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Introduction:

The detailed study of SLS is given in third chapter. From 11" centuary A.D.
to 19" century A.D. the treatises which were written in Sanskrit are similar
In some matters. They are different, too. Comparision of these treatises
considering some major topics, help to understand the theory in an easy way.

Hense, the comparision of major points including the references like Sangita

Ratnakara, Sangita Parijata, Sangitopanisatsaroddhar, Sasigita Cudamauii,

Sangita Makaranda etc. are given.

The purpose of Comparison
Music is heart of India. All the available arts are also important but music
has its own charm. When the topic, ‘musical terms’ is ancient and much
important to the people now a days, one should clear his or her mind from
all the doubts. Hence, Comparison of the available material is necessary.
Some scholars have done their work in an amazing way. So here avoiding

the repetition comparisons of main points of sfmeaezerfiay is given. They are

compared here. The table of available texts is mentioned there in chapter 1.

The ancient treatises

Indian Music is based on the Sanskrit treatises and modern texts of all the
languages. When we are talking about the history and the base of music, we
must note the opinions of Panditas or authors of Sanskrit — music treatises.
Some of them are noteworthy. With the help of available important text,

major points are discussed here.

Comparison - similarities and differences
Basic definitions of music given in almost all the treatises are similar
or same. Like =i, #ftr, gfoamty, wr, gfdefomevs, srewereemq, am, g8,
ST, e, T, 7 etc. Comparison of them is mentioned here. Ragas
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are the backbone of Indian Music system. Many of them are similar

but some are with differences like name of @, a1, w=r, TaREw, @y,

wehia, wsedmaq etc. The terms related to s are also discussed here.

1. TETATERI

Srimallaksyasazngitam (SLS)
ST TR 9 RS o |
wafaeTeTre deeeTianry ||1.1]|

sfsramaRtiar a1 G- Teyh: wed |

11.2]]

Sangita Ratnakara (SR)
FUTTA TSR ATA AT AT TS T -
ST TR T SRS T 2 |
IS AT NSRS TSI

T QESETesa-s o afad [|1.1]]

Sangita Parijata (SP)
ALTHIATETETTEGAT fere e g |
AT ATAHATRATTYON S RTeIag
|: ST SRR e T TR T

1111

Sangitopanisatsaroddhara

(SUS)
foraer dymESaeEIRfT
oo fohet 2 a=d o |
st s . g || 1.2

Sangita Cudamani (SC)
39 | foxerise] waatfierde g
fr-wremor et faerermtaye: |
FENSSHId foreeTshuiTerred
FHAGHIOHT

STt wefefteneatia s 3
1211

Sangita Makaranda (SM)

o fYRET 9 TIgeR AT |

Tegftaemem e g deee ||1.1|




Observations:
In Sanskrit, almost all the poets and authors follow the tradition of
invocation in the beginning of the treatise or text. Sanskrit music texts follow
the same. Three or four verses are given.

Verses are given for s, momf, e, fowy, A, snfe. The purpose of aerer=rom

Is different like- making a good treatise, to remove confusion or ignorance

or obstacles etc.

2. HifiaH - 3t welt =
SLS SR
i amer qe Jedi- ATt Qefifer qem a wet: | 3= |
Fi gt =1 wfita fofeeama: s swarfefin|
Arieefifarri wfie fafared waw Fae T wrifearseaye:||1.1.22)|
11.10| 0 QN ST AFAT FEASRA |
T = aTe T deefieafirefid ||1.1.23)|
SUS SP
TuToTT ey THERESEHEEea it ||1.20]|
ot e = 7t v et |
fifer stresra g | 1.9 e mheie s sreteeaer ||| 1,21
SM SC
i el = I & W Eeftae IR I VT FATSSHAATHR i T |
| T aTel = q°T = I qRiitd e aiehitaar )| 1.3)|
12.3]]
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Observations:

Music is threefold. Singing, playing instruments and dancing. =smt and 3=ft, two
types are mention in SLS as well as almost all the treatises. =ft is related to general
people and =wft belongs to proper training. It can be taught from ancient treatises.
According to SLS, the former Acaryas or Musicians have established the Margt

music with best rules and regulations. Though its form is extremely pure, it is not

seen (used) in present times.

In today’s times whatever forms of music are seen in Laksya and Marga, they can

be classified as Desi music. So said the knowers of the Laksya music. (st aezmmt
7 T qiewad | dode s wfeagaeate: ||1.12]) SLS) According to SR, Singing,
Playing Instrument and Dancing, which is for the entertainment of the people of
different places as per their tastes, is called Desr Music. Further it says, The
Music, (song) which is sung as Desired with love by women, children, and the

kings at their places, is known as ‘Desi’.

3 wEiiay,

Tl e et iRt fore |
TreTarTd gReshd st g ||1.75|| SLS
Observations:
Pt. Bhatkhande writes that Music is three-fold. zrert, @&z and wfert. And

the Music available beyond treatise is separately translated by us. Here
in SLS one can find all the matters starting from Natyasastra to till date.
The word ‘@& is selected for the title sfmewezerfian, because its meaning

is ‘Current’ according to Pandit V. N. Bhatkhande. srR and all the

treatises are available but the contain given in them is of ancient time
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or of particularly that time or both. But here Panditji wrote that in

present time students and learners want to know ancient treatises about

music as well as current music. So, this is not given in all the treatises.

4 awwRa
SLS SR
SRS MG SITATISEATETET ST fehehTTe: |
e fi sferd: | T e efes S ||1.26)
A ET FATETEREA I < |
it agce || 1.83| et e T w shfra [|1.29)
&y e qrTeTeRl o FRifhqHierd ||
emfefarmmraTn i ||1.30]
SUS SP
T TR A 3Tt ST et TeeE e F R |
Traisfir Fram: | T it e gt s || 1.12]|
Sreftemfrerd

& s & g [|1.5|

T A T AT Jematad: |
Faffgw: sl e whifda [|1.15)|

SM

Ty oAt
EECIESICR
TSI G

& gfawre ||1.16]|

SC
ATk T HecA T |
qETE=hes M wrg e ||1. 11|
TR AT Toegao e |

7 af 1M = ewae s el ||1.12)|

Observations:

According to the text wefia-gdor, from sound the letter, from letter the

word, from word a sentence and from sentence conversation (dialogue)
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emerges (origins). Really, the whole world is controlled by sound. A
crying child, who is unaware of sensual pleasure and lying-in cradle

gets delight on interesting nature like song, said the author of sr.
Almost all the Deities, who have musical instruments in their hands,
become happy and give blessings by devotional music. Child who is
crying, become happy and play with the sound of songs immediately.
Animals also like sweet songs or music. Deer, birds, cow, snake etc.
are good examples. A path followed by a @ is full of happiness
and devotion with the help of sound. It is said properly that - sferpT shid=
| it is said by st that 18 et Sepve A ged T = | Tt 3 T @ fasri
are: || Even, music is the medicine which can cure the diseases of mind
as well as body. experiments upon the same is done and still research

works are going on.

5. g
SLS SR
e g e Ty e et st vy |
FETET QT ST e |1.90]| FaTad! ST = Thert =y feerar
i e A et | 12.3.37]]
fifdy  aeHican e wemian At shrefifer et afsprr st |
12.91| shifdrer ATSiHT: 2
fafa whr = Sdifrm=menfo=nty go= | wezmizran:||1.3.38)|
Tt Qifeoft TR 4ad | feafer Tt =1 HfRTeTT= Y Toe |
31 = &l g e a|a: 4t ||1.92)] HaT UEoft TRrcadTiaereg 99d |
31 = entofifa § Fre awa: ot
111.3.39]]
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SUS
ATRTAT el T T Hehell HY e |
HTHATT T FATHT AR <5 39T
11.67|
YU = qurt TSt aTfaent W |
SHTHEAT STHT ST JYAdT qe |68
grfereTicier e TAT AT SR |
. e el = e
11.69]|

SM1.78TO 84
TorgT TTeIdT Shi=T GorT = HHIEA |

i aff: ? g s |
e St = 3o =nfressa |
A TS T T ||
Bt (e <rar ot saefoer |
TR = |G e o ||

for adweT anf-afafa e |

f: |red et amsraea ||1.84||

RK
T FHEAT HaT ST TS
ERIECIIIES CiN B Sl S Bl G
11.43]]
At shrem g TR afSrR = e |
fifde AHT w9 A WeAwIE:
|11.44||
fafa Tt = SeifomenTTo=rer gou |

et TRt T SaEeERT |

SP
Same as SLS and SR 1.43 to 1.45
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3ur = anfyofifa R gfehifdg

||1.45]]

Observations:

gfd - ‘g’ arg(considering meaning - to listen) by applying ‘femife 3,
makes ‘i e, The sounds which one like to hear is gfa and the major
seven = are the part of it. Here SLS, SR, SP, RK etc. have given the

names of Srutis similarly but some treatises have given it differently
like SUS, SM etc. All the treatises giving the same theory for Srutis
and Svaras. Among the ancients Pt. Bhatkhande found Bharatamuni’s
NS. as the most categorical and elaborate. In fact, the principal writer
on music in the ancient period was Bharatamuni who wrote NS. In
about A.D.200. like his predecessors he divided the gamut into 22 -
minute audible sound division called Srutis and placed the Svaras on
them. It is interesting to note the method of Bharata’s determining the
sound gap between the Srutis. In HSP (Part 2) Bhatkhande went at
length to explain how with the help of VinaBharatamuni fixed his 22
Sruti and divided them on the seven principal notes. In this process he
extensively quoted Sanskrit couplets from NS. One can understand that
Bharatamuni four Vinas identical in shape and size, which he tuned

uniformly. There were nine strings on =t at that time. He turned seven

strings to the seven principal notes and the other two strings were tuned

to sraumam and wreRetttere. Two displaced notes prevalent at his time. He

divided the entire gamut into 22 Srutis and placed the Svaras on them

in the manner indicated below:
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6. giafavsg

SLS
TILIHTET TSSTHEATSHT: |

% % et freft forsrdat [|1.89)

SR
SRR Z{: T emreger |
frafelasa: gaa: gai sere g
11.3.28]| -

RV

|
TR et Pl e |31

= HfEHTIH: T T |-H-1 fre:

SM
ATATHTET NI |

3 3 Fromeiomd e forwdad| 1.85)|

Observations:

The rule for Sruti distribution is mentioned similarly in all the treatises.

It is practically difficult to use the 22 Sruti, therefore 22 of them are

mainly put in one Saptaka.

R g
RES 4th
U 7th
TR gth
e 13t
g 17t
& 20t
e 22nd

This pattern on deriving Svaras from 22 Srutis ware later followed by

all other scholars of Indian ancient and middle period. One of the Vinas,

tuned in the above-mentioned method, was called s=et or gesfon of




wgsmm. It contained strings tuned to the seven notes, which were left

undisturbed. The other three Vinas which were also tuned in the same

way were called ===fons. Now the string tuned to the w==w of one of the
three ==refons was lowered by one Sru#i while the strings tuned to the
other notes, viz. @t 7 @ g and & remained undisturbed. The Vinawith
the lowered Pa was now to be called as semam=fom,

The sound of the ws=m of srrwion or gas=fion and of wgswm and the sound
of the ws=m of the disturbed ===for would be different. According to

Bharatamuni this was the sound gap between the two Srutis. He further

instructed that all other notes of the second === might be lowered

down by one Sruti each as follows:

& afw
TS 3

L 6
TR 8

e 12
T 16
Gt 19
e 21

The gr==ma of the third ===or should again be lowered down compared
to the second =er=iom mentioned above by another Sruti and in the same

way the other six notes should also be lowered down by one Sruti, so

that the notes would be placed as follows:

162



= e
e 2
T 5
TRIR 7
eI 11
o 15
Gt 18
e 20

The e and fwre of last-mentioned =er=fionr which are placed on 7t and 20™
Srutis would coincide with ¥, & of gesfior which are placed on 7" and 20"
Srutis respectively. The process of deriving the notes of the three =mwfons
from those of the sm==wfion described above, is named as wremerqe.

Thus,

1. The gaps between the Srutis were taken as uniform so that the notes
coincide with one another when their pitch was lowered by one Sruti.

2. The definition of Sruti did not have any mathematical measurement. The
measurement of the sound gap of Sruti depended on the establishment of
the two ws=ms of wgsmmw and === on the two Vinas.

3. The theory of ‘“=gsq..." was obtained by this method of lowering and
coinciding the Srutis.

4. One had to depend largely on one's power of hearing to ascertain the fine
gap between the two above mentioned Srutis. The capacity, however,
differed from individual to individual. It is assumed that the people's ear

was trained to catch the differences of the two Paficamas of the two zms in

the period of Bharata. This is not possible in the present day. Perhaps it
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would not be wrong to surmise that firstly the Svaras were established and
the imaginary division into Srutis was done later.

Bharata's Svaras on gesiom, which were called weswm, depended on the hearing
association of @r and = and =t and = relationship. Again, in the absence of

definition, it was left to the human power of hearing, which could have been

faulty. However, we arrive at the assumed relationship of the a/ar which is 3/2,
#/ar which is 4/3, and @/ar which is 5/4. The language of NS was such that the

meaning could be stretched to opposite sides also, which made its theory more
complicated. Therefore, the confusion remained and, one can find that the
scholars, although having accepted the theory of Bharata in general, put a
question mark regarding the difference in sound gap between the two Sruti.

seeaft of wagm, a work of A.D. 5™ century is an important book as in it the world of
music come across the word '@ which was slowly coming into vogue. The

technical definition of Sruti was necessary to be deciphered properly on which

depended the success of establishing seswm and wemmm. It appears that the gap

between the Srutis was even then confusing. This fact was apparent from his
writings (Commentary is made by Shingabhupala). Matanga discussed in detail
about the Grama Ragas. When he came to the subject of Sruti he put the question:
What is the measurement of Sruti Then, in answer to that, he said: Everybody
recognises the Paficama of Sadja Grama and Madhyama Grama. The gap
obtained by the difference of the two Paficamas of these two above-mentioned
Gramas is the sound measurement of a Sruti."

From this statement again it is apparent that the ear-training and capacity for
differentiating the two Srutis, viz., Paficama of Sadja Grama and the Paficama of
Madhyani Grama, were very common in those days.

After Bharata till the 10th century very tew worthwhile books were written. Pt.
Bhatkhande mentioned about “R&=fRtem and SM written in this period. These

books, while they were largely influenced by Bharata's writing, were also full of
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fanciful descriptions of Ragas depicting them as husband and wife, and having a
family of Ragas. However, descriptions might be considered as the precursor of
the classification of Ragas of later age.

In the 11%" century the Muslim invaders conquered and settled in North India. The
ancient music was subjected to gradual change from that period due to its fusion
with the music of the invaders. The treatises, as the Muslims were unable to
understand Sanskrit. However, under Mulism rule the practical art of music
thrived and musicians were provided with the patronage of the rulers. The
onslaught of the Muslim invaders did not reach South India at that time. Devagiri

of the South was flourishing kingdom in the 13" century where w&m= lived as a

Court Musician. He wrote a treatise named SR which is regarded as an important

book on theory by the scholars of all times. According to Pt. Bhatkhande, srgmers

writings were more accurate. In placing the notes on the gamut, he followed the
method of Bharata and accepted the two facts: 1) The gamut was divided into 22

Srutis. In place of Bharat’ s "roTEEE, emsared introduced two Vinds with 22 strings

tuned to 22 Srutis respectively.

Practically to give shape to this process he further instructed that out of the
twenty-two wires in the Vinahe first wire should be tuned to the lowest pitch, then
the second should be slightly higher and the third and the fourth will also be
higher in pitch in the same way and in the same ratio. He also observed that this
process of obtaining slightly higher pitch in geometrical progression was
established in three registers -Mandra, Madhya and Tara.' He has discussed this
in detail in Bhatkhande Sangita Sastra (4th part) In SR the svaras were placed
on them after Bharata; namely, Sadja, Rsabha, Gandhara, Madhyam; on the 4",
7t 9t 31 Spuzi respectively and so on. The gap between two Srutis was accepted
as uniform in ascension and descension. The Suddha svaras he placed on the last

Sruti like Brarata’s. His Sudha Svaras presumably consisted of Komala Ga and
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Ni resembling our =réiere. The point of his deviation from Bharata was the number

of Vikrta notes obtained from one gamut.
After ascertaining the Svaras and Srutis of the ancients, Bhatkhande tried to
explore the type of songs existing at that time.

At the time of Bharata, Grama Ragas were prevalent. But at the time of emgercs,
SfaemasT was the principal classical type of Songs. Pt. Bhatkhande observed that

in the seventh chapter of the Svaradhyaya of the SR, two varieties of Jatis were
described, Suddha and Vikrta. Under the title Upanga, many Ragas, whose names

we are now acquainted with, were mentioned. emssrca recognised the number of

his Suddha Jatis as seven. He named them according to the names of the principal
seven notes: srestt, srdff, TRt etc. He further described the rules and signs of

Suddha Jati as follows: “It should have Nydsa, Apanyasa, Amsa and Graha
Svara, and it should always be Sampiirna, or employ seven notes in ascension
and descension and will never perform Nyasa in Tara Saptak™ If the Nyasa rule
Is observed but the other rules arc changed then it would change into Vikrta Jati.

In this way Sadji Jati could have fifteen Vikrta Jatis and s, miaré and other six

Suddha Jatis have Twenty three Vikrta Jatis each. In all, one hundred fifty-three
Vikrta Jatis were described. Bhatkhande realised that in the context of today's
music he Jatis have no practical use as even now it could not be ascertained what
was the exact note pattern of Jazi. Nor is it clear as to what was the Suddha scale

of eméerea, or how many strings he used to attach to his Vinaand in which notes

he used to tune them. During Bhatkhande's study tour no scholar or musician
could throw light on these points.

At the time of the Authors of the Middle Period, there was a lot of change in the
existing music. which commences from the 15th century. The mode of practical
music changed inevitably in this century and the scholars experimented with the
number of Svaras both Suddha and Vikrta, obtained from the gamut of the

Saptaka. The scholars of this age did not bother much about the gap of the Srutis,
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which remained somewhat vague and imaginary, but attempted to pinpoint the
Svaras on the gamut. In this regard a revolutionary step was taken by Ahobal in
the 17th century. His book SP was an important step forward for scientific and
categorical fixture of Svaras. In this book he introduced the method of placing
the notes (Svaras) on the wire by measuring the length in a very clear manner.
His notes were twelve in number on the gamut. His Suddha scale was equivalent
to the present day kafi scale. Although like his predecessors he divided the gamut
into 22 Srutis and placed his Svaras on the last Sruti, he minimised the importance
of Sruti by comparing the Svaras and Srutis with snake and his coil which
indicated that they were really one but appeared different in their outward forms
only, depending on the hearing capacity of a human being.

A ;s e, AT |

Al Fueetad Haifh: wmeemr: [|1.38)|

Ahobal's method had a great impact on posterity. On this zesmrrEmea Wrote two

books on theory — zez=iqwand ze=w=mr. Another important writer Bhavabhatta wrote
sragatiems, s and s, Coming down to the 18™ century we find
that sifam’ s RTV was the most important work. He followed the theory of swise
and accepted twelve notes in a gamut and = Mela as the Suddha Mela. It is

interesting to note from some of his Sanskrit couplets the position of the notes on
the wire. To establish the Sa of Madhya Saptaka and Tara Saptaka, Shrinivas
said: @ o e | qaiy Haty 7o arsEteatd: ||1.36|| qetiaarer g
Reefenden | mereamTRrYegsHRyATarRyes T ||1.37|| RTV

It is but natural that after discovery of obtaining from the measurement of the
string of the Vina, utility of Srutis for this purpose became less important, the
division the Sruzis and their numbers existed in theory and their division among

the Svaras remained also merely theoretical.
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SLS SR

ST F T A SferT: B T TESTTTHET: |
SERfetaT: | T Saaey fre 3ft aw  |]1.3.24)|
afererf g e [|3y||

Observations:
The main seven (12) of the 22 Srutis are called ‘Svara’, which are
named - vS=, 9, TR, 7eW, 9o=m, 89q, e, to make it practically easy

they are called ertagyf.

8 e
SLS RTV
T TA: YT HEam &t sod | CERI R RNER B R
e e fopaeaigaf= afvsa: [[22o|| TR . Fatcpmetea || 1.42]|

s P wesf o |
311 A7 fereRmeaTertanty afereaey ||2 2|

Observations:
When the Svara slips away from its position by fixed Srutis, the experts accept
that change of state. In Laksya Sangita Re, Ga, Ma, Dha and Ni are likely to get
changed. Therefore, Pandit Bhatkhande writes that he describes their changes in
detail. Between Sadja and Rsabha there is Komala Re and Komala Dha is also
there between Pa and Dha; between Re and Ga there is Komala Ga whereas
between Dha and Ni there is Komala Ni. Between Ma and Pa is called Tivra

Madhyama and it is the main base of all type’s varieties of Music.
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In STfegEaratiarsta, Ga which is Komala, is considered as Suddha in Fwrieeht
ggfd whereas here which is Tivra Ga is described there distinctly. Our Tivra Ni is

known as Kakali Ni, whereas that which is Komala Ni in familiar treatises is
known as Kaisikz; Tivra Ma. In Kaisiki Vrtti Varalt Ma and Prati Ma are Soft

(Komala) in the fifth position.

In SR Vikrta Svaras are explained in two ways: When a Svara leaves its own
original Sruti and either steps down or steps up by one Sruti from either the
preceding or the succeeding Svara respectively. When a Svara remains steady in
its original position, but as a result of the stepping up or stepping down of the
Immediate neighbouring Svara the displacement takes place, it is also called a
Vikrta Svara.

According to srgmea Vikrta Svaras are those which when displaced to the higher
side or lower side, from their original position, number of Srutis between the two-
time era is very different from the terminology of presentday music, Suddha notes
the scholars of the ancient and middle periods experimented with the number of
displaced or Vikrta notes and their positions. sgm= evolved as many as twelve
Vikrta notes from the gamut apart from the seven Suddha notes obtained by the

same method as of Bharata. According to him even =r and = could be displaced
from their original Sruzi which is confirmed as smewar or steady note in current

Music. His predecessor Bharata mentioned only two Vikrta Svara, Antar
Gandhara and Kakli Nisada, which were related by Srutis of Madhyama and
Sadja respectively. Pandit srém= has recognized twelve Vikrta Svars of which
there are seven Vikrta places while 4 of the rest are placed with Suddha Svars

and one is placed with another Vikrta Svara.

9 g
SLS SR
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TR THATHRIE TR0 | ERICSlE

qcg=ad el HT WIS BEIEIERESIENG LY

|11.243]| TSI T AT WH 96 o

sy . 7 A | 11.4.9]| -

SfcTHEHTERRT AT T Efodar:

|11.254]|

Siferesd wiierd O HET AT |

HqUicd  WIeacomIeaE  add o

11.259)|

RTV SP
HFeESAT: B AN TSSHHEE wT | AR LTERIE TV STFd HaT |
sTREeEdiey TR e 7et ||1.60)| 1 T T A1 S e
[ .103)

Observations:
Gradual ascending and descending order of seven Svaras is called
Miircchana and that only may be the origin of Raga. Seven Murcchana in
both the Gramas
HEAHITA — HIS, BTNOTAT, FHeAlaar, I[GHET, Wl T, e
All Ragas are seen to be residing on Miircchana, the three types of Ragas
are nicely indicated in Sastras. The scholars following Laksya Sangita are
of the opinion that in music— seven Svaras are cause of Mela which is
another name of Mircchana, we know them as the word ‘Jati’ in current
music.
72 types of Miircchand, and from each of them these nine types are formed.

Scholars also have accepted three types — Sampiirna, Sddava and Odava of
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Murcchana. Hence, all Ragas are seen to be residing on Murcchana, the three
types of Ragas are nicely indicated in Sastras. The scholars following Laksya

Sangita are of the opinion that in music smxTw 74 - seven Svaras are cause of

Mela which is another name of Murcchana.

10 wm
SLS SP
fafreyfafammear om s | 3T JTHTER: TIThT: TG |
TRl g == eewAd sy (|1.221)] | geomermramasiey wtaa: ||
VS EAHT-ERrErRITHT ffiar: [qemresr 7. 67|
e A afekfeaad ||1.222)]|
“yRaHITEd SITE T g s |
eI e q e ot Re || 1.227)|
T ve fohg Sresf gfamfeed |

qeT weAHuM: WIsT w&d 7 gd || 1.228||

SR RTV
T TREE: ST T | TFIRHEAHITAT T df AEoRTIe=R] |
BEUCKESEERSISEEEILICIELE SRR T ¥ whome: ||
5.1

SES: T ST TEHTCAT IR |
T ETE e eaTHeEHTE] It ||5.6]|

Observations:
The arrangement of Srutis in a special way is named as Grama. In olden
days it had great importance but now a days it is not seen. In Puranas the
three Gramas namely Sadja, Madhyama and Gandhara are narrated. It is

believed that the last one is lost. With the rise of Bharata NS, there were two
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Gramas, - Sadja and Madhyama. Where Sadja Grama is resorted on
seventeenth Sruti of Paficama.
But the Same resorted in the sixteenth Srutis is only Madhyama Grama but
it is not seen in Laksya Sangita. The arrangement of Srutis in a special way
Is named as Grama. In olden days it had great importance but now a days it
Is not seen. The three Gramas namely Sadja, Madhyama and Gandhara are
narrated. It is believed that the last one is lost. Previously Mela of every
Raga was based on Murcchana. Indeed Grama was the base of Murcchana.

Grama defined 3TdG=r.

11 w:

SLS SM
A5 Aoy TrREviferfie: | FeFTeT 7: RereSToATHE: |
ST ST | W F2Ad 99 (|3 TR T Aqfend @ @t s=ad |31
free: daliy: dieh: T wehirg wTed: |
ot wwfi o T s ||

SC RTV
TRreA (TR TeauiforTfsr: | TATT o7 fHrT: IhT STedIeiaumshiiaa: |
T T T dsgsiTHasse: [|2.5)| Frogeafager: W At ||

Observations:

=4 adorned by Svaras and which delights the minds of people is called

‘Raga’ by the learned — said Pandit Bhatakhande. Some particular type of
=t adorned by Svaras and letters, which delights the minds of people, is

called ‘Raga’ by the scholars.
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These Ragas are of three types - 1. Having five Svaras is known as Odava. 2.
Having six Svaras is known as Sadava. 3. Raga with seven Svaras is known as
Sampurna.

Five types of Gitis are mentioned. 30 Ragas emerged from these Gitis. They

are called Grama Ragas.

JST-7 R=T-5  TEr-3 G- 8 ERI- 7

Uparagas are 8. Ragas are 20. The Ragas emerged from Raganga,
Bhasanga, Kriyanga and Upanga, which are basically from Giti, Miarcchana

and Mircchana Prastara.

SH#HA —> SR | The method of classifying Ragas under distinct melas

must have been popular in the age of s=@ea and sifem. According to some

writers, the Ragas are classified as Janya-janaka species, or as Raga —
Ragini and their sons. Other writers, adopted the method of classifying
Ragas according to Melas or Thatas to which they belonged. The varieties
of these Melas or Thatas are however not named in our text, but the principal
of Odava, Sadava and Sampiirna Jatis is applied to them. sewe describes
only 122 Ragas, while sifwama describes only 104 Ragas.
In ancient treatises it is said that Ragas which delight the mind are having
ten characteristics. Now | narrate those characteristics. According to Laksya
Sangita, Ragas emerged from the Melas. Pt. Bhatkhande accepts the opinion
of Pt.
Vyankateshvar, the founder of 72 Melas. Pt. Bhatkhande divided the Svaras
in 10 major Melas.

» Ragas arranged by Pandit wga -

According to SR five Gitis are mentioned in Ragadhyaya — rer, fw=, e, st
I, grareft, In the second Prakarapa of Ragadhyaya, eight ancient Ragangas and

thirteen modern Ragangas are given. srg7ea mentioned ancient Grama Ragas —
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ST, THI0T, TISTRT, SRRRT, HTURURAT. NS, YR, Mk, fi=dm,
R=TehiITen, TieneaHS T, MeUsTH, TIShish, dJouTed, diE, Haadsey, TIHTENU, I,
OIS, d, WesihyTe — these all Grama Rdgas are mentioned and description
of them are also given in SR.

Uparagas are eight. Viz. - Srefdciss, Zoshd=ae, shifhaiiedn, (oW, FoemwIed,

TaHT9sad, AR, and Frmas=m. Ragas are twenty viz. - #fw, Tg, two types of

IS, T, TS, hed, hicee™, J0d, 9, eaf, JeRnT, 9, two types of

HTHIE, STHISIH, FHrad, S, HiThwpw and Tgw. ‘s’ Ragas are fifteen

Viz. - €HER, FF9, T, UouH, [H-USOH, THRANIH, (<, WIg, WICHRRIE,

TS, f=ves, Jatued, Araaus=H, aF and TsemTed.

Modern Ragarngas are also given- TeIuum, HTaidehiyreh, Aictas, Sred, diet, Sgmd,

firTyest, 4@, f=osem, audl, Jsamwrea, o, o9, e, Hiaed, B<d, o6,
STEHRIHHEH, G, L&H, 32f, Tarue=d and mear. Bhasangas are mentioned
as — UM, S, FFH, Twl, AEd, AOEEH, SAEe, TAHASSH, ST,
sTTfeehTHfeaRT, TS, AFTeaTt, Eefit, T, I, fussr, g1, and Foieseme. THehfd,
Titesta and ek are mentioned as Kriyangas. e, rel, s, Jarect, S, fieet

SHTHICT, BHITET, SHIATEAT, THH, BT, Teeldl, TGN, 0T, HT-HT(eTehl, HeeH,

HTER and TETAT are given as Upanga. Pandit ¥meea has also given Desi Ragas —

AT, TAHSTSTS, TSI, HeanwIed, TEH, HEWHT, HHAT, JIH FHlE, Fdrenme

and Amys=H.

» Ragas arranged in ten Melas by Chatur Pandit
feamfarereny e ameRaeE |

174



fegmTa wiegat aemrTa=RE: ||¥]|(S.L.S.)
Out of 12 Melas, narrated in Sastras, Catur Pandit considered the famous or well

reputed ten Melas in Laksya Sangita leaving behind those which are not

important/useful.

In this treatise, these ten Melas are used only with the purpose to provide Musical

facility.

FeaTiiieshEcTa forerae fgdia: |
TSI SrRatEe sgde: [|21]|
ST ST TEEEETeRITG: |
qEEehTErST qeifires: Ta: ||Ro||
T ARATRT &: HIHE: |
eI g7 Hetred Titereneaa: ||2]|4

"
ETRHE! ST He: |
TRTOTEAISHT qegaEa: ||2o||
The Raga which is produced from Suddha Svaras is known as Bilavala. The
previous learned are used to call it Sarikarabharana. In the same Mela if ‘Ma’ is
understood / imagined as Tivra Svara and the remaining are Suddha, then it
becomes Kalyani Mela. The Mela in which Re and Dha are Komala, Ga and Ni
are Trvra and Ma is also Tivra is known by name Pirvi which is sung in the
evening time. In the above mentioned (Pirvi) Mela if Madhyama becomes
Suddha then it will be called Bhairava Mela which is sung in the first Prahara.
In famous Bhairavi Mela Re, Ga, Dha and Ni are Komala. All have agreed that
this Mela is be sung after sunrise. In the Melas which are popular in Laksya

Sangita, the Mela which has Komala Re, Ga, and Dha and 7ivra Ma and Ni is

47 Chatur Pandit, SrimallaksyaSangitam, Nirnay Sagar Press, Mumbai, First Edition, 1910, pp. 55
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called Todz The scholars of Laksya Sangita have named the Mela, which has

Komala Ni, Dha and Ga Svara and remaining Svaras are Suddha, as Asavari
Mela. According to the Laksya scholars, in Kambhoji Mela, Svaras Sa, Re, Ga,

Ma, Pa and Dha are Suddha and Svara Ni is Komala.

12 sfe
SP SR
YST: Flie: T6 [ET: ¥: ;O T TEIeeatieT: |
qT: VTR eT: | TEsATH = TR e geeret qe|7. 1|
e s g e At =T AT ISATAEH HoAd ||
ficerar =mefuft e ||
STt et 267 ||

Observations:

Jatigayana is not mentioned in SLS because the era of Jatigayana was not

popular at the time of SLS. There are seven Jatis with the names wesm, =i,
T, wemT, veeHt, Sadt, Auret, In SP the Jatis are called s of the .
99 fawaenfa — vSAHRTEAl, ST, YSSHeNWI, TRUREETET, THTFR,  hiETH,

Some Common factors in both the treatises

13 e —

SLS
TSRifer AT TR QTS |
et ey Tt spesyr ||1.320|| (sqdvetsmizre)
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TE SN A AT {Rre el Herel fedrel STgerdl Teted Sged A Ah 3ol

Observations:
Here, ten characteristics are narrated right from beginning. Authors of Sastras
have mentioned ten characteristics as Graha, Amsa, Mandra, Tara, Nyasa,
Apanyasa, Sannydsa, Vinnyasa, Bahutva and Alpatva. The Svara with which the
song starts is known as Graha. The Svara which is used to end the song, is known

as Amsa. The Svara which repeated again and again is known as 371, The same
a1 Svara is known as Jiva Svara. The song which is sung with low pitch is known

as Mandra Svara. The song which is sung with high pitch is known as Tara Svara.
Nyasa Svara is that with which the song ends or stops. The Svara on which the

song ends in the middle portion (s@a=w) is known as Apanyasa and the other nearer

to it ends the song. The Svara which ends with the first Charara of the song is
known as Sannyasa. The last Svara of each Charaza in a song is known as
Vinnyasa. There are two types of Bahutva — Alamghanam Bahutva and Abhyasa
Bahutva. Alamghanam is that where one Svara is touched or not entirely and
constantly. Abhyasa is that where the Svara is sung repeatedly due to

intervention. Thus, it is of two types.

14 =y, G, faamd, srgameier
SLS SR
fcRm wAferdenerqfden: wrr: 99 | =qfaeT: W aTet gardt = faamer |
afeaTergatafaaaT frem: ST = AT q T et W {3
||1.342|[ardreetecssh ua Hearery 999 = | AT TR A shref |
AUITATIee foramet afsiaea: ||1.343)| iyt fertieaTg et foqa: |
FITCFATRCETETATRT § T |20
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SSS

e HEAST T AR |

 Steatgegwhl @Rl Areifd e ||

ST |geT: HaTdieat 3= |

Forardt erfege. Syt e |
ATt Hafaf Siaeateh waT wHarfafs: |

TETHIGRAES: At T et ||

T fodnts @: w@ed: FRisTE o |
SESTEHTAT AT T TR TR W ;||

Observations:
In every Raga there are four types of Svaras found by the learned — Vadi,
Samvadi, Anuvadr and Vivadi. Vadr Svara is only one. Samvadr is also one. The
remaining are Anuvadi. The Vivadr Svaras are called Varjita Svaras. According
to SR, there are four types of Svaras — Vadi, Samvadi, Vivadi and Anuvadi.
Among these abundant uses of Vadfr is seen. The two Svaras Ni and Ga, whose
twelfth or eighth Sruti are internally influenced. They become Samvadr to each
other and elsewhere they are Vivadi. Similarly, Re or Dha also become Vadr and

Samvadr and the remain are Anuvadi. Here Vadr is said to be a King.

15 A
EAEEIGIECNE
FA AR foemae fEdire: | aemerd: |mheteas aqde: [|2.19)|
eI ST YBETHTERING: | Feedifehialst gefieised: 5d: ||2.20)|| Femt Aratist swm:
HIGRH: | $ed 3T AT Tedraeaa: ||2.21]|
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16. Ten main Melas with the Ragas according to Pt. Bhatkhande

HeT:

LT

hITT

IO, g, YuTedl, THI, FER, JEAF, FMIE,
v, e, eane, "o, Fut, Sk

TS, AN, Tt Torehett, Feforeraet, Eafamee,
T, s, e, e, g, g,
TRTHRATL, SHHTATIT

foregitfe, @, faetfme, @wemd, gm, wrad,
o), foashemie, SEmEf, Mieneer, T, Seed,
TR, TSI, TREE

W, HeeSHY, TUGR, ST, Y9I, SIS,
s, e, fovma, W8, afdade=m, aed,
T, framadtE, s, e, et

W, AT, [T, AT, e, e, Hied,
TS, THIERT

HEE, S, TR, e, 3w, e,
TSIV, HIfTh, We, foa

A, oA, frRmaret, gt

welf, s, T, dues, @, fovm, we, Bah,
g for, Srasft, qiameef, TS, e

HRET, IR, SR, AT, Sid, WiggR, WEEr, T,
e, AT, |
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g0 EaLT) Frh, oy, deud, oA, oo, dumga,
qenssHl, WEIUEhl, "W, e, iie, #e, |
Frfierad, SIemn, WeW,  gadl, A,

FIRTFFMAS, ET, GowrE, I9T, HENCER, YRR,
TR, e, TEORE

o) ~

Observations:

Out of the 3= and fesraeats were produced the @@ or = as they were properly

called then, and out of these Melas, by suitable permutation and combination

of the Svaras comprising them, were produced the different Ragas. # or @,
as defined by authors, means only a series of notes capable of producing
Ragas.

Pt. Vyankatamukhi classified his Ragas under his nineteen Thatas:

TR, G, ST, e, Tes, STedl, WwElt, o, TSS[Sl, RIS, ITGHINTL, |,
R, AT, J[EAud!, TRqaTe, TEmisn, e, weaft

The author of the SS, gives 21 Thatas

o, I[EAR, HIAS, IAE, A, THh, TSHWT, Frairst, Aefl, qErl, e,
farermsht, TS, ettt samase, s, Jumef, srme, areT, qd, FHeamf
Lochana Pandita gives following twelve Thatas:

Comparison of Ragas with different treatises and SLS

Melas are ten in number. SLS and RTV and many treatises are having
different characteristics. In this thesis the popular ten Ragas according to
their ten Thatas are given. Comparison between popular 10 Ragas, their

similarities and dissimilarities are given here:
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Selected Rdagas

I - At
SLS RTV
FHTATVNHAHSTAT ST LT | Afarstt g el Rt o5 = e |
AR el AT w2 PRI Hegeh et Tttt |

Observations:

SLS - spreft - The Raga which is produced from Kalyani Mela and in whose Aroha

and Avaroha, Ma and Ni are always Varjita, is said to be Bhipali by learned. The
Vadr Svara of Bhiipali is Gandhara and Samvadi is Nisada. Its formation is like
that of Suddha Kalyana.

As majority Svaras are of Purvanga, this Raga is sung in the evening. Kalyana is
different than this because of Sampiirna Svaras in Avaroha. Instead, if the Svaras
of Uttaranga are majority, then it became Desikara. As Dhaivata is Vadr here, it

Is different from Bhipali.

The Svaras Ni and Ma are Varjita i.e. excluded. The harmony of Svara Ga and
Pa becomes the carrier of pleasantness. This Raga (Bhiipali) which is known as
Mohana in which Ma is Varjita and which is sung at the evening time, is known
by the same name in Karnataki Paddhati then today. Somewhere Bhiipali having
Gandhara as Vadr and which is sung in the morning, is also narrated. Elsewhere
other type of Bhiipali is also shown which has Komala Re, Ga and Dha but I think
they are not found in Laksya. The Alapa of this Raga which possesses the Svaras
beginning with Gandhara in different Sthana (place) if properly sung pleases the
mind. Similar description is given in RTV.
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RK — Bhiipali is produced from Vasanta mela. It is said to be Ma and Ni Varjit
Raga. Some says that it is having Re and Pa Varjita just like RS. It is used for

Shanta Rasa.

Selected Ragas

foramaet — Yafift
SLS RTV
YGRS e | ST et AT e R e |
IS e wfed: |33 St T st 3 T e ||

Observations:
According to SLS Devagiri is one type of Bilaval Raga which is originated from
the Suddha Svaras i. e. Bilaval Thatas. And is possessed of Kalyana Anga. Its
Vadr Svara is Sadja and the use of Dha and Ga is very less in Avaroha. In Laksya
Sangita, Tivra Ma is never used for a long time. In the types of Bilaval there is
a nice principle that its formation is always presented by the Svaras in descending
order. In this type of Bilaval, Komala Nisada is used with Dhaivata in Avaroha,
it undoubtedly makes the formation of Bilavala clear. Just as the formation of
Ragas sung at night becomes clear in Aroha, similarly the formation of Ragas
sung during the day becomes clear in Avaroha. According to Some, Pa is Varjita
optionally, but it is difficult to agree with this, as it is not found in Laksya Sangita.
According to RTV, Ga and Dha are Varjit in Avaroha. Ga, Dha and Ni are said

to be Tovra.
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Selected Rdagas
S — @Tadt

SLS RTV
TSI TehT Eearcrgan T | GEITEd] TRHT STk shadad |
G | T fawRtaa |2y TR fonermsatifes ||17]]

Observations:
The auspicious Khambavati is said to be originated from Khammaji Mela. Indeed,
it is reverse (opposite) than the principle of Khamaja. The touch of Rsabha in
Aroha, the absence of Rsabha in Avaroha and the touch of Sadja with Madhyama
Is melodious in every way. Here, there is the harmony of Ma and Dha, in
Avaroha, Pa is Vakra. By the Svaras used in Uttarardha it can be the Anga of
Vagesvari. How can it be the Anga of Khamaja as plenty use of Re and Dha is
there. It is sung in the second Prahara of night. Some of the treatises, it is said
that Dha is Komala and Pa is Varjita. But it is not acceptable in Laksya Marga.
According to RTV mwmadt is having Pa Varjita and Dha Tivra. It is from

Gandhara Mircchana. Re and Ni are said to be Varjita in Avaroha. Some says
wraraet in stead of wwamadt.

Selected Rdagas

WS - THFA
SLS RTV
el AT T ST AT | T-hIeT Tt a1 A= TS |
Twehettfal foreama: srertar st [|39)| F-hIHAT H-dTe = ST TweRdit @ || 21|

AR A-F-aat Tt deadsH |
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Observations:
A very well-known Raga named Ramakali sung in the morning, and lived by
musicians is originated from Bhairav Mela. Its Vadr Svara is Dhaivat and Rsabha
is Samvadi. In Aroha Ma and Ni are Varjit. Whereas Sampiirna in Avaroha. Some
learned people here point out two types of Madhyama. According to them
expelling (vyastatvam) of Suddha Ma is not censurable. Sometimes both types of
Nisada are also used. Even then many have agreed with the supremacy of
formation of Bhairav. As Ramakali is sung in the morning so in the evening
Ramakriya is sung. The first one is associated with Suddha Ma whereas second
Is with Tivra Ma. According to RTV this Raga is having Re, Dha, Komala and
Ga/Ma and Ni Tivra. Pa is Amsa here. It is from Dhaivata Miircchana. Ma and

Ni are Varjit in Aroha.

Selected Ragas
et - St
SLS RTV
HARILSWIERIE |1 HOid Tl 7l | NSRS et SATgehiet |[Tsrereer:/ 12|
ST TT:shredttrar 9 [|?]|

Observations:
The Mela which is known as Todika in ancient treatise is known as Bhairavi in
Laksya Sangita. From this Mela the well-known Ragini Bhairavi is originated.
This Raga is always said to be Sampiirna in Aroha and Avaroha. As Uttaranga
IS supreme here, it is a Raga which is sung in the morning. It is said in RTV that
it is originated from Sadja Miircchana, it has Komala Dha. Some scholar
considers Sa and Ma as Samvadi Svara, some other consider Dha and Ga. One

must consider whatever is appropriate or suitable, said by Pt. Bhatkhande. Some
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also believe that Bhairavi is said to be originated from Asavari Mela. There is no
doubt that in Laksya, Komala Re is used here. Sometimes Tivra Re is also used

in Aroha in Laksya Sangita. Scholars do not find any fault in it.

Selected Ragas
e — drEr

SLS
T I AT TEd At Wehifd |

Saiem gEqurt Tvirpfoar ||2]|

RTV
TSt q TSt TATEAh! HiHe e |
I T TG TR 3diia:

|[rTsreRor: /12|

Observations:

According to Laksya Sangita, the Mela which is narrated known as Varali Todi
in ancient treatises is known as Todi Mela which has Dhaivata as Amsa, which is
Sampiirna and having steady characteristics. Re is weak in Aroha and it indicates
morning time. According to scholars it is sung in the second Prahara of the day.
As Dhaivata is Vadr here, it is made sure that it is sung during the day. But some
Laksya scholars consider here Gandhara as Vadi. Though use of Tivra Ma is
never suitable in Ragas sung in the morning yet due to its excessive popularity,
this Raga is accepted as an exception.

Similarly, in RTV Todr has Sadja Mircchana. Re and Dha are Komala. Dha is
said to be Nyasa Svara. Gandhara is Amsa Svara.

Selected Ragas
ESUR

SLS RTV

AL MR THST Tgeara |
UicameRIE wTf=aEaTfoRfera ||3¢]|

foriiguTesyd: TeSqUTaISYdT 74 |
AR 7RIS T-GafSia: |[TmseRtor:/54]|
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Observations:
Similarly, in both the treatises, Ga and Dha are Varjita in Aroha and it is
Sampiirna in Avaroha so it is very delightful. Rsabha of this Raga is Vadi and
Paficama is Samvadr. According to some scholars it is opposite that is Paficama

IS Vadr and Rsabha is Samvadi. There is no contradiction. Sadja is Udgraha

Svara. SiT Raga which is originated from Pirvi Mela is accepted in Laksya

Sangita. Ancient writers have narrated this Raga in Harapriya Mela. This Raga
is said to be ‘Adi Raga’, it is Similar to Janaka. Hence scholars should think about
this statement and it is of Odava Jati. In Laksya Sangita it is well-known that
these six Puragas of Odava Jati are very popular, they themselves are the Janaka

and perfect.

Selected Rdagas

ARET — SAfetar
SLS RTV
WA T Tf AfAASYT | AT TERETERAT STl Toami g |
SRR SRSt woari fra i [|3)| HISIIGETET 2T HAT T 8T FEeT
|[ermsren/33|

Observations:
The Ragini named Lalita, having Paficama Varijita in Aroha and Avaroha is
originated from Marava Mela. Suddha Madhyama as Vadi and Sadja is Samvadi
according to rules and regulations of Sastras. It is sung in the last Prahara of
night is independent. The Ragas which start with Paficama are their Angas as

accepted by the learned. In Svaramelakalanidhi of Rama Amatya, this Raga is

having Komala Re and Dha and Tivra Ga and Ni. In Caturdandr Prakashika this
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Raga is narrated in the same way. And according to Somanatha it is originated

from Suddha Ramakriya Mela.

Selected Rdagas
HIHF— TS
SLS RTV
GURICEES KRN (el TR TTeaTar T |
firoft s e fera iorewa ||| AT T — TSR TIEHESRT
TR et W | |[ermsrsRaor:/3 1|
HIET S ik Tt et [|wy||

Observations:
Ragini Paramanjari is originated from Harapriya Mela, (Kafi). It is believed by
scholar that this Ragini is rarely sung. As Dha and Ga are weak in Aroha, there
glitters the Asnga of Saranga. But in Saranga both the Svaras - Dha and Ga are
totally Varijita. In this Raga, Sadja is Vadr and Paficama is Samvadr. Its singing
after Saranga is agreed by all. This type of Raga formation is indeed very rare.
In Laksya style there are different of opinions regarding this Raga. So wise should
practice it and taking their own decision. According to RTV it is related to Sadja
Miircchana and Pa is predominant in it. Ga is Varjita according to both the

treatises.

Conclusion:

SR is huge ocean where SLS is a sweet river. SR is the treatise or an
encyclopedia with all the subjects or topics related to music i.e., singing,
dancing and instruments while SLS coveres only Vocal music. The period
of Sarngadeva is 1175-1247, and SLS belongs to current music of 19t
century so the main difference is the time period. Music is an art which can
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change their formation day by day. The Ragas are the product of
Mircchana, Grama and Jatigayan in the period of SR but after this Mela
system has developed and it is classified by Pandit Bhatkhande into 10

Melas first time for the sake of Music learners. SLS is the book where

classification of Major six ancient Ragas according to Gitz, Bhasa, Raganga,

Puraga-Raga-family and Janya-Janaka Mela system, all we can find in it.
It is a complete book with the definition of Svara, Sruti as well as Raga of
the ancient and current music.

Pandit Bhatkande has precisely defined and clearly described the
characteristics of Thatas, with reference to ancient treatises which are easy
to learn. He also describes virtue and quality of a good listener of music. At
the summing up of SLS Chatur Pandit- Vishnu Narayan Bhatkhande says
this book is for the curious readers and people who loved Music. Pandit
Bhatkhande has formulated easily understandable systematic theory and
notation of current practice of music.

Almost all the masters and authors of Music related book follow the
definitions that are given in SR. Hence this is the authentic work or
Pramana. SLS is the guide in Modern times for students, teachers, and
Gurus. All the treatises are very important for students of music as well as
they are helpful to understand music for the Sanskrit scholars. Other texts —
NS, RTV, SUS, SP, SC, SM are also appreciated.

It is a matter of pride that our cultural heritage contains these important

works on Music written in Sanskrit Language.

*kkkhkhkkhkikk
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