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Introduction to the Historical Background

Modern North Indian classical music has its roots in ancient Indian music, but
appears to have acquired its present form after the 14th or 15th century A.D. Indian
musical theory is expounded in considerable detail in the Natyasastra, probably the
earliest extant treatise on the dramatic arts, among which music is included. This
work, attributed to the sage Bharata, has been dated variously from the 3rd century
B.C. to the 5th century A.D. Some of the technical terms in present-day musical theory
and practice derive from this ancient source. Nevertheless, internal evidence shows
that the musical system of ancient India as described in the Natyasastra differed
considerably from that of today.

The ancient melodic system was based on modes (jati), each with its character-
istic features, which were constructed on heptatonic series of notes (miircchana),
beginning on the successive degrees of two parent scales, Sadjagrama and Madhyama-
grama. These scales were composed of intervals of three different sizes, comparable in
some respects to the major wholetone, minor wholetone and semitone of Just Inton-
ation, which were expressed very approximately in terms of their highest common
factor—about a quartertone—called sruti.! The musical intervals in the two parent
scales are described as being of four, three and two srutis, and since there were in
both parent scales three of the large intervals and two each of the medium and small
intervals, the octave comprised a total of twenty-two srutis. An interval of one Sruti
was not considered musically satisfactory. The only difference between the two parent
scales was in the location of one single note which was one Sruti flatter in the second
parent scale. In this period the Sruti was a functional element since it was the only
distinguishing feature between the two parent scales.

Rag, which is the present basis of melody in Indian music, was not yet a technical
term in the Na@tyasastra. It was apparently evolved during the centuries following for
it is first discussed in detail in Matanga’s Brihaddesi (c. 9th century A.D.) and later
expanded in Sarngadeva’s Sarigitaratnakara (first half of the 13th century A.D.).
This latter work is particularly interesting as it was written at the court of the
‘Yadava dynasty in the Deccan shortly before the Muslim conquest of this area and
is, to a large extent, free from Islamic influence. New conventions had evidently
already entered Indian music and ragas had proliferated, for Sarngadeva mentions
264 of them.2 It is difficult to assess positively, however, whether the ancient music

1 Many scholars have given precise values for these srutis. Fox Strangways in Music of Hindo-
stan, Oxford 1914, pp. 115-17, concludes that srutis are of three different sizes: 22, 70 and 90 cents.

2 Sangitaratnakara, ‘Adyar Library Series’, IT (2), 19. However, many of these are described as
‘ancient’ and were probably not current in Sariigadeva’s time.
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Introduction to the Historical Background

based on the jatis and the two parent scales was also in existence at this time, for the
Sangitaratnakara, like many other Indian musical treatises, does not always distin-
guish clearly between current practice and antiquated theory.

The conquering Muslims encountered in India a musical system which was highly
developed and probably quite similar to their own. Their reaction to it was clearly
favo.urable.1 The poet Amir Khusraw, who was expert in both Indian and Persian
music at the court of ‘Ala’ al-Din Khilji, Sultdn of Delhi (1296-1316), is unsparing
in his praise of Indian music,2 and his attitude is one which probably prevailed in the
Islamic world, for both al-Djahiz3 in the 9th century A.D. and al-Mas‘iidi4 in the 10th
had commented favourably on it.

Music flourished in Islamic India in spite of the puritan faction, supported by the
Muslim .legal schools, which believed that music was unlawful in Islam.5 However,
the gathering momentum of the Stifi movement with its unorthodox doctrines based
on the practices of ascetic and mystic groups, who found in music a means to the
;eflisation of God, more than compensated for the restrictions imposed by orthodox

slam.

From Amir Khusraw’s time until well into the Mughal period, foreign music,
parficularly from Iran, was commonly heard at the Indian courts together with
Ind@n music. Under these circumstances it is not surprising that Indian music was
subj.ected to new influences. Amir Khusraw, in spite of his dedication to traditional
Indian music, was a great innovator and is credited with the introduction of a number
of Persian and Arabic elements into Indian music: new vocal forms as well as new
rﬁgs, tals, and musical instruments including the sitar and tabld which are so pro-
minent today. Of the vocal forms two are particularly important: Qaul, which is said
to be the origin of Qawwili, a form of Muslim religious song, and Tarana (or Tarana),
a song.composed of meaningless syllables, both of which are still common today.$

During the reign of Sultin Muhammad b. Tughluq (1325-1351), music was appar-
ently encouraged on a grand scale, although he was a ruler with strong religious
cc?nvictions. The traveller, Ibn Batiita, reports that the Sultan kept 1,200 musicians in
his service and had, in addition, 1,000 slave musicians.” Similarly, Ibrahim Shah

1 Music apparently flourished in the Deccan under the Yadava kings to such an extent that, after
the Muslim conquest led by Malik Kafur (c. 1310), all the musiciax;is and their Hindu precéptors
were taken with the royal armies and settled in the North. V. N. Bhatkhande, A Short Historical
Suzniey of the Music of Upper India, Bombay 1934, p. 11.

F Indian music, the fire that burns heart and soul, is superior to the music of any other country.
oreigners, even.after a stay of 30 or 40 years in India, cannot play a single Indian tune correctly.’
M.3 W. Mirza, Life and Works of Amir Khusraw, Calcutta 1935, p. 184.
: M. Z. Siddiqi, Studies in Arabic and Persian Medical Literature, Calcutta 1959, p. 32.
s A. Sprenger, El Ma.s:‘ di’s historical encyclopaedia, ‘Meadows of Gold . . ., London 1841, p. 186,
L H. G. Farmer, 4 History of Arabian Music, London 1929, p. 20, discusses music in Islam. See
? 955(2] M. L. Roychoudhury, ‘Music in Islam’, Journal of Asiatic Seciety, Letters, Vol. XXIII, No. 2,

6 Khyal, which is the most prominent type of song in classical music today, is also sometimes said
i?rhave pe_en invented by Amir Khusraw, but the evidence for this is inconcl}tl;sive. Similarly, M. W.

irza, zb’td., p. 239, draws attention to the fact that there is no mention of the sitd@r in Amir

7usra,w s own writings, nor for that matter in any Indian treatises until much later.
Mahdi Hussain, Rehla of Ibn Batita, Baroda 1953, pp. 50-1.
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Introduction to the Historical Background

Shargi of Jaunpur (1401-1440) and Sultin Zain-ul-‘Abidin of Kashmir (1416—14§7)
were both renowned for their patronage of the arts. A musical treatise (in Sar}skrlt_),
Sangitasiromani, was dedicated to Ibrahim Shah in 1428! and Zain-ul-‘Abidin is
said to have been responsible for the composition of a treatise named Mamak (?)
which is, unfortunately, not extant.2

In the following years music received further impetus from rulers, some of wl_lom
were excellent musicians themselves. One of these was the Hindu Rija, Man Singh
Tomwar of Gwalior (1486-1516). His principal contribution was the rejuven.aFion gf
the traditional form of song, Dhrupad (Sanskrit Dhruvapada), by his compositions in
Hindi,3 some of which are still said to exist today. Man Singh was also responsible
for the formulation of a progressive treatise in Hindi entitled Man Kautihal, a work
which was compiled by the leading musicians of his court and incorporated many of
the innovations that had been introduced into Indian music since Amir Khusraw’s
time.

A contemporary of Man Singh, Husayn Shah Sharqi (1458-1 5_28), initially Sultan
of Jaunpur, was also an excellent performer and an innovator, in 1mportanc'e perhaps
second only to Khusraw. He is credited with the introduction into North Infilalil music
of a new form of song, Khyal (khayal), which gave greater scope for improvisation and
technical virtuosity than did the traditional and austere Dhrupad. The rivalry between
the advocates of these two forms of song and their respective styles of performance
continued until the beginning of the 19th century when Khyal finally gained supre-
macy.4

Sli,lti_lll Sikandar Lodi of Delhi (1489-1517) was a bigot and in most resp?,cts a
strict follower of Quranic law. Yet he was himself a poet of considerab‘le merit a_nd
keenly interested in music. Under his patronage probably the first treatise on Indian
music in Persian, the Lahjat-i Sikandar Shahi, was written. This was a traditional work
based on existing Sanskrit treatises.>

Before the efforts of Man Singh and Sikandar Lodi, musical treatises had always

been written in Sanskrit, a scholarly language which was beyond the comprehension .

of most musicians, Hindu as well as Muslim. There was now a growing intere'st in
musical theory and especially in the systems of aesthetics with which it was assom.ated
—the relationship of sound with sentiment or emotion (rasa), colour, the.Hmdu
deities, etc., as well as the visual representation of rags. This interest was particularly
notable during the reign of Ibrahim ‘Adil Shah II of Bijapur in the Deccan (1:580—
1626), who by his patronage and enthusiasm for the arts attracted poets, musicians,

1 Abdul Halim, Essays on History of Indo-Pak Music, Dacca 1962, p. 15.

2 Ibid., p. 18. o

3N. Aupgustus Willard, Music of India, Calcutta 1962, p. 67. Writing in the first half of the lggt_l
century, Captain Willard states that this kind of composition has its origin from the time of Rija
Min Singh, who is considered as the ‘father’ of DArupad singers. . q

4 Captain Willard says that in his time Dhruypad was not genel_’ally understood or relished an
its use seemed about to be superseded by ‘lighter compo_smons’ (tbzd.,. p. 8. . )

5 The Lahjat-i Sikandar Shdhi is discussed in some detail by Dr. Nazir Ahmad in Islamic Culture,
Vol. 28, 1954, pp. 410 ff.
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artists and architects to his court. He was himself a renowned poet and musician and
the Kitab-i Nauras (Sanskrit nava rasa—the nine emotions) contains a collection of his
poems intended to be sung in different rags.! His reign is characterised by his liberal
views and his earnest attempts to integrate the opposing elements in Islamic and
Hindu philosophy.

The patronage of music reached its peak under the Mughal Emperors, Akbar
(1555-1605), Jahangir (1605-1627) and Shahjahan (1628-1658). Much of Akbar’s
reign was devoted to the expansion and the consolidation of the Mughal Empire.
Nevertheless, he maintained a magnificent court at which literature, philosophy and
the arts occupied a prominent place. Music was presented on a lavish scale,?2 and
Akbar himself is said to have been a prolific composer.3

The most famous musician of this period was undoubtedly Miya Tansen, around
whom so many legends have grown that it is now difficult to separate fact from
fiction. He was unquestionably a great musician as well as a composer. Several rags
still bear his name, Miy@ Malhar for example, and many of his songs are still sung
today. Another prominent musician at Akbar’s court was Biz Bahadur, the last
Muslim ruler of the state of Malwa, whose tragic affair with Ripmati, a singer and
dancing girl, has also become legendary.# In the later part of his life, after he had lost
his empire, he became one of the leading musicians in Akbar’s retinue.

The Dhrupad style of singing was pre-eminent in Akbar’s time and the majority
of vocalists came from Gwalior, presumably following the tradition initiated by
Raja Man Singh, and it is in this city that Tansen is buried. Many of the instrument-
alists, however, were foreigners who came from as far as Mashhad and Tabriz in
Iran and from Herat in modern Afghanistan.s

Jahangir’s court was perhaps even more opulent and ostentatious than Akbar’s
had been. As he too was a great patron of the arts (being himself skilled at painting),6
music continued to flourish. One of the principal musicians of his court was Bilis
Khan, the son of Tansen, whose compositions are occasionally heard today.

Shahjahan’s reign marks the culmination of the Mughal dynasty. The wealth of his
extensive empire, coupled with the conditions of comparative peace, permitted him
to maintain a magnificent court and to devote a great deal of attention to the arts.
While this does not appear to have been a period notable for innovation, the art of

1 This work has appeared in print with introduction and notes by Nazir Ahmad, published by
Bharatiya Kala Kendra, New Delhi 1956. It is interesting that the rags are referred to as magdms, a
fact which suggests the similarity between the Indian and Arabic or Persian systems even at this
time.

2 According to Abu’l-Fazl ‘Allimi, A’in-i-Akbari, tr. H. Blochmann, Calcutta 1873, i, pp. 50-1,
for instance, the orchestra which played at the gateway of the Royal palace (nagqdrakhana) had
more than sixty members.

3 fkbarndma, Beveridge, i, p. 50, quoted by O. C. Gangoly, Ragas and Rdaginis, Bombay 1958,
p. 54.

4 This legend is the subject of a Persian manuscript by Ahmad-ul-Umri, written in 1599, which has
been translated by L. M. Crump under the title of The Lady of the Lotus, London 1926.

5 Abu’l-Fazl ‘Allami, op. cit., i, pp. 611-13,

6 Vincent A. Smith, The Oxford History of India, Oxford 1958, p. 373.
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Introduction to the Historical Background

musicis said to have reached a polish and grace unprecedented in the past.! The leading
musician of the period was Lil Khan, pupil and son-in-law of Bilds Khan who,
presumably, continued the tradition of Miya Tansen. He was a matchless Dhrupad
singer,; and was frequently presented with large gifts by Shahjahan. Although foreign
musicians were still imported, their numbers had decreased since Akbar’s time.?

The 16th and 17th centuries are of great importance for the musical literature of
India. Written in 1550, the Svaramelakalanidhi of Ramamatya—a minister of Rama
Raja, prince of Vijayanagar3—focuses attention on the fact that the music of South
India, which had experienced relatively little Islamic influence, was evolving in its own
way and was beginning to acquire an independent character. This is corroborated
by the Ragavibodha of Somanatha (1609), although there is some evidence of his
contact with North India—for example, the occurrence of Muslim rdg names in his
work. One of the most important treatises on the South Indian system was the
Caturdandiprakasika of Venkatamakhi written in 1660, in which the classification of
ragas in terms of 72 basic scales (mela) was first advocated. This system still prevails
in South India.

Several important North Indian treatises were also composed during this period.
Of these the Ragatarangini by Locana Kavi (of uncertain date),* Sadragacandrodaya
and other works of Pundarika Vitthala (end of 16th century), Hridayakautaka and
Hridayaprakasa by Hridaya Narayana (c. 1660), and Sarigitaparijata by Ahobala
(c. 1665) have considerable bearing on the history of present-day classical music.>

These works, with the exception of the Sarigitaparijata, also follow the classifica-
tion of ragas in terms of basic scales (mela), and for this reason can be more clearly
comprehended than the ancient system based on miircchana (which is followed in the
Sangitaratnikara), where the tonic or ground-note of the mode is not explicitly
stated. Thus there is some confusion as to whether the base note of the mircchana,
the important note (arisa)6 or the final note of the mode (nydsa) should be considered
as the tonic.

1 Abdul Halim, op. cit., p. 38, quoting Fagirullah (Faqir Allah), Rag Darpan. Muslim University
Ms. f., 16a, dated 1661-1665.

2 Ibid., p. 43. o

30. C. Gangoly, op. cit., p. 51. Ramamatya is said to be a descendant of Kallinatha who wrote a
commentary on the Sangitaratnakara in the 15th century. .

4 The date of this work is discussed by O. C. Gangoly, op. cit., p. 41, f.n. 3. The argument is as
follows: The colophon in the work itself gives the date of 1082 of the Saka era, i.e. 1160 A.. The
occurrence in this work of Indo-Persian rdgs, some of which are said to have been invented by
Amir Khusraw, indicates that this date is too early. Further, there is a reference in the work to a
poet, Vidydpati, which could refer to the well-known poet who lived 1395-1440. The evidence
suggests that the earliest date of this work could be the second half of the 15th century. Bhatkhangle,
A Comparative Study of some of the Leading Music Systems of the 15th, 16th, 17th and 18th centuries,
p. 22, states that Hridaya Narayana has borrowed a whole section from the Ragatarargini, and as
the date of Hridaya Narayana’s works is in little doubt the middle 17th century would appear to be
the latest possible date for the Rdgatarangini. . . . .

5 The Sangitadarpana by Damodara Miéra is another well-known work of this period written in
1625 a.p. Bhatkhande, 4 Short Historical Survey of the Music of Upper India, Bombay 1934, p. 26,
describes it as being as unintelligible and mysterious as the Sangitaratnakara.

6 See p. 44.
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By the second half of the 17th century we can be sure that the ancient musical
system as conveyed in the Natyasastra was no longer in existence, and that the
prevailing system was very similar to that which pertains at the present time. The
treatises begin with the traditional description of the scale in terms of twefity-two
Srutis. The Srutis are, however, no longer functional as one of the two ancient parent
scales, the Madhyamagrama, is no longer in use.! In spite of the mention of twenty-
two srutis, the octave seems to have been composed of twelve basic semitones.2 In the
Sadragacandrodaya, for instance, the octave is said to contain fourteen notes, but in
his description of the fretting of the ving (stick zither) Pundarika locates only twelve
frets, because, he says, the frets for the other two notes would be too close to their
adjacent frets on the fingerboard. He adds that if these two frets should be needed in
any raga, the adjacent higher frets would be quite acceptable, as the difference of one
Sruti will not make much of a difference in the general effect of the raga.3

A large number of musical treatises were concerned primarily with the iconography
of ragas and were devoted to establishing familial relationships between rdgas on
some extra-musical basis. In this very brief survey, we are necessarily obliged to
forego any mention of these.4

Shahjahan’s reign was followed by that of Aurangzeb (1658-1707). The latter was
fond of music and skilled in its theory, but he chose a life of asceticism in keeping
with the tenets of Islam, relinquished all pleasure and withdrew his patronage of the
arts. Musicians were obliged to leave the Mughal court and seek their livelihood at
the lesser provincial courts. It was only with the later Mughals, Bahadur Shah
(1707-1712) and Muhammad Shah (1719-1748), that music regained some of its
former glory. Although the reign of Muhammad Shah was beset with troubles and
the Mughal Empire was rapidly declining, he was keenly interested in music and was
an accomplished singer and composer. Largely as a result of Muhammad Shah’s
own endeavours and the compositions of his two leading musicians, Sadarang and
Adarang, Khyal finally came to the fore, and a large proportion of the modern
repertoire stems from this source.

This was not a fruitful period for musical literature. Bhava Bhatta wrote three
works at the end of the 17th century, but these are said to be largely in imitation of
Sarngitaratnakara.’ In the second half of the 17th century Faqir Allah wrote two
works in Persian, Rdg Darpan and Man Kautihal, the latter being to a large extent a
translation of the 16th-century Hindi treatise, Man Kautithal, by Raja Man Singh.6

1 Bhatkhande, 4 Short Historical Survey, p. 25.

2 Locana uses only twelve notes in describing his ragas (see Bhatkhande, A Short Historical Survey,
p. 9). Similarly, Ahobala only uses twelve notes in describing his rdgas although he gives the names
of nineteen altered (vikrit) notes (ibid., p. 27).

3 Bhatkhande, A Comparative Study, pp. 47-8. If Pundarika had indicated the lower adjacent frets
as a substitute, it could have been argued that the desired notes could have been achieved by the
tecl(liniqge of deflecting the playing string in order to raise its pitch, a technique which is commonly
used today.

4 Many of these are discussed in O. C. Gangoly, op. cit.

5 Bhatkhande, A Comparative Study, p. 69.

6 Halim, op. cit., p. 20.
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In 1724 the Sangitaparijata was translated into Persian by Pandit Dinanéth.! These
translations were very necessary, for, while the Muslims took readily to Indian music,
the treatises and the words of the traditional songs were in Sanskrit and the Indian
vernacular languages, and were generally quite meaningless to Muslim musicians.
In addition, they were frequently based on Hindu religious and mythological subjects.
These must all have proved formidable barriers to the Muslims. While many songs
were composed in Persian, it is very likely that Muslim musicians were required to
sing traditional Indian songs, particularly at the courts of the more broad-minded
rulers such as Akbar and Ibrihim ‘Adil Shah II. It is equally probable too that Hindu
musicians were sometimes required to sing Muslim compositions in Persian, some
of which were based on religious Islamic themes. In either case the words can have
been of little significance to the musicians,2 and in practice the voice came to be
used more and more as a musical instrument, with words serving primarily to lend
colour and timbre to the music.

In the second half of the 18th century India was divided into several conflicting
factions, the most important of which were the Marathas, Mughals, Afghans and a
coalition headed by the Nizam of Hyderabad. It was just at this time too that the
British began to assert themselves in Indian politics. Musicians were dispersed to the
various courts and palaces of noblemen throughout the country, their fortunes, as
always, depending on the affluence of their patrons.

There was little sign of British interest in Indian music, except for a treatise written
by the Oriental scholar, Sir William Jones, entitled On the Musical Modes of the
Hindus, which appeared in 1799. Two important treatises were written at the
beginning of the 19th century: the Hindi Sangit-sar (c. 1800), compiled as a result
of a conference of leading musicians in the court of the Jaipur Mahardja, Pratap

Simh Dev; and the Persian Naghmat-i-Asafi (1813), written by Muhammad Rezi, a ‘

nobleman of Patna. The latter has received considerable attention because it is said
to be the first ‘reliable’ authority in which Bildval that is referred to as the natural
(suddh) scale.3 The fact remains that until about the 19th century the natural scale
described in North Indian texts was based on the ancient Sadjagrama, comparable
to the D mode (the ecclesiastic Dorian). Today BilGval that, comparable to the
Western major scale or the C mode (the ecclesiastic Ionian), is generally accepted as
the natural scale.*

1 Bhatkhande, A Comparative Study, p. 31. .

2 Some of Ibrahim ‘Adil Shah’s songs in the Kitab-i-Nauras, composed in the Dakhani language,
are dedicated to the Hindu deities (mainly Sarasvati and Ganes), others to Muslim saints (Sayyad
Muhammad Husayn-i-Gesti Daraz). Musicians of his court, whether Hindu or Muslim, would
presumably have been expected to sing all of them.

3 Bhatkhande, A4 Short Historical Survey, p. 35. However, G. H. Ranade, Hindustani Music,
Poona, 1951, p. 12, draws attention to the fact that, in his Hindustani Sangit Paddhati, 111, p. 136,
Bhatkhande has written that Reza has nowhere referred to his notes as Suddh.

41t is tempting to think that this might be a result of Western influence, but this seems unlikely
in view of the widespread acceptance in India of Bilaval that as the natural scale. It should be noted
that very few traditional musicians have any familiarity with Western music, and most of them find
it completely alien.
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In 1834 Captain N. Augustus Willard, an army officer attached to a small princely
state, wrote A Treatise on the Music of Hindusthan, in which he drew attention to the
considerable gap that had grown between musical theory and practice over the
centuries.! In the second half of the 19th century musical theory was rejuvenated in
Bengal. The publication of K. Goswami’s Sarigita Sard in 1868 was followed by
various publications by S. M. Tagore? and a particularly important work by K.
Banarji, Gita Siitra Sara (1855), written in Bengali. Banarji made a serious attempt to
integrate musical theory and practice and his work is remarkable for its critical assess-
ment of musical theory. In 1914 Fox Strangways wrote Music of Hindostan, another
commendable attempt to relate the numerous aspects of Indian music. The work shows
an extraordinary perception and grasp of the subject. Fox Strangways’s comments
on contemporary Indian music are particularly praiseworthy and his analogies with
Western music are often enlightening. But his discussions of ancient Indian music
must be viewed with caution as they contain some very basic misinterpretations.3

The beginning of the 20th century was, however, dominated by the works of Pandit
V. N. Bhitkhande. His first important work, Srimal-laksyasangitam, was written in
Sanskrit and published in 1910 under the pseudonym of Catura Pandita. Although
Bhitkhande quotes from many prominent Sanskrit sources, it is quite clear that his
main intent is to reconcile musical theory with existing practice. This work was
followed shortly by the first of four volumes of a magnum opus in Marathi entitled
Hindusthani Sangit Paddhati (hereafter abbreviated to H.S.P.) which was finally
completed in 1932 and later translated into Hindi.# Bhatkhande here expands many
of the ideas expressed in Srimal-laksyasangitam and introduces many new concepts
to explain the musical practice of his day. He traces the historical development of
rags through Sanskrit treatises and attempts to analyse and present a standard form
for each, while acknowledging divergent traditions. Bhatkhande’s second major
work, Kramik Pustak Malika, in six volumes (hereafter abbreviated to K.P.M.) was
published between 1920 and 1937 and was also later translated into Hindi.> This
work is primarily devoted to the notation of more than two thousand traditional
songs in different ra@gs and zals which Bhitkhande was able to collect from musicians
belonging to different gharanas (family traditions) throughout North India.6 K.P. M.

1 The works of both Augustus Willard and Sir William Jones have recently appeared in a second
edition as Music of India, Calcutta 1962.

2 The article “Hindu Music’ has been reprinted from the Hindoo Patriot, 1874, in Hindu Music
Jrom Various Authors, Varanasi 1965, compiled by S. M. Tagore.

3 For instance, the ancient Sadjagrama is assumed to begin on the Ni note which he equates with
the Western note C: Music of Hindostan, Oxford 1914 (reprinted 1966), p. 109. This would mean that
the Sadjagrama was similar to the C mode or the Western major scale. In fact, it has since been
firmly established that it is equivalent to the D mode.

4 Published by Sangit Karyalay, Hathras 1956-7. All the references to H.S.P. in this work refer
to this translation.

5 Published by Sangit Karyalay, Hathras 1954-9. All the references to K.P.M. in this work refer
to this translation.

6 The following list of contributors and their provenance is given by L. N. Garg, the writer of the

preface of K.P.M., Vol. IV. The list is, however, incomplete and includes only those musicians who
gave permission for their names to appear in print. For instance, Ustdd Bundu Khan, a famous
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also contains quotations from Sanskrit and Hindi sources on each of the rags
(numbering about 180) and brief verbal descriptions of them. In addition, Bhatkhande
gives his own interpretation of the musical characteristics of these rdgs: the ascending
and descending lines (@roh and avroh), a typical or ‘catch’ phrase (pakar) by which
each can be recognised (Vols. V and VI employ a slightly different method), and
at the end of each volume as many as twenty or twenty-five series of phrases
(svarvistar—extension of notes), compiled to illustrate the melodic contours of each
rag.

Muhammad Nawab ‘Ali Khan, a pupil of Bhitkhande, followed his preceptor in
that he too based his musical treatise, Ma‘arif-ul naghmat, written in Urdu, on songs
which he had collected from practising musicians. In recent times there have been
many musical texts written in the Indian vernaculars which for the most part borrow
heavily from Bhatkhande’s works. A considerable number of publications on Indian
music have also appeared in English and other European languages, the standard of
scholarship often leaving much to be desired. A. A. Bake’s publications, although
they have not found expression in a major work, are one of the noteworthy excep-
tions.1 Herbert Popley’s The Music of India (Calcutta 1950) is generally reliable
and is a useful guide to both North and South Indian music. A particularly

sarangi player of Indore who spent the last years of his life in Pakistan, is also said to have
contributed to Bhatkhande’s collections (L. N. Garg, Hamdare Sangit Ratna, Hathras 1957,

p. 479).
1. H. H. Hamid *Ali Sahib Bahadur Ruler of Rampur and follower of Tansen’s
descendants.

2. ]SSatlxll_b;ida Sa‘ddat ‘Ali Khan $Sahib Rampur—follower of Tansen’s descendants.
ahadur

. Khan $ahib Muhammad ‘Ali Basat Khan

. Khan Sahib Muhammad Vazir Khan and
Amir Khan

. Khan $ahib Muhammad ‘Ali Khan

. Khan $ahib ‘Ashiq ‘Ali Khan

. Khan Sahib Ahmad ‘Ali Khan

. Khan Sahib Haidar Khan -

. Khan Sahib Faiyaz Khan

. Khan Sahib Amir Khan Gulab Sagar
. §ri Réoji Buva Belbagkar

. Sri Ekndth Pandit
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. Sri Visnubuva Vaman Deé§pande

. $t1 Rajabhaiya Piichvale
$ri Krispardo Gopil Date
Sri Krisnabuva Gokhle
S$ti Krisna Sastri Sukl
$ri Ganpatibuva Bhilvadikar

Rampur—descendant of Tansen.

Rampur—descendants of Tansen, and teachers °

of His Highness.

Jaipur—Manarang (son of Sadarang)
gharédnd.

Jaipur—Manarang ghardnd.
Jaipur—Manarang gharand.

Dhar—pupil of Bahram Khan.
Baroda—Rangile gharana.
Baroda—instrumentalist.

Bombay—follower of ‘Abdullah Khan,
dhrupad singer.

Gwalior—follower of Nathan Pirbakhsh’s
descendants and of khyal singer, Safkar
Pandit.

Gwalior—descendant of Vamanbuvi, a
dhrupad singer.

Gwalior—pupil of Sankar Pandit.

Gwalior

Miraj—follower of Amin Khan’s descendants.
Ujjain (Gwalior).

Satara.

1 ‘The Music of India’, in Ancient and Oriental Music (New Oxford History of Music, Vol 1),
London 1957, and ‘Indische Musik’ in Die Musik in Geschichte und Gegenwart (Allgemeine

Enzyklopadie der Musik, Bd. 6), Kassel 1957.
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valuable critical work, discussing the comments and theories put forward by Willard,
Bhiatkhande and K. Banarji, is H. L. Roy’s Problems of Hindustani Music (Calcutta
1937). Roy highlights the inadequacies of some of the present-day terminology and
gives suggestions for the reconstruction of musical theory. G. H. Ranade’s Hindu-
sthani Music: An outline of its Physics and Aesthetics (Poona 1951) is particularly
useful for its analysis of the acoustics of the drone. A number of other writers have
been concerned primarily with precise intonation in Indian music. Their work is
based on the acoustic properties of individual intervals as determined by mathemati-
cal ratios, without reference to the varying musical context in which those intervals
occur. In addition they-attempt to explain modern Indian practice in terms of ancient
musical theory. This ‘school’ was initiated by K. B. Deval, The Hindu Musical Scale
and the Twenty-Two Shrutees (Sangli 1910), and E. Clements, Introduction to the Study
of Indian Music (London 1913), and has recently been followed by A. Danielou,
Northern Indian Music (London 1949, 1954).

On the other hand, there have been several valuable works on the history of Indian
music. Foremost among these are, once again, the writings of Bhatkhande. His two
monographs in English—A4 Short Historical Survey of the Music-of Upper India
(Bombay 1934), originally a speech deliveted at the First All-India Music Conference
at Baroda in 1916, and 4 Comparative Study of some of the leading Music Systems of
the 15th, 16th, 17th and 18th Centuries (Bombay, n.d.)—present in concise form some
of the historical material which extends throughout his other writings. O.C. Gangoly’s
Ragas and Raginis (Bombay 1935, reprinted 1948) is another scholarly work which
deserves to be mentioned. As a source of reference it is of considerable value, but it
does not go into details of musical theory. The works of Swami Prajnanananda,
Historical Development of Indian Music (Calcutta 1960) and A History of Indian
Music, Vol. 1 (Calcutta 1963), also.contain valuable material. Most of the historical
research. has been based on Sanskrit sources. Perhaps the only useful work based
on Islamic sources is a collection, Essays on History of Indo-Pak Music (Dacca 1962)
by Abdul Halim. Much work still remains to be done in this field.

In this brief resumé of the musical literature of the present century many works
have not been mentioned.! Considering the body of material on Indian music, it is
surprising that so very little is concerned with the analysis of present-day Indian
music.

This century has seen fundamental changes in the preservation and presentation
of North Indian classical music. The traditional system of patronage has been
gradually disappearing and musicians now earn their livelihood mainly by public
recitals, radio broadcasts, gramophone records, and teaching in schools and music
colleges, and only incidentally by private recitals and individual tuition. New devices
have already been evolved to cope with the formal atmosphere in the concert hall
where rapport with the listener is not so easily achieved. Many musicians have been

1Some of these have been discussed by Harold S. Powers in ‘Indian Music and the English
Language: A Review Essay’, Ethnomusicology, ix, January 1965.
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experimenting with microphone techniques and, since, as a result, they are now less
concerned with producing a large volume of sound, there has been greater emphasis
on tone production. This is once again a period of exploration and change, and it will
certainly influence the form of Indian music in years to come. At the present time,
however, there is no reason to believe that the basic fundamentals of Indian music
are in any danger of distortion in the foreseeable future.

An QOutline of Present-Day
North Indian Classical Music

Present-day classical music is directly descended from the court tradition of earlier
centuries and some of the prominent musicians of today can still trace their ancestry
back to the court musicians of the Mughal period.1 Under the patronage system musi-
cians were continually vying for the favours of the court and this gave rise to a highly
competitive atmosphere in which virtuosity, invention and showmanship played a
vital part. These characteristics still apply today. The musician aims to impress as
well as entertain, but above all to convey an aesthetic experience. He is not rendering
a traditional piece in a stereotyped manner, but refashioning his musical material
afresh in each performance. Although a traditional song or melody often serves him
as a basis, it is usually very short and in performance is elaborated and varied, and
repeated statements of it are interspersed with improvisations. Thus the length of the
performance is, to a large extent, determined by the inventiveness of the musician.
There are four main aspects of Indian music to be considered:

1. Main melody line. The Indian musical scheme is essentially monodic—it has a
single melody line with an accompaniment.2 The voice is usually thought to be the
most effective carrier of the melody line, not because it is also capable of conveying
verbal content, but because of its flexibility and expressive properties. However, any
instrument can be used for this purpose, some naturally being more suitable than
others. The following are the most prominent melody instruments: the sitar, a
long-necked plucked lute with frets; the surbahdr, a larger version of the sitar; the
sarod, another plucked lute with a shorter neck and without frets; the sararigi, a
bowed lute; the bdsri, a side-blown bamboo flute; and the shahna’i (shenai), a double-
reed wind instrument similar to the oboe, but without keys. Many other instruments

are also used; some, like the violin and the clarinet, have been borrowed from the
West.

! For instance, Ustad Vilayat‘Khan whose background is mentioned in Appendix B on p. 186.
2 Duets (jugalbands), in which there are two carriers of the melody line—two voices or two instru-
ments, who generally perform alternately—are becoming increasingly popular.
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2. Drone. The melody line is generally played against a fixed, unchanging drone
which is based on the tonic, its octave and its fifth or fourth.! This is usually played
on a tambira (tanpirad), a long-necked lute with four or five strings which has no frets
and consequently sounds only the open-string notes. The drone may also be produced
on a hand-pumped harmonium (sur-peti). The shahna’i is often accompanied by other
drone shahna’is.

3. Accompanying melody line. A vocalist is accompanied by a secondary melody line,
usually played on a sararigi or a harmonium, which echoes the phrases produced by
the singer. The s@rangi is usually played by an accompanist, while the harmonium
is often played by the singer himself. When the vocalist pauses, the accompanying
instrument assumes momentarily the role of the main melody carrier.

4. Percussive line. This is usually produced on the 7abla, a pair of small kettledrums
struck with the hands. Occasionally, a two-ended barrel-shaped drum, pakhvaj
(pakhdvaj) or mridang, may be used instead. The shahna’i is generally accompanied
by another type of kettledrum, the khurdak or dukar, also played in pairs. The
percussive instrument serves primarily as a time-keeper, but is also used for rhythmic
variations and improvisations.

Many musical instruments fulfil more than one function. The sitar, for example,
not only carries the melody line, but also has special strings (cikari) for supplying its
own drone, and in addition has sympathetic strings (tarab) which provide an echo,
in some ways like the effect produced by an accompanying instrument.

Indian classical music has two fundamental elements: rdg, the melodic framework,
and tdl, the time measure.

RAG

The term rag has no counterpart in Western musical theory. The concept of rag is
based on the idea that certain characteristic patterns of notes evoke a heightened
state of emotion.2 These patterns of notes are a fusion of scalar and melodic elements,
and each rag can be described in terms of its ascending and descending lines (which
may involve ‘turns’) as well as its characteristic melodic figures in which certain
intervals are emphasised and attention is focused on particular notes. More than two
hundred rags are extant and each is a melodic basis for composition and improvisa-
tion. Most of the rags have been in existence for several centuries and have evolved
to their present form as a result of successive interpretations by generations of
musicians.

A performance of a rdg usually begins with an @ldp, a kind of improvised prelude
in free time in which the melodic characteristics of the rdg being performed are
clearly established and developed. It is rendered on a melody instrument or by the
voice, and is usually accompanied by a drone. The vocal alap may also be accom-
panied by a secondary melody instrument. The instrumental @lap tradition is very.

L At the present time variant drone tunings are also used (see p. 187).
2 The word rag is derived from the Sanskrit root rafij or raj = to colour or tinge (with emotion).
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An Outline of Present-Day North Indian Classical Music

prominent today and the alap generally consists of a number of. sections, some of
which, like jor and jhala, are played against a pulse or beat but w1th.ou't fixed metre.
At the conclusion of the @ldp a composed piece set in a particular al is introduced.

TAL

The term 7al, perhaps best translated as ‘time measure’, is conceived as a cycle. It
has two principal aspects: (1) quantitative, meaning the duration of 2 cycle measureq
in terms of time units or beats (matrd), which are generally held to be in three tempi
(lay)—slow (vilambit), medium (madhy) and fast (druf); and (2) qualitative, meaning
the distribution of stresses or accents within the cycle. These stresses occur at different
levels of intensity: the principal stress at the beginning of the cycle (sam); seconde.u'y
stresses within the cycle (zali); and then there is a negation of stress (khali) which
always occurs at points where a secondary stress may be expected bu? is .consciously
avoided.! The following illustrations show the quantitative and qualitative patterns
of three prominent North Indian #als. Following Bhatkhande’s system, X represents
the sam, the numbers 2, 3 and 4 the falis and 0 the khalis:

Ex. 1.

(a) Tmtal (Trital)
Timeuwnits 1 2 3 4|5 6 7 8:9 10 11
Stresses X 1 0

(b) Ektal
Time units 1
Stresses X

(c) Jhaptal
Time units
Stresses

The metrical framework of each #al is represented by a basic drum pattern, theka,
which is a fixed sequence of drum-syllables produced on a pair of #abla.2 These sounds
are produced by striking different parts of the two skins on the drum heads and are
symbolised by mnemonic syllables such as dha, dhin, na, tin, ke, ghe, etc.3 A common
theka of Ektal, for example, is:

Ex. 2. Ektal

1 2 E 3 4 5 6 ': 7 3 ) 0
dhin dHin | dhage tirakita | ti na ; kat ta | dhage tirakita
X i0 2 10 3

1 Most of the common North Indian dls have an even number_qf time units, the prominent
excepti:ns being !Ripak and Tivra@ which have seven units. The khah‘ fre’quently occurs rr‘ndwa}:
between two ‘positive’ stresses creating something of the effect of an ‘up beat against the dOWllll
beat of the sam and the talis. When keeping time the khdlf is usually indicated by a wave of the
hand, while the sam and the alis are marked by claps. . .

a;lCe‘:tain tals are played primarily on the pakhvdj, which has its own drum syllables. The basic

tt f a tal is then called thapiya. .
pa3 Zmdgsc?'ip‘iic;n of drummingpteychniques is found in A. H. Fox Strgmgways, -TZze Music of
Hindostan, p. 225 ff., and in W. Kaufmann, Musical Notations of the Orient, Bloomington 1967,
pp. 218-63.
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It is in the composed piece that rdg and ta/ meet on common ground. In instru-
mental music this piece or tune is called gaf and in vocal music, set to words, it is
called ciz (cij). The gat or ciz is not only in a particular rag but also has a fixed
relationship with the metre of a particular ¢/, In instrumental music, especially that
on pluc.ked stringed instruments such as the sitar and sarod, the gat is constructed on
percussive patterns obtained when the instrument is plucked. The following pattern,
called Majid (Masit) Khani gat, is a very common example:!

Ex. 3. Majid Khani gat

Time units 121131415161 2 3 415 6 7
Percussive pattern | o &'d'ed o | d o o J‘J‘)
3 X

8i9 1011
dddd Jidd
2 i 0

Stresses

While the melody of the gat is based on a rag, the percussive pattern is a feature
not of rag, but of #al. It is the counterpart on a melody instrument of the theka on
the drums. In practice these patterns are not rigidly maintained and are commonly
embellished, but the relationship with the basic pattern is nevertheless preserved.

In_vocal music the song (ciz) serves the same purpose as the gat, providing a fixed
relationship between rdg and tal. There are at present several different types of
songs—khyal (khyal), thumri, tarana, dhrupad, etc.—each with their individual forms
and styles of performance. They are sometimes also associated with particular rags
and t{ils. The text of the ciz is generally traditional, particular themes tending to be
asso?lated with specific types of songs. The words are not generally noted for their
poetic content and are relatively unimportant in classical music. The voice is used
rather like a special instrument, capable of varying its timbre through the enunciation
of different syllables.

T.he composed piece in both instrumental and vocal music generally has two
§ect10ns, sthayi (astai) and antra. The former is the main part of the composition and
1s said to be usually limited to the lower and middle registers, while the antra extends
from the middle to the upper registers.2 The vocal composition may sometimes have
additional sections (saficari, abhog and bhog), and in its full form may have a number of
verses and extend over ten or more cycles of the tal. However, since the main function
of the composition is to provide a frame of reference for the al, only the first verse
extending over one cycle is really essential,3 the others being used by the musician
as and when needed, either to introduce variety or to draw attention to a different
part or aspect of the rdg.

1Tt is composed of two equal parts, from 12-3 and 4-11. The melody, beginning on beat 12,
leads to a climax at 1 and tapers away to 3. The second part of the melody builds to a false climax at
9 and tapers away to 11, the first part resuming at 12.

2HS.P.1, p. 41.

3 In the bard khyal, sung in very slow tempo (e.g. J = 12), even this much is not usually used, for
the full cycle of the ra/ may last more than a minute and the song is too long to repeat in its tradi-
tional form. Here the relationship with the zal is established only one or two time units (madtrds)
before the sam, the remainder of the cycle being devoted to improvisation. In the short fragment
of the composition which leads to the sam (called mukhrd), only the last few syllables of the full
text may be used.
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The composed piece is not the primary focus of attention in North Indian classical
music. This role is occupied by the melodic and rhythmic extemporisations which
the musicians introduce during the course of their performance. The composition
serves as a springboard for these and a frame of reference to which the musicians
periodically return. Thus the form is similar to that of the Rondo, the composition
alternating with the improvisations.! It must be stressed that the melodic improvisa-
tions are not variations on the composition itself, but elaborations of the different
features of the rag phrased against the metre of the 7al. Similarly, the rhythmic
extemporisations are not variations of the basic pattern of the tal but are phrases
played against the metre of the ¢al and regularly go across its stress patterns. The
improvisations of the melody instrument (or voice) and those of the drums are gener-
ally undertaken successively, the metre of the tal being maintained by the non-
improvisator who plays his basic pattern softly in the background. Occasionally,
both may improvise at the same time, but this would probably occur late in the per-
formance when the basic patterns have already been heard several times and the
listener is, to some extent, able to supply the underlying patterns for himself.

Traditionally it is the melody instrumentalist or the vocalist who is the leader of the
ensemblein North Indianclassicalmusic.2It is he who determines the extent to which the
drummer may improvise, if at all. In recent times the drummer has been getting an
increasing share of the improvisation, though there are some musicians who still prefer
their drummers to be merely accompanists and do not permit them much licence.

The improvised variations may begin at any point of the #@/, they may continue for
any part of one cycle or several cycles and the return to the composition may be
accomplished at any point, provided that the original relationship between the
metre of the ¢4/ and the composition is maintained. In practice many variations begin
either on the sam or shortly after, and are very frequently concluded either at the sam or
just before the beginning of the composition (e.g. in Ex. 3 just before time unit 12).

Whilst the form of North Indian classical music resembles that of the Rondo, the
successive cycles generally increase in intensity, thereby creating the effect of an
upward spiral. This is accomplished by the development of melodic ideas,? the
increasing complexity of both melodic and rhythmic variations, and the accelerating
tempo which frequently culminates in a powerful climax.

1 The degree of creativity in these extempore passages is not easily assessed, for in playing the
same rdg and 14l again and again, musicians acquire musical habits and evolve favourite phrases
which may recur from time to time. It is, however, when the musician is performing beyond his
normal capacity that the music becomes ‘alive’.

2 The roles are reversed in what is referred to as a ‘zabli solo’ where a melody instrument and
drone may accompany the drums. Here the melody instrument serves as time-keeper, repeating a
short tune (lahra, similar to gar) against which the tabld player improvises. In the normal instru-
mental performances of a rdg it is quite usual for the melody instrument to assume the role of time-
keeper at appropriate moments, to give an opportunity for the drummer to improvise.

3 As, for instance, in the gradual expansion of the range of the rdg. A more detailed discussion of
the development of melodic ideas can be found in N. A. Jairazbhoy, ‘Svaraprastira in North Indian

Clas;(i)%aleusic’, Bulletin of the School of Oriental and African Studies, Vol. XXIV; part 2, 1961,
pp. -25.
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A rag does not exist in any precise form in the sense that a symphony can
be said to exist in score, but is a complex of latent melodic possibilities.
Although this seems to suggest an amorphous quality, each rdg is an
independent musical entity with an ethos of its own, which becomes
manifest through recognisable melodic patterns. In the course of time a
corpus of technical terms has been evolved by theorists and musicians in
order to convey some idea of the nature of rdgs. Since these technical
terms are used primarily to supplement musical practice they are not
always precise enough for purposes of analytical study. Therefore, in the
following pages, as we consider the salient features of rags, it will bé
necessary to discuss not only the pertinent technical terms but also to
extend the discussion to related musical principles.

NOTES

In North Indian musical theory seven notes (svar) are recognised. In their
Hindi form, the names of these notes are Sadj (or Khadj), Risabh, Gandhar
(or Gandhar), Madhyam, Paficam, Dhaivat and Nisad (or Nikhad); or in the
commonly used abbreviated form, Sa, Re (or Ri), Ga, Ma, Pa, Dhaand Ni. It
is these abbreviations that are used throughout this work, with the occasional
addition, for the convenience of the Western reader, of the note’s scale
degree in brackets. The Indian nomenclature is comparable to that of
Western tonic-solfa: there is no absolute or fixed pitch attached to the
notes, and the ground-note (the note which serves as the point of reference
of the scale) is called Sa, irrespective of its pitch. Once the pitch of the
ground-note has been established, however, it remains unchanged through-
out the performance of a rdg as there is no modulation in Indian music.
Of these seven notes, Sa and Pa (I and V) are ‘immovable notes’ (acal
svar)—they have no flat or sharp positions and Pa is always a perfect fifth
above the Sa. The remaining five notes are ‘movable notes’ (cal svar).
These each have two possible positions, a semitone apart. One of these is
32
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called suddh (pure) which is comparable to the ‘natural’ of the West. In
the suddh scale, Bilaval, composed of Sa, Pa and the five movable notes in
their Suddh position, the distribution of tones and semitones corresponds
to that in the Western major scale.l

When the movable notes are not in the suddh position, they are called
vikrjt—altered. In the case of Re, Ga, Dha and Ni (II, III, VI and VII)
they are a semitone lower than their suddh counterparts and are called
komal—soft, tender. The altered Ma (IV), howeyver, is a semitone above
the suddh position, and is called tivr—strong, intense.

The terms komal and tivr are not exactly comparable to their Western
counterparts, flat and sharp, as they apply only to specific vikrit notes,
whereas in the West every note has a flat and a sharp form. The Sa and Pa,
being immovable, cannot have either komal or tivr forms; nor can a
komal note be referred to as the tivr of the note below, which in the
Western use of flat and sharp is common practice. (The semitone above C
may be called either C# or Dy, depending on the circumstances, but in
Indian music Re komal is not referred to as Sa tivr.) Notwithstanding this
difference, in this work we are using the symbol h to indicate komal and §
to indicate tivr, and, where necessary to avoid confusion, { to indicate suddh.

The full series of intervals in the gamut are set out below:

Suddh svar Sa Re Ga Ma Pa Dha Ni (Sa)
Vikrit svar Reb Gab Mas  Dhab Nip

These are represented.in Western staff notation as follows, the Sa being’
arbitrarily equated with the C but not implying its absolute pitch:
Ex. 4.

Suddh svar Vikrit svar

Sa Re GaMa Pa Dha Ni $a Reb Gab Maf Dhab Nib
0

1~
;g L2

.+- n" 4 b. 1:,’_*- T '

This system of nomenclature has wide acceptance in India, and is
génerally used by Bhatkhande (though he uses different symbols to repre-
sent komal and tivr).2

11n its present-day application the Suddh concept does not entail the idea of parent scale from
which other scales are derived, but serves only as a standard for comparison.

2 Another system of nomenclature is also sometimes used in India, and is referred to by
Bhitkhande (K.P.M. 11, p. 12) as being used primarily by vocalists. In this tradition, the higher
position of the movable notes is referred to as tivr and the lower position as komal. Here the term
tivr should be translated as the upper of two alternative notes, not as sharp, and komal as the Jower
rather than as flat. A considerable amount of confusion is caused by the co-existence of these two
systems. Of the many examples which could be quoted, those from record sleeves are the most
obvious. For instance, on H.M.V. ALP 2312, the rdg Jaijaivanti is described as having all seven
sharp notes in ascent. This is completely misleading and may even suggest to the Western reader
that the ground-note can be made sharp in cértain rags. The writer has evidently equated the Suddh
of Bhitkhande’s system with fivr of the other. This is only justified in application to Re, Ga, Dha
and Ni. In fact, the ascending line of rdg Jaijaivanti has ‘natural’ intervals.

3

33 .




Basic Elements of Theory

REGISTERS

North Indian classical music is not, of course, limited to one octave, and
the same names apply to the notes in the other octave registers above and

STHAN  below. There are three registers (sthan—position; or saptak—aggregate of
SAPTAK seven) generally recognised, each extending from Sa to the Ni above:
MADHY middle (madhy); high (tar) which is here indicated by a dot above the note
TAR name, e.g. Sa (I); and low (mandr) which is indicated by a dot below the
MANDR note name, e.g. Ni (VII). Although musical theory usually acknowledges

only these three registers which are based on the natural limitations in the

range of the voice and most Indian instruments, the very low register
ATI- (atimandr), indicated by two dots below the note name, is sometimes used
MANDR by players of stringed instruments, especially the sitdr and the surbahar.
ATITAR The very high register (atitar) is rarely heard.

INTONATION

While the present-day North Indian gamut is comparable to the twelve-
semitone octave of the West, some discussion on the subject of intonation is
necessary. In the classical music of North India there is no need for equal
temperament, since the factors which lead to this—changing harmonies
and the system of keys—do not apply. Moreover, the technique of temper-
ing notes by the use of beats is generally unknown, and since it is un-
common to find a number of melody instruments playing together, no
objective standard of tuning is in general use. The only Indian instrument
with fixed intonation is the harmonium which is often used for accom-
panying singers, but even here the precise tuning varies with each instru-
ment. In general, intonation is governed by the individual musician’s
feeling for intervals. Except for the simple consonances of the ground-note,
octave, fifth and fourth, these only approximate to a twelve semitone
standard. Electronic analysis has confirmed that there is variation in
intonation from one musician to another, as well as for a single musician
during the course of a performance.!

Apart from this unconscious variation in intonation, there are musical
traditions in North India which consciously recognise that in a few parti-
cular rags one or two notes are flatter or sharper than that which they
conceive of as the standard in the rdgs as a whole. Bhitkhande refers to
these traditions on a number of occasions; for instance, when discussing
the rag Asdvri he says, ‘Some say that the Dha (VI) of Asavri is flatter than

1 For further discussion on intonation see N. A. Jairazbhoy and A. W. Stone, ‘Intonation in
present-day North Indian classical music’, Bulletin of the School of Oriental and African Studies,
Vol. XXVI, Part 1, 1963, pp. 119-32. : .
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that of the rdg Bhairvi’. However, he does not appear to give much
credence to this and prefers not to go further into the matter.!

There is, however, one special case where subtle distinctions in intona-
tion are particularly noticeable. This occurs when a note is subjected to a
slow shake or an exaggerated vibrato (@ndolan or gamak), either as a
decoration or as a functional feature in certain rags.2 It is in this context
that certain musicians use the term Sruti to indicate the subtle intervals
produced as a result of this oscillation in pitch. They do, however, main-
tain that these microtonal deviations from the ‘standard’ intonation may
only be used in oscillation and may not be sustained as a steady note.3

In the introductory chapter we have already suggested that the sruti,
which was the basis of distinction between the two parent scales in ancient
India, had certainly lost its original significance by the 17th century.
In modern times certain musicologists and musicians still attempt to apply
the old twenty-two sruti system to present-day music, while others go so
far as to assert that the present-day gamut can only be explained in terms
of forty-nine or even sixty-six different intervals. The fact remains that
Srutis are no longer functional, that is they are not a primary basis of

" distinction between rags.

Bhatkhande attempted in his early works to relate the twelve semitones

to the ancient srutis as follows: 4

ANDO-
LAN

GAMAK

SRUTI

Suddhsvar
ruti
Vikritsvar

Sa Re Ga Ma Pa Dha Ni
1 23 45672891011 12 13 14 15 16 17 18 19 20 21 22
Rep Gab Mas Dhay Nip

The twelve-semitone system, however, is clearly at odds with the twenty-
two Sruti system since some of the semitones are composed of one sruti
and others of two srutis.5 In his later writings Bhatkhande contradicts
this earlier opinion when he says, ‘To distinguish between two rags on the
basis of the difference of only one sruti would not be acceptable to any
present-day vocalist or instrumentalist’.6 If this statement is applied to the

1 H.S.P. IV, p. 428. He continues, ‘But I can see no reason why we should get involved in these
minute intervals. In current practice, the [following] rule always obtains: “svarasamgatyadhindni
svarasthandni nityasaly” [The position of notes depends upon the notes they are combined with].
Elsewhere, H.S.P. IV, p. 584, he is more explicit: “When a note is connected with lower notes, then
it is noticed to be lower [in pitch), and when with higher notes then it is seen to be raised. This
difference is noticed only by people with acute perception. That is why wise people do not like to
exert themselves unduly with the trouble of trying to ascertain the minute intervals.” We shall be
discussing this question of intonation in Chapter VIII.

2 An example of this can be heard in the rdg Darbari on the accompanying record.

3 This view has been stated by Bare Ghuldm ‘Ali Khan. For further discussion see Chapter VIII.

4K.P.M. 11, pp. 10-11.

5 It is sometimes stated that the octave contains twenty-four $rutis, presumably so that each
semitone can have two srutis.

6§ K.P.M. VI, p. 21. This remark is reminiscent of that made by Pundarika Vitthala more than
350 years ago which has been referred to earlier (see p. 21).
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above scheme representing the semitones in terms of srutis, it would mean
that musicians could not distinguish between rags having a minor third
(Gav) and a major third (Gad) or a minor seventh (Nib) and a major
seventh (Nii), for the difference between these is only one sruti.
Obviously this is not so. Bhatkhande goes on to say that there is no abso-
lute measure of sruti available to him and that he recognises that the
position (intonation) of a note in any one rag fluctuates with the changing
context in which it occurs.1

The gamut is a conceptual standard and, though it is derived from
musical practice, it cannot take into account all the minute deviations from
the norm, many of which are quite unconscious. Thus we are obliged to
accept the twelve semitone standard, while making allowances for minor
variations, conscious as well as unconscious.

ALTERNATIVE NOTES

The $uddh and vikrit varieties of each of the five movable notes are alterna-
tives and do not normally occur as consecutive steps in a melodic sequence.
Thus, in principle, the complete musical series will consist of the two
immovable notes, Sa and Pa, and one of each pair of alternatives, Res or
Reb, Gas or Gay, Mak or Mas, Dhas or Dhab, and Niu or Nib. In general,
Indian music can be described as ‘diatonic’ in the sense that the successive
steps of a scale are different degrees, rather than as ‘chromatic’ where
the steps could include both alternatives of any note.2 But many rags are
quite complex and have both forms of one or more movable notes. These
usually occur each in their own particular melodic context from which
the other is excluded. It sometimes happens that a skilful musician will
merge the two contexts so that the two forms of a note may be heard in
succession. This generally requires some preparation of ground, as in the

1 K.P.M., ibid. This was written during the latter part of Bhatkhande’s life by which time he had
obviously modified his earlier views on srutis.

2 In this work the terms diatonic and chromatic are used in this rather specialised sense. Here
diatonic does not refer necessarily to scales whose steps are only wholetones and semitones. When
applied to a heptatonic scale, chromatic indicates the use of both alternatives of a note as scalar
steps and implies the corresponding omission of one of the other degrees, usually that just preceding
or just following the alternatives. Thus in the following illustration scale A would be diatonic,
in spite of its augmented-second intervals, while scale B would be chromatic because both alter--
natives of Ga are used and Re, the second note, is omitted. The fact that scale B has an interval of a
minor third—virtually the same as augmented second—has no bearing on the subject.

A B
Sa RS G4 Ma Pa DhabNi Sa Sa Gob Gai Ma Pa Dha Ni S
= : —| % = ——
= — == u

—
angmented seconds inor third
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following example illustrating the successive use of both forms of Ni
(VID):1
Ex. 5.

Ni $a, Ni*Dha Nij S2 N> Dha  Nii, N’ Dha  Nij, Nib Dha
| 1 i |

) . I x
% — T T — 14 . Y —
There is, however, a major exception to the scheme of alternative notes
as outlined above. This is provided particularly by the Lalit group of rags
in which both forms of the fourth, Mas and Mas#, commonly occur as
consecutive steps. These will be discussed in greater detail in a later chapter.
We may note here that it is primarily the two Ma’s which sometimes
provide exceptions to the rule that the suddh and vikrit positions of a note
are alternatives.

SCALE SPECIES

While many rdgs have both forms of one or more of the five movable
notes, there are some from which one or two notes are omitted entirely—
the Sa alone by definition cannot be omitted. Such rags are described as
transilient. In North Indian theory rdgs are sometimes classified according
to the number of notes they contain, the classes thus obtained being
JATI known as jatis (species): rags with all of the seven notes are called sampiirn
SAMPURN (complete), those withsix, sd@dav (or khadav) and those with five, audav.
SADAV  These terms are equivalent to the Western hepta-, hexa- and pentatonic.
AUDAV It should be noted that alternatives do not count here as separate notes:
in a heptatonic rag any or all alternatives may be used as accidentals;
similarly, in a pentatonic rdg any alternatives of the five notes of the rag
may be used as accidentals. The rdg Vrindavni (Brindabni) Sarang, for
instance, is classified as pentatonic although both alternatives of Ni (VII)
are used:?

Ex. 6. rdag Vrinddavni Sarang

Ni Sa, Re, Ma Pa, Ni Sa  Sa, Nib P, Ma Re, Sa

j[} N 1 ]
+ ). 1 L i 1 A n
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1 This is often an oversimplification of what actually occurs in practice. The circumstances are
complicated by the fact that musicians have been preparing the ground for this sort of movement in
certain rdgs perhaps for several generations. Consequently, there are instances when the preparation
of the ground is taken as read. Some musicians avoid this apparent chromaticism entirely, but
probably for the majority this is something which can be-done in a few specific instances, and then
only with nicety.

. 2K.P.M. 111, p. 496. Bhatkhande does not explain the exact significance of commas in his nota-
tions of rags. The commas are not used in his notations of ¢z where the duration values are regu-
lated by the 7al. In the aldp-type of phrases of the svarvistar, the droh-avroh and pakar, which are
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The most important system of classifying rags is, however, in terms of
heptatonic scales, that (that), which are discussed in some detail in the
next chapter.

MELODIC MOVEMENT

It is not enough to define a rdg in terms of mode or scale alone, as a number
of rdgs have the same notes, yet each maintains its own musical identity.
When we examine different performances of the same rag we find that,
allowing for divergence of tradition and the possibility of experimenta-
tion, not only are the same notes consistently used, but also particular
figurations or patterns of notes occur frequently. The most characteristic
pattern of notes in a rdg is described as pakar, a ‘catch’ phrase by which
the rag can be easily recognised. This is inevitably a subjective concept
as rags are not generally limited to just one pattern and the ‘catch’ phrase
of a rag varies, to some extent at least, with the interpretation of the
SVAR-  musician. A more complete delineation of a rag is obtained in the svarvistar
VISTAR 3 series of phrases devised to show the various note-patterns which are
permissible in, and characteristic of, the rdg. These, too, are subject to

varying interpretations.
These patterns of notes can be described in terms of their melodic
VARN movement, varn. Sanskrit treatises have recognised four types: sthayi—
STHAYI steady,unchangeable; Groh(arohi)—ascending; avroh(avrohi)—descending;
ARCH and saficari—wandering, i.e. a mixture of ascent and descent. Only the
AVROH terms aroh and avroh are now commonly used in the description of rags
SANCARI and refer to the most characteristic ascending and descending lines of a
rag, whether step by step or including irregular movements (saficari varn)
if these are essential functional features of the rdg. For instance, in the rag
Des (Des) the common aroh (ascent) is a step by step pentatonic movement

not regulated by #4l, a comma could indicate either a pause or the lengthening of the preceding note.
The former seems highly improbable in view of the frequent occurrence of the comma which, if
interpreted as a pause, would disjoint the melodic line, as can be seen in the following typical
example (K.P.M. 111, p. 23):

rag Bhupali
$a, Dha Ps,

" 3

 — — t
@ ¢
¥ L4

Thus it would seem more reasonable to interpret it as extending the time value of the preceding
note. There are no specific breathing indications except, by implication, at the end of variations in
the svarvistar which are marked by bar lines, and we presume that breath may be taken as required.

In this work the notes preceding the comma have been given double the time value of the other
notes; however, there is no evidence that Bhiatkhande intended such precise values and our notation
system has been adopted for the convenience of the reader.
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—which can be described as directional transilience—while the common
avroh (descent) is heptatonic and has two irregular turns at x and y:

Ex. 7. rdag Des

Re, Ma Pa, Ni Sa  Sa Nib Dha Pa, Dha Ma Ga, Re Ga Sa

These turns, which are characteristic features of certain rags, are

VAKR designated by the term wvakr (crooked or oblique), and the note from

which this oblique movement begins, i.e. Pa and Re in the example above,
VAKRSVAR is called vakrsvarl (oblique note).

On the basis of the given aroh and avroh, the rdg Des could be described
as having a pentatonic ascent in which the Ga (III) and Dha (VI) are
omitted, and a heptatonic descent in which Pa (V) and Re (II) are vakrsvar
and Nib (VIIb) replaces Nis (VII4). The terms aroh and avroh do not always
refer to the typical ascending and descending lines in a 7ag, but are some-
times used to indicate specific upward or downward movement. The dual
implications of these terms occasionally create confusion. For instance,
in describing the rdg Kamod, Bhatkhande states that the Mas (IV#) is
used only in the droh, and yet when he gives the typical aroh and avroh
of the rag, the Mas occurs in both the lines:?

Ex. 8. rdg Kamod .

Sa Re, Pa, Mal Pa, Dha Pa, Ni'Dha Sa
0 )

A 1
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Ni Dba, Pa, Mal Pa Dha Pa, Ga Masj P,

There is a further complication in the description of this rag, for although
the Ga (III) is omitted in the typical @roh line, it occurs in the ascending
phrase Ga Mas Pa (III IVy V) which is in the typical avroh line,
and Bhatkhande describes this rdg as being heptatonic in both aroh and
avroh. Tt thus becomes necessary to distinguish clearly between the use of
the terms to indicate the typical ascending and descending lines (which

1 According to Bhatkhande, only Re is vakr in the rag Des (K.P.M. 111, p. 521). However, in the
svarvistar of this rag (pp. 760-1) the Pa is frequently vakr, as in the example above.
2K.P.M. 1V, p. 92.
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may involve oblique movement), and the use of the terms to indicate the func-
tion of each individual note appearing in an ascending or descending context
within a rag. It is the latter which we must now discuss in greater detail.

There are two aspects to a note which belongs in a simple ascending move-
ment: that it is approached from a lower note, and that the note following
is higher. When these two conditions are fulfilled, it can be said that the
note is clearly an ascending note. However, in certain rdgs it is permissible to
approach a note from below, but the following note may not be a higher one.
Here only one condition is fulfilled and it is a matter of interpretation
whether this note should be considered as ascending or not. In fact, in
both Indian musical theory and practice, it would not be considered an
ascending note, as it leads downwards. This is commonly taken for granted
in the system, and a note prohibited in ascent may generally be approached
from below but must be followed by a lower note. The descending line in
rag Des provides a good illustration of this, where, although the Dha (VI)
and Ga (III) are prohibited in ascent (except in certain phrases to be
discussed later), the descending line has turns leading upwards to these
notes (see x and y, Ex. 7). On the other hand, if a note may not be ap-
proached from below, but the following note is a higher one, that note
is commonly thought to be in an ascending line; for instance, in the rag
Kamod the Ma# (IVs) can only be approached from above and is always
followed by a higher note (see Ex. 8, w). These three possibilities are shown
in the following examples, where L stands for a lower note, H for a higher
note, and the note under consideration is represented by N:

Ex. 9.

@ ® ©
Pa Dha Ni Pa Dha Pa Ni Dha Ni
#2 - ﬁ = — iE r -__._‘jﬁ
gda ‘ 1 H
L N H L N L H N H

(a) N is clearly a direct ascending note.

(b) N is not an ascending note.

(© N is an incomplete ascending note, and since it can only be ap-
proached by a turn from above (as in Ex. 8, w) it can also be referred
to as an oblique (vakr) ascending note.

These same three possibilities also occur in relation to descent:

Ex. 10.

(@) (b) ©
A Ni Dha Pa Wi Dha Ni Pa Dha Pa
7:?'—‘— - e e
H N L H N H L N L
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(a) N is a direct descending note.
(b) N is not a descending note (cf. Ex. 9¢).
(¢) N is an oblique descending note (cf. Ex. 9b).

There still remains one further distinction to be made. In some rags a
note which is generally omitted in the ascending line may nevertheless
occur as an ascending note in certain characteristic figures: for instance,
in the rag Kamod (Ex. 8), where the Ga (III) is normally omitted in the
ascending line but may be used as an ascending note in a melodic figure
usually found in the descending line:

" Ex. 11 rag Kamod

{Pa) Ga Ma Pa, Ga Ma Dha Pa, Ga Ma Re Sa

A
" T - Y ¥ ' T - 1
A y amu e 1 T
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T ¥ 1 T i 4
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Here the use of the Ga as an ascending note limits the possibilities which
may follow. In step by step movement the Dha (VI) may not be exceeded
and the phrase is only felt to be completed by the cadential fragment v.
A determining feature of this movement is that it does not extend into the
next octave but turns back on itself. Thus Ga in Kdmod is an oblique
ascending note (as it can only be approached from above) which occurs
only in a discontinuous ascending figure, and can be described as a
discontinuous, oblique ascending note. The Mau (IV4) in this rag is not
usually used in ascent, but occurs as a discontinuous, direct ascending note
in the above example.

Similarly, in the r@g Des, both Ga (III) and Dha (VI), while omitted in
the continuous, direct ascending line (see Ex. 4), may be used as discon-
tinuous direct ascending notes, the former in melodic figures beginning
and ending on the Re.(II), the latter on the Pa (V):

Ex. 12. rag Des

Re Ga Ma Pz Dha Ma Ga Re Pa Dha Nib Dha Pa
Pr—— —r—T
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Bhiatkhande describes Des as heptatonic in both ascent and descent, with the
qualification that the Ga and Dha are generally omitted in ascent,! but in
fact, the continuous ascent of Des is pentatonic, the Ga and Dha being
used only occasionally as discontinuous direct ascending notes.

1K.P.M. 111, pp. 250-1. These discontinuous direct ascending notes can be heard in the rdg Des
on the accompanying record.
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IMPORTANT NOTES

In every rag two notes, in theory, are given greater importance than the
VADI others. These notes are called vadi—sonant, and samvadi—consonant.
SAMVADI According to Bhitkhande the prime character of a rag appears in the
vadi.l The vadi is that note which is sounded clearly again and again, a
note which is superabundant in a rdg.2 The samvddi is described as being
a note used less than the v@di but more than the other notes in the rag.
The samvadi should not be near the vadi as it will tend to detract from the
importance of the vadi. Ideally it should be a perfect fifth away or, if that
note is not present in the rdg, it should be one of the adjacent notes, the
fourth or the sixth, preferably the former.3 These definitions of vadi and
samvadi appear to relate primarily to frequency of occurrence, but statistics
applied to Bhatkhande’s own notations reveal irreconcilable inconsist-
encies.# Obviously much depends on the interpretation of the key phrase
‘sounded clearly again and again’, which Bhatkhande does not clarify.
He seems aware of the inadequacy of his definition and quotes a divergent
view from the Gita Sitra Sara by K. Banarji (Bannerjee) in which the
author questions the validity of these terms.>
Much of this difficulty seems to arise from the fact that rags have
different facets which are successively developed in the course of a
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character of a particular one. The same applies, although to a lesser extent,
TIME to the Pa (V). Further, Bhatkhande’s choice of vadi is often influenced by his
THEORY time theory which is an attempt to relate the musical characteristics of a rag
to its hour of performance.! In this connection, he divides the octave into
PURVANG two parts, pirvang, first portion, the lower tetrachord Sa to Ma (I to IV)
UTTRANG or the pentachord Sa to Pa (I to V); and uttrarg, second portion, the
upper tetrachord Pa to 8a (V to I), or the pentachord from Ma to Sa (IV
to I). According to his theory, in the rdgs performed between noon and
midnight the pitrvang is emphasised, i.e. the vadi is in the lower tetrachord;
while in the rags performed between midnight and noon the uttrang is
prominent, i.e. the vadi is in the upper tetrachord.
This theory tends to influence the choice of vadi in Bhatkhande’s system.
For instance, in the rag Tilak Kamod the Ni (VII) is very prominent and is
considered the vadi by a number of musicians. Bhatkhande fully recognises
the importance of this note in Tilak Kamod when he says that the quality
of the Ni in this rdg is so spectacular that nearly everyone recognises it
from the (particular) way this note is used.? Tilak Kamod is, however,
sung at night and according to Bhatkhande’s theory should have its vadi
in the lower tetrachord. In K.P.M. Bhitkhande gives the vadi as Re (1)
and the samvadi as Pa (V),’ but in the H.S.P. he says that, according to
experts, the Re is weak in descent* and gives the vadi as Sa (I).

o g w

From the foregoing discussion it is apparent that the concept of vadi
and samoadi is not quite consistent with present-day musical practice.
The terms have been used in the musical treatises since the Natyasastra

VISRANTI performance. In this connection Bhatkhande equates vadi with visranti
SVAR svar (or magam sthan), terminal or resting notes, when he states that singers
choose different notes on which to end their melodic phrases, momentarily

-

presenting each of these notes as vady, finally returning to the prescribed
vadi without detriment to the rdg.6 Thus in a particular rdg there are
several important notes which may be emphasised either by frequency of
occurrence or by their use as terminal notes. In theory the vddi is chosen
because it is the most important note in the characteristic phrase (pakar) of
that rag. There are, however, further qualifications. In all rags, the Sa (I)
is a vitally important note, both as a frame of reference and as a melodic
terminal. Yet the Sa is not a good candidate for the position of vadi
because it is a feature common to all rags and gives no indication of the

1 H.S.P. 1, p. 20.

2K.P.M. 1, p. 14 and K.P.M. VI, p. 23.

3HS.P.1,p. 22.

4In the svarvistar of rag Yaman, as set out in K.P.M. II, pp. 487-8, therc are 62 Sa, 83 Re,
70 Ga, 54 Ma, 74 Pa, 47 Dha and 45 Ni. On a statistical basis, Re should be vadi and Pa samvadi.
Bhitkhande, however, gives Ga as vddi and Ni as samvadi. In the other rags examined there is also
a similar deviation between the most often used notes and Bhatkhande’s given vddi and samvadi.
This is discussed further by A. N. Sanyal, Ragas and Raginis, Calcutta 1959, p. 20.

5 H.S.P. 1, pp. 79, 80. Banarii gives an example of the rdg Yaman in which some say Pa is vadj,
others Ga or even Re and Ni, suggesting that, in the hands of an expert, there may be even greater
latitude. The important notes of this rdg are discussed in Appendix B on p. 205. .

6 K.P.M.V,Dp. 49.
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where vadi—sonant, samvadi—consonant, vivadi—dissonant and anuvadi
—assonant (i.e. neutral) represent a general theory of consonance which
is now either forgotten or has at least lost its earlier significance as Fox
Strangways has pointed out.6 The terms, however, have persisted to the
present time. The original concept appears to have been quite reasonable.
Only perfect fourths and fifths were recognised as consonant, while the
semitone and/or perhaps the major seventh was recognised as dissonant.
The other intervals were considered assonant. These terms were' thus

1 Bhatkhande’s time theory has been described in Rdgas and Raginis, by O. C. Gangoly, Bombay,
reprinted 1948, pp. 90-2. The time theory of rdgs is a controversial subject and there are several
different attitudes which may briefly be expressed here. There are some who will not tolerate a rag
at any but the prescribed time. Bhitkhande is not so dogmatic, but states that a particular rdg
sounds especially beautiful at a particular time. Some musicians look at this matter in an entirely
different light; they feel that if a particular rdg is performed well it will create an atmosphere of a
particular time of day or night. Finally, there are those who believe that the time theory has no
application to present-day practice and Banarji, quoted in H.S.P. I, p. 75, says that the tradition of
performing rdgs at particular times of the day and night is ‘purely imaginary’.

2HS.P. 1, p. 243.

3 K.P.M. 111, p. 297.

4H.S.P.1, p. 250.

SHS.P. 1, p. 243.

6 Fox Strangways, The Music of Hindostan, p. 114.
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intended to express the phenomena of consonance and dissonance as
conceived in that period. Obviously consonance and dissonance were
particularly significant in relation to the important notes in a mode (jati).
AMSA These important notes were designated by the term amsa. Bharata, the
author of Natyasastra, says, ‘That note which is the amsa, that noteis vadi’,!
indicating that the amsa is the sonant note whose consonance and
dissonance are particularly important, not that vadi is a synonym of amsa.
But later writers have equated the two terms, and so v@di has come to
mean important note and the term amsa has now become redundant.
This has led to some confusion. Whereas in Bharata’s time modes fre-
quently had several important notes (amsas), and indeed there was one,
Sadjamadhyama, in which all the seven notes were considered important,
the present-day rdgs can have designated only one vadi and one secondary
important note, samvadi. The ancient samwvddis comprised the consonant
fourth and fifth, while the present samvadi refers to the second most impor-
tant note in a rdg, which, to preserve the importance of the védi, is removed
from it by generally a fifth or fourth, not necessarily perfect intervals,2 or
perhaps by a sixth.3
VIVADI The terms vivadi (dissonant) and anuvadi (assonant) are also occasion-
ANUVADI ally used at the present time, especially by theoreticians. Vivadi as ‘disputing’
is particularly meaningless in the present context in which the minor
second and the major seventh have a very prominent place in the system.
Bhatkhande explains viv@di as that note which, when used in a rag, would
VARJIT- damage it, and refers to it as varjitsvar—omitted note. He concedes that
SVAR the vivadi may, however, be used by expert singers and players without
detriment to the rdg.# Here again the precise meaning of the term re-
mains unclear, Are all the omitted notes called vivadi, or just those notes
which may occasionally be used by experts, but are not essential to the
rag? In discussing the rag Kamod,’ he says that sometimes Ni» (VII») may
be used in descent as a vivadi note, indicating that it is the latter meaning

1 Natyasastra, ‘Kashi Sanskrit Series’ (No. 60), prose following §l. 20, chapter 28.

2 K.P.M.II, p. 612. In rdg Pila, for example, the vadi is given as Gab and the samvddi as Nit—an
augmented fifth. The same applies to the rdg Mdrvd where vadi and samvadi are given as Rep and
Dhat. Some musicologists are disturbed by the fact that these two do not form a perfect interval
and give Dhat and Gay as its vadi and samwadi. V. N. Patvardhan in Rdg Vijidn, Vol. 11, p. 1,
discussing rdg Marvd, says, ‘Reb is prominent in its lower tetrachord (parvang), Dha in its upper
tetrachord (uttrdang). . . . Sometimes one also pauses on Ga, because Ga makes a consonant
(samvadi) relationship with Dha. But if this is dore often it gives the appearance of the rdg Pariya.
... It is customary to give Reb and Dha as vadi and samvadi of Marvd, but seen from the point of
view of the $dstras (treatises) it is not possible for Reb and Dhat to be samvadi (i.e. consonant) to
each other, For this reason, in our opinion it is proper to accept Dha as vddi and Ga as sanmwadi.
These comments reflect the confusion which prevails among musicologists regarding the interpreta-
tion of these terms. A further discussion of the rdg Madrva will be found in Appendix B on p. 202.

3 Some musicians also accept the third as samwddi.

4KPM.II,p. 14.

SKPM. 1V, p. 92,
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that he has in mind. When this vivadi or accidental is used with sensitivity,
it is considered particularly beautiful—a far cry from its original meaning
of dissonant. The term anuvadi still refers to the notes in a rag other than
vadi, samvadi and vivadi, though these may, in the present period, include
the perfect fourth or fifth of the vadi.

To summarise, Bhatkhande’s choice of vadi for a rdg is influenced by
three factors:

1. It should be an important note in the characteristic phrase of the rag.

2. It should belong to the correct part of the octave in relation to his
time theory.

3. Sa (I), and to a lesser degree Pa (V), are less meaningful as vddi than
the other notes because they give little indication of the character of
the rag and so become vadi only when there is no other reasonable
possibility to fit his time theory. It will be seen that much depends
on the validity of the time theory. This is difficult to assess, but the
fact that the theory is widely accepted in India suggests that it is
reconcilable, at least to some extent, with the time of day at which
rags are traditionally performed.! We shall have more to say about
the time theory in the chapter following.

SUMMARY

This discussion of technical terms can be concluded with a summary of the principal
features by which a rag may be distinguished from others:

1. Basic notes used (¢hat).

2. Transilience (sampiirn, sddav, audav).

3. Emphasised notes (vadi, samvadi).

4. Ascending and descending lines (Groh, avroh):
(a) alternative notes used as accidentals (vivadi?);
(b) directional transilience;
(c) oblique movement (vakr).

5. Register of emphasis (sthdn-mandr, madhy, tar).

6. Shakes (@ndolan) and intonation (sruti).

These factors will be discussed in the following pages.

1 There are, of course, differing traditions regarding the time at which rags should be performed

- and no time theory can satisfy all of these.
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