(b) Pravadyanta tatastara venu-veenddi-dardarily /|
Prnava puskara$caiva mrdangih patabanakah/ /
Devadundubhayah Safikhih $atado *tha sahasratah/
GayadbhiScaiva gandhatvai-rorcyadbhiseapsaroga-

naib/
Turya-vaditra-ghosaifca sarvam kolahalikgtam)
(106 canto)

—_ i

1 These have been fully described in Bharatn's Nmtyatsira.
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() Jagul kecic tathaivinye mrdanga-patahinakin]
Avidayanta caivinye venu-veenidikarstachi/
(128 canto)
From these flokas we come to know that various kinds of
musical inseeuments like vepw, veend, dardura, panava,
puskara mydanga, pataba, deva-dundubbi, fankbe etc, were
used ac that time. The are of dancing was prevalent among
both classes of people, aristrocratic and common, The
dancing was also pratised by the ladies of the harem, In
the Royal coures, the dancing gicls had free access, The
Markapdeyapurina states:
(1) Praglta-gandhacvagandh pranrecdpsarasih gandly [
Hara-niipura-midhurya-fobhitinyuttamini caf |
(10 canto)

(b) Visvaci ca ghrediel ca urva$yatha tilotcami/

Menakd sahajanyi ea rambhascapsarasim vardh/ /

Naoreu-tjagatimise likhyamane’ vibhivasau /

Hava-bhava-vilasadhyin kuevantyo’ bhinayin vahin//

(106 canto)

From these it is evident thac the dancing gitls like
Tilottamd, Rambhad, Visvaci and others used to take parc
in the dramatic plays. Their dances were accompanied
with different gestuces and postures and aesthetic sentiment
and moods.

Now we find that the Markandeya-purina furnishes us
with the materials of music that were traditionally cultured
from very ancient time. The type of music practised was
pucely g&ndﬁdrﬂa. though some of the rcgiunal (desi)
materials are found mentioned in che Paraps. It is a histori-
cal face that during the time of the Markandeya-purina,
the work of formalization of the aboriginal regional tunes
had begun, and some of the non-Aryan tuncs also goc

29
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into the stock of the Aryans. However scanty may be the
matetials of music in the Markandeya- purana, their historical
value and importance are immense. The Epics are the
fountain-head of inspiration, and they supply us the macerials
of music to compile a reliable history of Indian music,. We
should, therefare, study the Epics and analyze the ingre-
dients of music therein, which will enable us to have a
synthetic vision to get into the realm of cultural history of
glorious India.



APPENDIX II

MANGALAGITI: ITS SIGNIFICANCE AND FORM

Most of the hiscorians are inclined to ascribe che time
of Mahikavi KiliJis between 150 B.C. and 400 or 450
AD, In Kilidisa's diffecent poetical works and deamas
(kduyas and natakas), we come across the words, mai gala-
giti and gitamangala. To cite one or two examples of
them, Kilidds has mentioned ;
(a) mirechand-parigrhiea kaiSikaih kionarairusasi
gicamangalah' [—Kumarasambbava, 8.8s,
(b) sambhivicanim giricdjaputcyd grhe'bhavan-
mangalagitakipi/ [ —Kumarasambhava, 11,33,
Thae is, *when the kinnaras were cugngcd in singing the
manigalagiti wich che help of the riga kaifiks and impregnated
with mirchani ac day-break, Siva, who was most worchy
of being praised and worshipped by the wise ones, awoke
with the blossoming of the hundred petaled golden lotus’,
etc. Now, this marigalagiti and gitamarngala were no ocher
than the sacred mangalicarana-giti. Kilidas has mentioned
that the mangalagiti used to be sung with the rdgs (grama-
riga) kaifika, consisting of a mircchand. It isa historical
fact that from the time of Bharata of the Nityaiistra fame
(2nd century A.D.) down to that of Pandit Dimodara of the
Samgita-darpana (15th-16ch century A.D.) the ragas used to
be determined by their respective mijrcehanis. A mirochana
is a structure of seven tones with their ascending and
descending  series  (“svarindmirobakrama  mirechani’).
Sarafgdeva of the early 13th century A.D. has deale clabot-
ately with the varieties of miirechani of the three grimas,
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and before Sarangdeva, Bharata, Mataiga, Pacsvadeva and
other ancient dramatists and musicologists have fully dealc
with the problem of mircchana. We know from Sirang-
deva's Sasgita-Ratnakara that the raga kaifika was possessed
of gﬁnn’h&rﬁa’i—mﬁrcﬂbmft. The ripa kaifika used to manifese
itself in diffevenc forms like fwddba-kaisika, sadja-kaizika,
malava-baifika, thakha-kaifika, bogpa-kaifika, bhinna-kaiiika-
madhyama, gawda-kaifika, ctc. Kalidis was [ully aware
of importance and utilicy of the mircchanis of the rigas,
and so wherever he has mentioned some rdgas, pramas and
ganas, he has used the word miirechani to make them
explicit.  As for example, while deseribing the deplorable
condition of the deparced wile of the exiled Yaksa, he has
mentioned about cthe mirechand of the pandbiragrima,
which was appiled by the Yaksini for abhicarika pur-
pose on the wires of the veewa: *“‘niksipya veenam ...
mircchanam vismarani',

Now the gitamarigals, that occurs in the Hoka:
“miircchand parigribita kaisikaih” etc, was actually che
nibaddba prabandba-gina. Sirangdeva has described in
the fourth prabandba chapter of the SR, that the
prabandas were mainly of three kinds, and they were:
sida ot mirga-sida, ali or ali-samiraya and viprakirpa
(SR.IV. 22). The viprakirna-prabandba was of thirty-six
vatictics, and they were: eld, karana, dbenki, . .. dvipadi,
catuspadi, carcari or caficara, carya, paddhadi, rabadi, virairi,
mangalacarapa, dbavals, mangala, cte, (SR. 1V, 23-32).
The nama-kirtana, introduced by Si Chaitanya inthe 1485~
1533 AD., and the rase or [ili kirtana, innovated by
Thakur Narottamadis in the 16th century A.D., were no
other than the Earapa-prabandha-gina, as described by
Sarangdeva. Even Thakur Jayadeva (r2th century A.D.),



MANGALAGITI: 115 SIGNIFICANCE AND TORM 453

Badu Chandidis (cacly 14th century AD.), Thakue
Vidydpati (14th century), and other Vaisnava savants
composed many dobds and padivalis in avabattha-sauraseni-
variga or vaiga-maithili |ungtlagcs befoce Sl Chaitnnyn, ane
they were known as classical cype of karapa-prabandhagana.
The nigagici ol Beogal, composed in the avabatgha language,
was also koown as the prabandbe-giti, The Carnitaka
composers ke Achalinandadds (1geh  century  ALD),
Narahari-ticcha (1 3th century), Sripadardja (chird quarter of
the 15th centuey), Vydsardja (1sth century), Vidicdja
(1480 AD.), Purandaradas (1484 A.D.), Tyagarij,
Muthusvami Diksitar, Sydma $istri and others composed
songs which were known as the classical kirtana-prabandba-
gina. The barapa-prabandba is of nine kinds, and accor-
dingly fur their special features they were again divided
ko three main classes, mangalirambba, anandavardhane
and  kirtipiirvikd labari or kirtilabari (SR, IV, 142). The
last one, kirtilabari-karana-prabandba was  designed afcer
the form ot Akirtana or padivali-kirtana, The gita-
manigala or mangalagiti was also included into the category
of the prabandha-giti.

Besides the mangalagici, Kalidas has mentioned in his
differenc Kavyas the names of the prabandbas like cacari,
carya, jambbaliki, cc. The cacari-prabandba or cah-
cara used to be sung on the occasion of holi festival in the
spiting season: ‘s vasantotsave geya cacari prakptaib
pldddi" [SR. IV, 290-291). The caryd was pucely spiritua[:;
“adyatma-gocarah caryah” (SR. IV. 4. 292). In the gso-
1200 A.D., the Sahajayani and Vajrayol mystic Yogis of
the Buddhist, Jain and Natha sects composed many dohas
(caryas) in code language (sandbyd-bbdsi), and they were
known as the padas i.e. nathagitis and caryapadas. The
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dhavala and mangals gitis were also spiritual in their nacure,
Sarangdeva has mentioned about them in connection with
the dhavala-prabandba-giana: “afirbbir-dhavala-geyo dbava-
ladi-padanvital” (SR, IV. 302), i.e. the dbavals-prabandba
used to be sung with the word of blessings and  dbavala
verses, The manigala-prabandba used to be sung either with
the raga kaifika (or kaifiki) or botta (or bbotta), consisting
of manigala verses (padas) in a slow tempo (vilamvita-laya).
Sarengdeva has mentioned about the method of embellish-
ment of the mangalagita or gitamangala thus:
Kaisikyim bortariga vd mangalam mangalaib padaih /
Vilamvita-laye geyam mangala-cchandasichavi/ /

—SR, IV. 303.
Thus we find that there were cutrent two kinds of
kasika-riga in the ancient Indian society: one, the jiti or
jatirige and the other, the gramariga. Bharata has des-
cribed the kaifika-jati as one of the eighteen jitirigas in
the Natyafastra (28.45), and Narada has mentioned about
the kaifika-graimarags in the Naradisiksi (vide the Virinasi
edition, p. 409). Narada has said that the gramardga
kaifika was mentioned by the musicologist, Kafyapa:
“kaiyapah hkaifikam praba  madbyamagrama-sambbavam®
(IV. 11). The commentator, Bhattofobhakara has said chat
that kaifika, madbyamagrima, sidava and other gramarigas
used to be duly sung in ancient India. Matanga
(5th-7th century A.D.) has mentioned in the Brhaddesi
that the primaraga kaifika vsed to be sung along with the
prabandba, dbruva specially meant for the dramatic per-
formances: “dbravayim viniyojanam” (floka 265). The
commentator, Mallinath has regacded kaifika or kaifiki as a
raga. Mallinath has said: “kaifikaib svikyta-raga-vifesaib.”
Kallinith has said about the bbasarigs, kaifiki, and it is
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the bbagiraga of the Suddba-pasicama (SR. IV. 207)
As regards the bofta oc bbotta rigs, Sirangdeva has said thac
this gramaraga, botta used to be sung on the occasion of
religious functions in commemoration of Siva, the Lord of
Bhavini:  “wtsave  viniyoktavyo bhavanipati-vallabbab’
(IL.s0).

It is said that Dbotta or bhotta is a classical riga,
imported from che BhogadeSa in the Tibetan region. Dr.
P.C. Bagcehi has said that the bogtarage might be connected
with che [ndian names of Tibet, as bogte (bhatiya or bhotta)
bowever does not occur either in Sanskrit inscriptions or
in texts before the 7th century A.D. Such might be the
case of the classical rags takka or tanki, which was collected
or imported from At-tock or At-tak janapads (town), situa-
ted on the bank of the Indus river. The evidences of
inclusion of innumerable regional tunes (rdgas) into the
stock of classical musicare found in Macanga’s Brbaddess,
and it is a historical fact chat there were intermixture of
tunes of the Acyans with those of the aboriginal tribes of
ancient India, The bottariga of the Bhotadefa used to be
sung on the occasion of sacred ceremonial Functions like the
rdga kaisika: bbottaja-ri-dba-saficira giyata sarva-marigale.’
Now icis clear that the mangalagiti or gitamangala, as
mentioned by Kilidis in the Kumarasambbava, used
to be sung cither with the help of kaifika or botta (or
bhotta), exclusively for sacred religious purpose. Kallinach
(1446-1465 A,D.) has also mentioned that with the help of
mangale verses and the rigas kaifika or botta, the sacred
song, mangals used to be sung in auspicious Iancrions:
“haifika-rige botta-rage va kalyapa-vicikai padairvilamvi-
tena layena mangalo geyab, athava mangala-namana-chana-
dasi”. (SR. IV, 303), As regards the special feature or
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characteristic of the dbavala-prabandha-gina, Kallinith has
furcher said that che four sacred symbols like farnkba, cakra,
gtdd and padma should be mentioned in the composition
(sabitya) of the dhavala-giti. Again in every verse
(carana), there shall occur twenty madtras io the song and all
these were again divided inco five groups.

The marngala-giti used to be profusely sung in Bengal,
and specially in the Ridade$a in West Bengal [rom the
13th to the 18th century 'A.D.  From Vipradis (Manasi-
mangala) to Bhirata Chandra (dnnadi-masgala), the religio-
mythological ballads like marigals-gina, ctc. used to be
sung in different villages of Bengal wicth fastric rages and
talas. From the musical references, as mentioned in Kili-
disa’s works, we come to know that arts of drama and music
used to be culwred by both the rural and urban people of
mediacval India, and che literary compositions (sahitya) of
those songs and dramas were written both in Sanskrit
and Prakric.



APPENDIX I

RABINDRA-SANGIT AND RABINDRANATH

Rabindranith was a born composer as well as a musician.
He was nurtured in an atmosphere of Indian classical
music from his childhood. Calcutea, particularly the poet’s
ancestral palace ac Jordsdnko was the venue of the culcure
of classical music. Many leading and repured Muslim and
Hindu musicians came at that time from Delhi and other
places of Norch India and settled in Vishnupur (Bafkura),
Hooghly, Cinsurd, Krishnagar, Stirampur, Calcucta, Gobar-
dingd, Mynensingh, Gauripur, Assam, Tipperih, Beriya
under the patronage of music-loving Rajis and landlords.
Vishljupur. in those days, was recognized as the most pro-
minenc centre of culture of music in Bengal. Rabindranich
got impetus and inspiration in music fiese from his brochers
and associates. Musical soirees were held now and then at
the Tagore Palace of Jordsanko, Poet’s father Maharsi
Devendranith Tagore of revered memory was himself a
great admirer and patron of classical music. He encouraged
his beloved youngest son, Rabindranith to compose songs
and poems. He also engaged some reputed music-teachers
like Visnu Chakravurcy, Stikantha Singba and others to
teach Rabindrandth pure type of classical and other kinds
of devotional music. It is said that Jadubhagta of Vishnu-
pur for sometime taught him some dbravapadas of
different ragas and talas, but Rabindrandth himself did not
admic this face.

Rabindrandcth’s voice was resonant, chatming and
sonorous [rom his very boyhood. He had exceptional merit
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and apticude in exactly imitating the most difficule dbru-
vapadas and dbimaras, ln his Jivanasmyti (‘Reminisence’),
he mentioned chat fact that not only he heard good
songs, buc learnt them as a pacr of his life's sadbana, [He
had also an innate propensity for mastering  intricate talas.
He had greac regard for dbruvapada vype of prabandba-
gitis in the early period of his life, and composed many
dbruvapadas in Bengali after the pattern of the old tradi-
tional ones, His compositions were rich 1 poctic value
and beauty, shedding aesthetic lusture. He depacted, in
this respect, from the steriotyped method of composing
songs that prevailed in the past and chrew new lighe
thereon. Mosc of the compositions of classical songs of the
pasc masters are berefe of poetic value and beauty, but he
fashioned a tie of harmony between words and tunes
(katha and sura) of songs. The compositions (sibitya) of
songs underwent significanc transformation at the rouch of
his magic wanc ac ic were.

The music, that evolved and nurtured on the soil of
India and that maincained throughout the Indian spiric and
tradition, is known as ‘Indian music’, Indian music has a
special charm, characteristic and feature of its own, and so
it differs from music of all other councries. Rabindranach
realized this truth, and recognized it as che most exalted of
all arts, He observed in  the Religion of Man that
music “assumes a tune form which is definite, but a mean-
ing which is indefinable, and yet which grips our mind with
a sense of absolute truth”, “Our music,” he said else-
where, “transcends the presincts of everyday life, so there is
to be found so much of tenderness and indifference to
worldly joys and sorrows as if it is ordained to reveal the
story of the innermost and inexplicable mystery that
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surrounds the soul of man and of the universe”. While
comparing the music of India wich thac of Europe, he
said:  “In India, our best thoughts are engrossed in the
devotion to song, and we have to overcome the difficulcies
mainly in the song; in Europe devotion to voice is their
first concern, and they perform most complicacedly wonder-
Ful feats with it. An appreciative audience in India are
content to listen to the beauty of the song alone; but in
Eutope they listen to the singing of the song™. He
furcher said: I hold thac the provinces of Western and
Eastern music is, as it were, steangely entwined with the
activities of life, so it becomes easy to connect the air of a
song with muldform experiences of life”. Many of the
savants of other countries are of the same opinion that
Indian music is superior cto others for its supech emotional
appeal, together wich transcendental nature and beauty.
Rabindranith was a stunch follower of traditional Indian
music, and yet be was a man of independent spirit in
every walk of his life and so he sometimes revolced
againsc the steriotyped method of practice of music. He
believed that the new things may rise from the ashes of the
old ones, and every epoch of history possesses certain new
outlook and novel character and idea of 1ts own. It is true
that music of both Vedic and classical times underwent some
novel change during the Mubammedan period, and music
that was prevalent in the mediacval time is sure to take
some new course in the present time. As everything in this
world of change is not constant, so principle and practice of
musicof every age must be subject to change with some new
additions and alceracions, to suic the taste and temperament
of the people of different ages. Rabindranath was a brighe
example of his own conviction. So as days were on, he left
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the beaten tract in the domain of Indtar music, and brnugh:
about some innovations in the feld of music. In this
respect, he may be termed a revolutionacy-cum-rationalise,
His way of presentation of classical type of songs took a
novel course without exhibiting some unnecessaty bitas and
tanas, having different mathematical arrangements of svaras
and talas, He laid special stress upon the spicic of both
compositions and tunes of his songs. He believed thae
thythm and tempo (fls and Jaya) create symmetcy
and barmony in songs, bur yet there should be pro-
portionate control and balance in them, because the
acrobatic feats of intricate and disproportionate tanas, batas
and talas spoil the harmonious developement of the rigas
as well as of the songs. So let not the tanas, batas and talas
lord over the songs, but remain as the loving companions of
the songs. He composed hundreds and thousands of songs
of different types, keeping an eye upon this ideal, He set
tunes to almost all of his songs himself and made some
of the songs to be tuned by his ncar and dear ones afeer his
manner, He used to sing those songs, so as o test cheir
intrinsic value and quality, and also taught them correctly
to others, Though he generally followed most of che
traditional forms of the rdgas, yet brought abour an
admixcure in many of them and adopted those forms that
were prevalent in the old Bengali songs and in songs
of the Vishnupur School.

Rabindrandth maintained that melody (sura) does not
depend on words (sahitya), but what words fail to convey,
melody can do ic with perfect ease, and that where words
end, melody begins, and yet words (sahitys) are necessary
for the easy unfolding of the hidden beauty and grandeur
of melody (swra). Again words are the signs or symbols of
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the songs, whereas the tunes or melodies ace life of them.
So, according to Rabindrandch, the words of the tuneful songs
must be of deep significance as well as of poetical value,
50 as to help the artists and the audiences to easily grasp the
divine beauty that underlies the songs. He, therefore,
composed songs which were both musical and lyrical
(suradbarmi and kivyadharmi), to cover the entire ficlds of
music and its appeeciation, It has already been said before
that Rabindrandth was both a composer and a tuner. He
composed songs and added tunes to them according to the
temperament of themes and compositions of the songs.
He said thae a tune is a combination of motions i.e. sweet
vibrations of the pripa or vital energy, which create a
divine urge and feeling in the hearts of the artists and the
listeners, so as to make them transcend the deceitful
limitations of time and space. Therefore a tune is a moving
unit which is creative and living.

Rabindrandcth was not a Dblind [ollower of any
chalked out path, buc was a lover of progress and yet he
followed a suitable method that was nourished on the soil
of Bengal, He was a follower of the Vishnupur School,
and ic is said thae this School was an oftshoot of the Seni
gharani of Delhi, which took some new and novel form
in the hands of the talented Bengali Ustids of Vishnupur.
The fastric rigas were already prevalent in Bengal, but for
some unknown cause, many rdgas and even talas took some
new forms other than che tradicional ones,  As for example,
the ragas like pwravi or parvi, bbairava, bbairavi, vasanta,
vibiga, raimakeli, paficama, lalita, vigeén, sindbu, etc., and
talas  like yat, GFdathekd, madbyamina, tcerd, ekatils,
dbamara, etc. took some novel forms and methods of
presencation, Rabindranath incorporated in his system
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most of the forms of the ragas that were current in

Bengal. He devised also some new rigas and talas,
with the combination of the systems of both the South
and the North. Sometimes he did not follow the
rigid rules of sharp (fuddha) and flac (komala) notes
in the struccures of the ragas, and so he incorpnm:cd

many tunes in a 7égd and made it an organic whole. His

methods of presentation of the ragas as well as of che songs
are very simple and appealing. His later dbruvapada type
of sonys are not at all the imitative ones, and yet they are
very majestic, sweet and significant, His kbeyal, tappa
and thumfi types of songs possess some special qualities.
He loved synthesis. So many of the Western and Eastern
runes were coalesced in his system of music for the forma-
tion of new models. He synthesised dance with music in
some of his dramas and entiched cheir rhythms and tempi.
Rabindrandth’s creative genius fAowered forth in the
songs and dances specially composed and conceived for the
gitinatyas and nrtyanatyas. Or it can be said in other
words that the gitinatyas like Valmikipratibha, Kalamr-
gaya and - Mayarkhela and the nytyanityas like C bitrangada,
Chandaliki and Syama, etc. are the landmarks of his creative
faculcy of composing songs and conceiving dances. He
eravelled extensively all over the world, and noticed with keen
{npecest varied tunes and techniques of music and dances,
both classical and folk, ptevalent in different countries, and
cometimes, adopted them in his own system. He also
assimilated the European and Irish tunes (melodies) in his
music. 1n dance, he introduced the techniques of Bharata-
natyam, Kathikali, Kathaka, Manipuri, Kandayan, Seraikela,
Raibenfe, together with those of the ballet dance of
Dovenshire, England, and dances of Java, Bili and other
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countries, MNow, if it is questioned whether Rabindranith
did introduce any new school of music or dance, the answer
will be in the negative. He was to innovate a new aspect
and infuse a new spirit in music and dance, and this is
truein respect of hisdramas also, which brought an awaken-
ing in the field of historic are. He was a lover of cruth
and beauty, and as such although be had his mind fixed
upon the ideals of the Vedic and classical and mediaeval
India, yet he was fully conscious of the ever-changing taste
and temperament of the human society.

Rabindranith was a man of rare genius. He was not
merely a composer and musician, buc also a grear poet, an
eminent educationalist, an artist, a scientist and a historian,
and above all a messenger of peace, love and humanism,
His aesthetic sense and  spiricual vision were unique, He
brought about a renaissance in the field of are, literature and
music, and gave a new impetus that inspired not only the
people of India, but also all the art-loving peoples of the
world, e not only composed the classical cype of songs,
but many baul, bbatiyali and devotional songs as well, and
himselE used to sing like a God-intoxicated mystic. He also
composed many kirtanas after the ideal of the Vaishnava-
padavali. His national songs breathe a spirit of love and
devotion for his motherland, and may be regarded as the
fountain-head of living inspiration to all classes of people
of all countries.

He was a man of faicth and selbconfidence. He
was a believer in God and His beautiful ereation. His
songs are, therefore, full of praisc of Nature and her
Creator, In short, his songs can be divided into main
six classes, and they ate puji, prakrti, prema, anusthanika,
svadesa and vicitra. His scasonal songs (rtw-sarngita)
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are full of dynamic rhythms. His outlook was always
surcharged with spiritual fervour. He maintained chac
absolute freedom (mukti) can be acrained chrough music in
the midst of innumerable sufferings and a chousand bondages
of the world, They should not be shunned, he said, but
should be harmonized in our life, and rtransformed into
divine beauty and hevenly bliss through onc's own supreme
realization. So most of his songs are full of adoracinn and
supplication of the supreme Being and as such stir the
very depth of heart of man irrespective of caste, creed and
colour,

We can tentatively discern five strata in che evolution
of Rabindranach's compositions or songs, and these strata
throughout prove the creative genius and dynamic persona-
lity of the poet. He bad in him an intense progressive
outlook, but his notion of progress was supplemented by
finality or fulfilment of the goal. (1) in the frst stratum was
found many religious and devotional dbruvapades and old
Bengali songs with classical ragas and talas. Hete he mainly
followed the past old masters like Tanasen, Baijunich, and
ochers. (2) In the second stratum, though the fest initiative
was not entirely given up, yet he was found here to follow
some new and novel course in music, with the admixture
of differenc rigas and tilas. The words got prominency
in the songs, and the tunes were set according to the
texture and temperament of the compositions, The tempers
and tunes of telend, tappd and other ragagitis, together with
European and Irish melodies of Thomas Moore, were adnptcd
in the compositions of his songs. The gitinitya Valmiki-
pratibba was produced and staged at that time (1881).
Rabindranith also recorded in his reminiscences (Jivansmyti)
thac the Valmikipratibha was born of an  admixture
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of Indian (defi) and European (vildti) tunes or melodies.
Gradually some of the dance-dramas (mreyatnatyss) like
Mayarkbeld and Kalamygaya came out from his facile pen,
though the last one was later incorporated in the Vilmiki-
prasibbi.  Alwewards dramas like Raja-O-Rawi, Visarjan
and lycics like Bhanusimber-padivali came into being with
new types of songs, dialogues and dances. (3) In the thicd
stracum, we find that Rabindeandth’s mwusical composicions
were greatly influenced by the emotional mood or tempera-
ment of Bengal. The tunes then got slight prominence,
and he composed many devotional songs at that time.
(4) In the fourth stratum, we find him as a master
composer of lyrical songs (kdvyadbarmi-gitis), the tunes
having full accord with the words, and Rabindrandth
here was found to lay more stress upon the emotional
sentiments in his songs.  His national songs were
composed mostly during the last parc of the chird or
fiest  pare of the fourth strata. The banl, bbitiyali,
jari, kirtana types of songs were composed at this time.
The dance-drama Citrinigads came into being at this time,
and the cechniques of dances like bbaratanityam, kathikals,
of the South, katbaka of Lucknow, and manipuri of Assam
were introduced in it, Besides, the techniques and tex-
tures of dances, mentioned above and the dance recital of
the Citrangadi also were enriched by an admixture of
regional dances like seraikbela, raibenie, gambbira, gajan,
kizri, caiti, together with the dances prevailing in Java,
Bali and other places of the Far East.

In the socalled ffch stratum, we find Rabindranath
mainly composing songs of peaccful sentiments (fantarasa).
He was living at that time che life of a mystic or God-
intoxicated man., He used to consider himself as a mere

30
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child of Nature, as a tesult of which we got the songs
describing the play of the six szasons (rewrarige or rtucakra).
Many of these songs are akin to the [olk-songs, describing
the patural beavty, sublimity and simplicity of villages and
peaceful environments of Santiniketan and Sildidaha. He
liad an intense love for his motherland, spcc?nll}r for Bengal,
his land of birch. His kirtana and baul cypes of songs ace
marvels of composition and tune. He had a high estimation
of the padivali-kirtana of Bengal. He observed: “Our
kirtan music of Bengal came to its being like a star buening
whirlpool or emotion in the heart of a whole people, cons-
ciousness was aflame with a sense of reality, chat must be
adequately acknowledged™.

Rabindranath was a lover of music of all nacions, yet he
had a soft corner for the music of his own land. He said
that Indian music is superb for its lofty ideals and living
spirit, He listened to European music many times, collecred
materials from them, and adopted them in his own music,
where and when necessacy.  Bue it should be noted that he
always Indianized them. It has been said before that while
comparing Indian music with the European one, he main-
tained that Indian music has the innate power to awaken the
emotional senciments and spiricual urge in man, whereas
Eurupcan music stirs only the emotional depth; the one
enters direct into the inner chamber of the heart of man,
whereas the other gives only the knock at the door, So there
lics a difference between the two, from the viewpoints of
religious and  spiritual significances. To quote his own
words in this respect: “At fiest, [ must admit your Western
music jacred upon me. I heard Madame Albani sing a song in
which there was an imitation of the nightingale. It was chil-
dishly imitative of the mere externals of nacure that I could
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take lictle pleasure in it, # % # [t scems to me that [ndian
music concerns itself more with human experience as inter-
preted by religion thac with experience in an everyday sense.
For us, music has above all a transcendencal signiﬁcnnc:.
* % * Our music deaws the listener away beyond che limics of
everyday human joys and sorcows, and takes us to that lovely
region of renunciacion, which lies at the cooc of the universe,
while European music leads us to a varriegated dance
through the endless rise and fall of human grief and joy™.

From this we learn that Rabindranith’s oudoeok of music
was quite diffecent not only from those of the European and
other Wescern countries, but also from those of the socalled
composers and musicians of India, Fe had an ouc-an-out
rtﬁgiuus and spiritual outlook, and, in this respect, he
preserved the tradition of spirieval India in the domain
of music. His music must, therefore, be looked upon and
preserved as the priceless hericage of glorious India, so as to
uplife the level of consciousness of the human sociecy.

In conclusion, tc can be said chat Rabindrapath was a
mighty ocean, in which there mingled all the streams of
schools and styles of music. He synthesized all cypes
of music, classical and folk in Lis system, and roused a new
hope and inspiration not only in the hearts of compatriots,
buc also in those of all people of the world. His music
is serene and simple, and it reaches the innermost core
of everyone with easy grace. It should not, therefore, be
kept confined within a privileged class to malke its scope
for expansion rigid, but be placed on a common or universal
platform which may be approached by and accessible to
all classes of people,—artists and artisans, so as to make
them enjoy its enchanting flavour and exquisite beauty, so
that it may *vibrate in the memory’ ever and anon.
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I

Five of the beautiful compositions of songs of Rabindranith,
which were composed in Bengali, in imitation of the
traditional Hindi dbruvapadas songs, are given herewith in
the devandgari scripe :

() wETOS, of @ O ERAGEATH |
TG Wz Tt G /L @
w7 gfen, qff o2 g,

W a9 g 9 frogrew s
tfs gaF-Te1 afgy A,
w77 gor faw fafaw @ o3
ve Aifg w99, #RC AT fog gad,
fref gw m-at g s o

(&) wfeq s afiquy g v, Tia, Faoard
I TR 7 w7, i s |
sfga @ w19, ST SAE,
sfaie 7 &=, iR fafaeas o?

(™) @3 3 WAR-FeRTE, qgRkT Sa,
et TARITH |

1 This song was composed in imitation of Suratascnas
composition: ¥¥ 7T g9 G YVY-TT UH, yz4 7 Sifzq
Fi7 qrdt, etc. in Bihag—Jhamptala (cf. the notation in Rima-
prasanna Banerjee’s Sangitamafijari (1935) pp. 531-532).

2 This song was composed in imitation of Tanarija’s song:|

T W wgT Wi qarfy, aww @i dee i o, T
sagaEie | ete. in Tilake-kimoda—surpbakta or silatala (ck,
the notation in the Sangitemadijari, pp. 330-322).
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T I W15 T9=9-F4-T74,
uFd arfay ¥ wfy drameaty o
waa Fuw = get-ar-aftea
gug A fnaaat |

qgaw FwaErg darfaa

A W AT AT ;AT [

(%) mer o wrfem ofs ZfEe,
Qe gy, wface wwf as |
gaga griadt, year-wra-anfind,
e R w7 797 5 qfTw )
BT e St g,
TAT HAE ANH = w7 o
W Eifa ifa ¥ qwr=a fAofa,
AT HETET ATET HeFH 6T wagTw ut

() = afgd T@=a-va7 gHes, dAIR G ¥
Fa WFa arg Wik mfgg o,
g AR o WA g
A AR HEGNF Jaw qEE,
NA-ITET A,

3 This song was composed in imitation of Budhapraldéa's

song; TgC foa fraqdt wmmay, fwaw ( =frea ) gy @1
TagEc, ke in Imans-kalyina—surpbakiala or silatdla (cf. the

notation in Saigitamasijari, pp. 264-206),
4 This song was composed in imication of Janakidasa's song:

qeTTE TN e AT ( ITET )y, wa A wie-fft e

ﬁﬁq. ete. in Bhupili—surpbikea or silacals (cE, the notation

the Sangitamaiijari pp, 276-27%).
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vty gy wv% A, 9ifE 98 T
T ayt-ga-aifa-frefae-aa-fwfog ==,
w1 whg <rfeg ‘A, aifa feag-amt
a7 ax &'
93 gt STt @E-AEmEa,
TR A g E,

T WY 7Y, FAI-95 99 GL-ATA-

gf o &0

Besides these, Rabindrandch independently composed
some thousands of songs of various aspects in different
ragas and tales, and they are recognized as the precious

treasure of Indian music,

5 This song was composed in imitation of Raigandth’s (Jadu
Bhatta of Visgupur) song: sig 4gd g9 waw gwy wax
TGAAR, T AFT S-G9 W99 REER FRE 7 @ g | etc,, in
Bahar—teoratala (cf. the notation in Sangitamaiijari, pp. 486-488).
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I11
Rabindrandch said (original Bengali is given herewith in cthe
Devanayri scripr.}:

9 wE B oEE offd gwg i av s Sy
w5% AT B9, @MY Wi v arfgie &y 9% @ wEA a.r
qrg AT\ ®AT ®iAr @widy | feew wv g@a g dtamd TEm
T A@AF @A AT AW AT q@R 90 wE wahn enet
wrferd at awag O 9w 919 |

— T 94 |

3 mET ¥ gt ol arene, SEteTE, wgera
TedT afeady | s g5 g@ U 9fwr g 3, mge
afys wiff fedg sy, ¥ wosgw SO-wAlR WA O
T-vrfimie g ot wew aafae dGad ) die e afeesa
afemr g5ar ofeqTE, A gIA A5, AW ATZ | OEET O
g T, AeRadarta @Ak 9T afgar A daad-gic
=Yg ggww grg Afaar mfedg A i mag-geasr g4
ufemy, WA G QE g OEAE | GEE e gl g
%, argr aegafus W qfic gt aw afsa sf g
RIS FA A ;  CHE A GA FRE e g gyt g
qTRT AT, AN ¥ WA g3t wfgg wfed o, ewek ew
frdrg wr faega #RE o 9@ TR 99 GRS ST 9 g9
ATH-IRL W@ g% qid HTETAW &g 719 Chfz §an =1
Aifqgr ¥etar geaTy, WTET §fid @ T AT, ME W @ g2
T4 AT, 993 A gF@ 9 A, qrEty e 9 afmr ma
I AT | MET AR g STHT R A7, Faw wwr 747 7|

TwEda w9 Ay Sfw @3 aaEEasd gf O FaT e
AALIT ok AT O GF, Y@rfeqTE @ Al g
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fafa @aees wsfe-oen Eha 23, feg om @erds @ACO
gerargat = Fafaet afear fewe zgg a0 @@y
Haitger w7 gilaam q1d, TAFT FEC AAEL WA FPOT AT
st oifa, aded ww swad dutafm afer oF s
qrfg a1 1

—Et 935 HITIT |

1 WY wtaita TR g @ geeofigh g e
T WAL METHI AN T | UF YSKIT AT T T BT
1 T @9 R ATE T 1 i@ O FTRIC AT T |
gOfd passion Ffwd WA @ WIT A T w1 wET
@I W A 0% EAT AR qFT Vo WG | g ger wrig fem
s@ifte @ 981wy FAG oE T, ¥ <2 uET DaEr W,

ga AT fasic s\
—aifaT gfw |

¥ sEmf Wi Satg e-ERER anfer fnl
W1 TS 7 GG G ¢ w1 ey A gy €
ar fr 9ff oF T mer 0 e o age Relar g o
@ T @it o agrgdt I gt w1 giT senfa
TR W gRa o} faar spfere fdme sEiw w0 g, g
fhar =w #gwe A9 e aa] gy sufame anamga e
FOAM | WATEL AR M I CF (HIT 99 49 FTi, A1

gfa i )
—garae gfE |

L EW AR FUH WE Wad fEd ard Jefia @dar 92
faaT ur R @91 wEw 398 fErew gngs agEq,
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W a@e AT I @A 9T WiETad SEET AT
WA AW T TARGT G | FTH HIATC AT T@IT a9
qaq | wAR ofE §iU, guq wew, o fwt Az w3
wE T g A oarlE § FdwwrT geiagres 4g, seqanes
T, A AE afaawar®, @i w6t wer g a wea |
—FqT " GT |

§ 1 fAeds wer wmmm s dvte W aew gl 51§
Masmrg aEy o WG 79 | aEed g JUET AT
wifgErTT TeEg 9T gdRe f2F WIS 1§ aar aTRak
e vy way urEa wiverd gw Ar) ag aET = @ g
WA I A7 929 arEgw gty den 59 d@Aaieg Wi |
Fegq wisfaaas gadl = arfye g a9 gAT =E AR 8
A FIeqqw =WOw @ wAd X7 =wfy @ g i@
FIAFTT FART 979 I |

—Far = g8l

—Quoted from the Rabindra-racandvali (janma-Satavirsika-
samskarana, 14th Volume), published by the Govern-
ment of West B:ngal. I 358 B. S.
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