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PART IL 4
MUSIC IN ANCIENT AND MEDIEVAL INDIA.

——

CHAPTER VIIL .
MUSICAL SYSTEM OF ANCIENT INDIA.

Tn the preceding chapters endeavour has been made to
-explain the scientific basis of music. The principles enunciated
therein are universal and applicable to all systems of music.
We are, however, concerned in the present treatise with
melodic music as it appears in the modern Raga system of
India. This system is the product of an evolutionary process,
which developed through long ages. For want of a reliable
chronological data it is not possible to trace correctly the full
story of that evolution. Attempt will, nevertheless, be made
to give ih the present chapter a rough outline of the ancient
systems representing the earlier stages in the development of
musical ideas in India, reserving for a subsequent chapter the
treatment of the evolutionary process leading to the perfection
of the modern conception of Ragas.

A. PRE-JATI DEVELOPMENTS.

Musical history of ancient India may be roughly divided
into three periods, each of which extend over several centuries.
They may be termed pre-Jati, Jati and Raga periods. We have
very little information about the pre-Jati period which began
just after the Vedic age several centuries before the Christian
era. The only information regarding the condition of Indian
music during this period is to be found in two chapters of
Naradiya Shiksha, a work on Vedic prosody, a few stray verses
in Bharatiya Natya Shastra and the seven compositions for
instrumental music found in thé Kudimiyamalai rock inscrip-
tion of uncertain date. The Bharatiya Natya Shastra, which
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bglongq to the Jati period, appears to have embodied some
bfaditiqne‘ regarding music of the pre-Jati period. The descrip-
tion given in the Naradiya Shiksha is very meagre and throws
little light on the character of the music described init. It
would'hqvé been impossible to understand clearly the nature:
of that music without the help of Bharatiya Natya Shastra,
though that work belongs to a later period. ‘

(a). Three Gramas: The oldest secular scale of India,
known as the Shadja Grama developed from the ancient tetra-
chord in which the hymns of the Sama Veda were chanted.
Later on another scale, called the Madhyama Grima, was added
to the secular musical system. The third scale, known as the
Gandhara Grama, was taken from the musical system of the
Gandharvas, who according to legendary accounts, were a
semi-divine people living in some part of the mountainous
regions of the Himalayas. Inthe second khanda of the first
Prapathaka of the Naradiya Shiksha itis mentioned that
Narada holds that the Gandhara Grama originated ih “Svarea”
(heaven) and that its seven Murchhanas were sung by %l!:e
Gandharvas. We find in Harivamsa that N arada, Krishna
Pradyumna and other Bhaima chiefs learnt Deva Gandharv,
Chhalikya music based on six Gramas including Gaudhar: :
Grama in the court of Indra'. Narada is traditionally belieyed
to have belonged to the Gandharva race. It ﬁay be inferred
from this tradition that it was Gandharva Narada who taught
the Gandhara Grama to the Bhaimas. Narada has always
been honoured asa great authority on music. There isya
musical school named after him and several musical workg are
ascribed to him. That a considerable portion of ancient Indian
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asic was contributed by the Gandharvas is evidentwir%_uit df;h;
;l;ct that music was called in ancient bonkl— ffgndhu r—been .
The t.hree Gramas mentioned appear tﬂhﬁm e
‘basis of ancient Indian musie for a 1onz.t.1ma(.-. : :: a,:a) s
fact that the only three methods oi.mmz (marjc e budmpd -
5 shkara) recognised in the ancient system W ed .
ifxu:e three Gramas. These tunings w';;e ; oa‘.)l; N toayuri.have
: 1 ] ese a
i aravi Marjanas.
Ardha-mayuri and Karm i e <o
i opularly used for | . =
o thet“:uiulg; fhe Mayuri Marjand 1o Mal.avxkagmmm:al :
dramﬁnd maenblo the great poet Kalidasa, belonging to.thei ::n
tury Ay D. The tradition about the three Gramas n::;tio ; ,ﬁ
::1: Gaodhara Grama is s0 persistent that 1;h¢.ayd a:;; :;g i
in some classical compositions of modern Hin hus s <
l’;he tonality of the Gandhara Grama v;ast,hato.v:e .;ts e
i lieve it exi
ten and it came to be be .
?uiﬂie?ﬁ; e::ot in this world. In fact, ;xoyve\:r, 1§ :fe:;:
W d into a derivative:
i red, but was transforme : . -
gtzg;?xea(‘}mma called “Sadharita”, which will be shown to be

identical in tonality with Gandhara Grama.

i i ffected
. This transformation was ellect
b). Four Gramas : . B
b n(le?aus of a process known as the Sadharana I.inzg rv; mxas
. isti les from the two anclen X
ise to two distinct scales. from the, IWO 277 oy
gTalr:uEh each of them possessed a distinct sgq_a}ltyt' theyozvte;e
i but, as derivatives.
d not as different Gramas, 28 deriyatives of
con51d01:ed Thus, not only the imported.Gandhara
two ancient Gramas. 2 ; : e
© (Irama was preserved in the orthodox system, bu L
: added to it. Ancient Indian music now came 1'.olrecogn',s
?asr different scales, which, as we shall see present y, (éo;'rem
o d to the first four Primary Scales. The scale derived fro:
pon

Shadja Grama was called Shadja Sadbarana. or Sadharita and -

i hyama Groma was called Madhyama
- d_erwe‘t:f I;fish%{f yThough these two new scales were
Sﬂdhﬂﬂfna the name “Grama” we shall, for the sake of con-
nev?r glv:ﬂl them Gramas. These four Gramas were us?d
Yet::: ?137’6 different sections of ancient dramas, as we ﬁnd in
m ¢
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the following verses in the thirty-second cha
Natya Shastra :—

‘AT FAEAY ARG |
amzd A Fed qgraraonHT
W g AAHAN: W SR W)
graifed qar w9 famet g e
ifgd T qar & e P g
dfvgard 9 reaEEAfEa 17 2

“The two Gramas together with their Sadharanas are
to be used in the different sections of a drama for ex-
pressing various sentiments. Madhyama Grama is to

be used in the section called Mukha, Shadja Grama
in the Prati-mukha section, Sadharita ih the Garbha,
‘Madhyama in the Vimarsha, and music in Kaishika in

the Nirvahana section in order to express various
emotions”

Bh.N. 8, Ch. 32.

It should be pointed out that this reference to the four
Gramas as basis of dramatic music relates to a period earlier
than that of Jatis which became the basis of that music later
on. The Natya Shastra bears clear evidence of several rehand-
lings by which musical systems of different periods wero incor-
porated in it. The chronological sequence of these different
systems must be judged from internal evidence, |

(c). Six Gramas: Itappears that two more (iramas were
added to the aforesaid four. In Harivamsa mention is made of

2. Inthe Kayvyamala edition (p.406) the word is
found at the end of the fourth line.

> o ur St the fonpth He,, We have substituted for
it ¥9HY. which is found in i place 1n manuseript A mentioned
by Mr. Bhandarkar in Indian Antiquary Vol. XLI, p. 11;81 (::e2.

Mr. Bhandarkar remarks that this manuscript is on the whole
more trustworthy than those on which the printed edition is
based (Vide Epigraphia Indica, Vol. XII, No. 28, Kudimiya-
malai inscription on mnsic, pp. 226-37).
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music ‘based on Shad-Grama (six scales)®. The names of

these Gramas except that of the Gandhara Grama are not given
in the book. Melodies based on- these Gramas came to be
called by some writers of a later period (M-grm Ragas.
These melodies came into existence loqg’*gg;ﬁore }nodern
Ragas were conceived. It is, therefore, to Eﬁ,presumed th.at
theaword Raga was originally used in a different sense. Medie-
val Hindusthani musicians, however, appear to have understoc}d
the word in its modern sense and started their theory of six

Ragas on the basis of the ancient tradition qf the Shad-Grnma '
Ragas. i ] % 3

P

 The word “Shad-Grama-Raga is found in two places
in tge eighty-ninth chapter of the Vishnu-parva of Harivamsa.
The famous Chhalikya Gandharva music was based on them.
1t is stated that this music was performed in the court of Indra
in honour of his guest Sri Krishna, who himself played on the
instrument called Hallishaka, while Narada played on the Veena.
This music was highly apprgcmted and mastered -by the
Bhaimas, who brought it to India where it soon became very
popular. An elaborate account of this beautiful music is given

in the aforesaid chapters. In the ninty-third chapter an inter-

i ajranabha. The Bhaimas were invited by this'King to
lgiilgg (Yra{natic performance in his court. The subject-matter of
the drama was the legendary account of descent of the sacred
river Ganga from heaven. These Bhaimas, who were expert
dramatic players, singers and dancers included the sons of Sri
Krishna Pradynmna and Shamba. The Nandi or prologue was
performed by them in accompaniment with various musical ins-
traments. - Then the verses deseribing the descént of Ganga
was recited by Pradyumna. This was followed by performance
of Deva Gandharva Chhalikya music in the A-gandhara-grama-

yaga by the ladies of the Bhaimas, describing the descent of -

much over-joyed that they repea-
gﬁf}g ;oo'gh\?p{:;&'?h;iﬁs&e perfgrmerg. 5 The verse in wggc
the Gandhara Grama is mentioned is as follows :—  + -

‘oreg RAEEE BifeRt AHOEH |

dqfer: gaf wasE-gaEe |

SRR TERRel qdT |

fag eatid wi SR eR-EeRT 0
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(d)." Seven Gramas: A seventh Grama was subsequently
created. This is evident from the fact that Sharngadeva in his
Sangita Ratnakara speaks of Sapta (seven) Grama Ragas. This
writer, who takes most of his materials from Matanga, Yastika
and other earlier writers, places the seven Shuddha Grima
Ragas at the head of his list of Ragas, thereby indicating that
these so-called Grama-Ragas were the earliest and the most
famous of their kind. The names of these Grama Ragas as
given by Sharngdeva are jdentical with those given in the fourth
Khanda of the first Prapathaka of Naradiya Siksha and in the
rock inscription discovered at Kudumiyamalai in Southern
India. These names are :—

1. Shadja Grama 5. Sadharita ;

2. Madhyama Grama 6. XKaishika Madhyama
8. Panchana 7. XKaishika. [
4. Shadava

It has to be pointed out that these seven are neither called
Ragas nor even Gramas .except the first two either in the
Shiksha or in the rock inscription. For the present we shall
call them Gramas. In the following chapters we shall call them
basic modes. The aforesaid khanda of the Shiksha evidently
deals with a stage of development of Indian music which is
later than that dealt with in the second Khanda referred to
above, as find in it no mention of Gandhara Grama, Sadharita
being mentioned instead. :

About the last two Gramas it is stated in the Shiksha that
the notes of both are identical and that they are both derived from
the Madhyama Grama. When Madhyama is taken ps the predomi-
nant (Ny#sa) note it is called Kaishika Madhyama and whem
Panchama is taken as such it is called Kaishika by Kashyapa*.

4 “afgd wafrar g @ 8 geea )
T AR AT, & rwew |
FTEfEE @A T AT dSe g o
FWT FAF MG -G R
; Nar. Shik., 1, 4, 10-11..
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It thus appears that originally there were only six Gramas as
stated in the Harivamsa. The seventh was introduced later
on by Kashyapa. This Kaishika Grama of Kashyapa came to

hold subsequently a very conspicuous position “in Indian music.

It is, as we shall see, practically identical with the Sadharana
Grama of Sharngadeva and the Shuddha Grama of modeérn
Hindusthan? music. Mayuri, the most popular of the three
Marjanzs, was based on this Scale. 04

(e). Structure of the Gramas: We shall now try to
ascertain the structure of these Gramas from thé scientific point
of view. No explanation of these scales is to be found in
Naradiya Shiksha. No mention of Shrutis and Samvadi and
Anuvadi relationships is made in this work. To understand
these scales we must turn to the famous work Bharatiya Natya
Shastra ascribed to sage Bharata, who is regarded as the
greatest authority on everything connected with the ancient
dramatic art of India. Some chapters of this work are devoted
to the subject of music. The most important of these is the
twenty-eighth chapter, which deals with the ancient Jati system.

(f). Twenty-two Shrutis: For the purpose of explaining
the structure of the Gramas, Bharata divides the octave into
twenty-two Shrutis. Controversy has sometimes been raised
over the question whether the Shrutis were equal divisions or
not. From the way in which Shrutis were taken freely from
one interval and added to another one has to come to the
irresistible conclusion that theoretically they were intended to
be equal. But there is no evidegae to show  that in ~actual
practice Indian musical instruments were ever equally tempered
in twenty-two divisions in an octave. Stringed instruments,
as described in musical works and also found in modern use,
are provided with only eight to ten movable frets in an octave,
which have to be shifted by the player in ‘order to have chro-
matic notes. These instruments are never marked according
to Shruti divisions and the player has to depend solely on his
own musical ear for tuning these frets. Apart from the great
practical difficulty of fempering an instrument equally, which
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requires, as it does, high mathematical acumen and mechanicali
skill, the above-mentioned facts alone go to show that Sh:.'ut
divisions were never meant for practical use. The only object
which the originators of the Shruti schme appear to have lfad
in view was to give an approximate idea about the comparative
lengths of intervals between different notes of the scale.

(g)'. Samvadi, Anuvadi and Vivadi: These intervals
have been put in Bharatiya Natya Shastra, under .three cate-
gories : Samvadi, Anuvadi and Vivadi. Great 1mpoztanloe
appears to have been attached by Bharata to the Samva.dxh rz u(;
tionship in the formation of the Gramas. Two notes which ha
either nine or thirteen Shrutis between them were counted as
Samvadi to each other. Two notes separated by twenty
Shrutis were considered to be Vivadi to each other. All other
relationships were counted as Anuvadi. In order to understand
the significance of the aforesaid terms, we have to kt{ow how
the Gramas were expressed by means of the Shrutis. -The
intervals between consecutive notes of a scale contained either
four or three or two Shratis.  The Shratis placed between two

" notes were considered to belong to the upper note. Inthe

Shadja Grama the notes Sa, Ma »and Pa had four Shrutis, Ri
and Dha had three and Ga arid Ni ‘had two each. The alloca-
tion of Shrutis in this scale may be shown thus :— -

Shadja Grama :
§S RG M/P D N 8
g8 ‘8 4 €83 & |

In the Madhyama Grama, which started with Ma, the notes
Pa and Dha had three and four Shrutis reSpcctivFIy. In other
words, Pa of Madhyama Grama was lower than that of
Shadja Grama by one Shruti. The two Grimas, thus, differed
from each other by a single Shruti. The Madhyama Grama

would, therefore, stand thus :— ™ ‘

Madhyama Grama :

MPDNSRGM ,
8 4 2.4 32 4,
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It will be observed that the note Ma' of the Shadja Grama
is separated from Sa by nine Shrutis. These two notes are,
therefore, Samvadi to each other. The note Pa of that Grama

is separated from Sa by thirteen Shrutis. Thesa two are;

therefore, also Samvadi to each other. Thq;ﬁnote M{iﬂ the
Fourth and the note Pa is the Fifth above Sa and they are
said to be Samvadi to it. This word is exactly analogons to
the word “consonant” (Sam=con, and Vad=sono). There is,
therefore, no doubt that the word “Samvadi” is equivalent to

the modern scientific term “consonant”. This term was applied |

only to the Fourth and the Fifth. = It, therefore, implied perfect
consonance. The ‘Vivadi’ is likewise analogous to the word.
“dissonant”, and is, therefore, equivalent to it.. The third
category called Anuvadi, consequently, included the imperfect
consonances. Some vagueness and confusion has always existed
regarding these relationships, as Bharata does not define them:
in terms of Shrutis. But, as true melody cannot exist without
consonant Thirds and Sixths, it must be presumed that these:
intervals were felt to be the only real Anuvadi relationships
by theorists and practical musicians possessing: true musical
instirict. This presumption is strengthened by the fact that the
Madhyama Grama, which is, as we shall show presently, equi-
valent to the European Diatonic Major Scale, was not a scale
of Pythagorean intonation tuned by Fifths only. In order to
demonstrate this fact let ‘us place the notes of that Grama.
thirteen Shrutis apart from each other, starting from Ga. We
thus get the series : bt .

N ol
13 13 13 .

Here the chain of Perfect Fifths breaks, because the fifth
note above Sa is not a Perfect Fifth, being only twelve Shrutis
above it. This note Pa, which is the characteristic note of the:
Madhyama Grama, is distinctly mentioned to be not Samvadi
to Sa. The ancient verse, which contains this clear statement,
is quoted thus in the Natya Shastra : ;

‘Har AW dARENTe 1\
SR 9 g A dwwE T 07

5 s AR AR AL o

T
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“In the Madhyama Grama Samvada (consonance) exists
between Panchama and Rishabha, and in the Shadja

Grama Samvada exists between Shadja and Panchama”.

Bh. N. 28, 24.

- The implication is that in the Madhyama Grima Panchama
is not consonant to Shadja as itisin the Shadja Grama.
Starting from Pa we can get another chain of Perfect Fifths,

thus :
- PoiiRs-D
i3 -13

This latter chain cafnot be connected with the former

. except by means of a consonant Third. Pa is the Third

between Ga and Ni, Riis the Third between Niand Ma, and
Dha is the Third between Ma and Sa. Putting these Thirds
in their proper places in the first series we get a series with the

following Shruti intervals : ’

G PNRMDS ’
7 6 7 6 17 6

. This chain is almost a replica of the Scale f[eptad of Pri-
mary First Scale, in which Major and Minor Thirds are placed
one above the other alternately. There is, therefore, no doubt
that the seven-Shruti intervals in the above series represent
Major Thirds and the six-Shruti intervals Minor Thirds. It
thus, appears that the aforesaid two chains of Perfect Fifths
were connected with each other by means of the Imperfect
Consonances of the Thirds, which were called Anuvadi. A
true appreciation of the consonant Thirds must, therefore, be
presupposed if we are to assume that the Scale was correctly
tuned®. The other two Anuvadi relationships the Major and
the Minor Sixths can be obtained by inverting the Thirds, t.e.
to say, by placing their lower notes an octllve higher. TChe:

5. That Indian theorists and musicians had an instinctive
appreciation of the importance not only of perfect but also of
imperfect consonances in the field of music is proved by the
facts that Ahobala in his Sangita Parijata, Hridaya Narayana
in his Hridaya Prakasha and Srinivasa in his Raga Tatwa
Vibodha have fixed the positions of the Octave, the Fourth, the

Fifth and the Minor Third on the Veena, which are quite
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Shruti number of the Major Sixth would be sixteen (22—6=14)
and that of the Minor Sixth fifteen (22=7=15)% :

The difference between Perfect Fifth and “Perfect Fourth
is Major Tone. (3-+§=%). Therefore, Maj r Tone would be
represented by four Shrutis (13-9=4). The diffe ence between
Major Third and Major Tone is Minor Tone (3+F=). Soit
would be represented by three Shrutis (1—4=3). Semitone is
the difference between Minor Third and Major Tone ($+3+18).
It would be represented by two Shrutis (6—4=2). The Shruti
numbers of all the above-mentioned intervals are shown below
in the order of their lengths :—

Intervals Shrutis  Infervals ~ Shrutis
Major Sixth 16 Minor Third e
Minor Sixth 15 Major Tone 4
Fifth 13 Minor Tone 3
Fourth 9 Semitone 2
Major Third 7

correct scientifically. ‘We find the following passages in
in Sangita Parijata : ;
“gmEfaTTt w9 aEE feam )
S EIEe wgE |wEeE
- Prarmewdnat e e, & |
: """."‘g el 4 Nt B
ses-iawdnTa TR feafaia
Just in the middle of the Veena, 1.6, t0 say, its  wir
is set apart or tuned to produce the sound. (o{ Sa) is the
Sa. The ratio of the lengths of the wires for these notes

9

1. The ratio of the vibration numbers of these notes is, them- =

fore, 1:2. Ma is to be placed-at the middle of the wire
between Sa and its octave. The ratio of wire lengths of Sa and
Ma is thus 4:3 and the ratio of their vibration-numbers is
3:4. The whole wire being divided into three equal parts Pa
is to be placed at the end of the first part. This gives the ratio-
of wire-lengths 3: 2 and that of the - vibration-numbers
9:8. Gais to be placed at the middle of the wire between Sa
and Pa. This gives the ratio of wire-lengths ©6:5 and that
of vibration-numbers 5 : 6. It will thus be seen that Ga which
was five Shrutis above Sa was a just Minor Third to ‘ite. The
interval of eight Shrutis between Ga and Pa, therefore, repre-
sented a just Majou Third. Ul
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(h). Vadiand Amsa: Vadiand other terms are thus
defined by Bharata :—

“qeerg, ATdY, dagar, @AY, Ay

fraragazaRgTEIfa 7 ,
“yad! is so called because it speaks (i.e. sounds first and
most often). Samvadi, is that which speaks together
with vadi (i.e. to say, in harmony with Vadi), Vivadi is
that which speaks against (Vadi) ; and Anuyadi is that
which speaks aftar (Vadi).”

From these definitions it is evident that Vadi was the prin«
cipal note and Samvadi and Anuvadi were notes subservient to
and intimately connected with it. It thus appears that Vadi
owed its position of importance in the Scale on account of its
ministration by those notes. !

About Vadi Bharata further states :—

‘ger, @ aiw W @ A’
“That note, which is (taken as) the Amsa in a certain
place, is the Vadi there”.

This statement implies that there were more than one note
in a scale, any one of which might be taken as the Amsa in a
particular melodic composition. We, accordingly, find in
Bharata’s description of Jatis that each of them is provided
with more than one Amsa. Though no clear statement is made
anywhere regarding the conditions of fitness of a note to be
treated as an Amsa, we can infer those conditions' from the
rules regarding the use of transilient scales. Ac cording to those
rules a note could not be omitted from a Jati m¢lody if it was
Samvadi to the Amsa of that melody.®.

|
s

i ‘g @A @ AT S |
dardi-onrg, MeaREE A A vk
MR- el g d9w |

. qewat d1 araaed fafs @
ey YAt q e |
dqdr- Ao, anan geEd g fafane”
Bh. N. 28. 66-68.
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It appears from this that the criterion of an' Amsa according:
to Bharata was the full complement of possible Samvadi notes:
in the scale. 'We have seen from a scientifio analysis
that the criterion of an Amsa is the full complemer
consonant notes, which are four in number, two. perfectly and
two imperfectly consonant, viz, Fifths and Thirds above and
below it. According to the ancient Indian theorists possession
of the two Perfect Consonances was a sufficient criterion for
an Amsa, the Thirds having had to be supplied by the yractical
musician in accordance with the Shruti arrangement fixed for
the scale. For the two Thirds the seven-Shruti and six-Shruti
intervals served as good approximations, - .

(i). Madhyama Grama: Following this ancient theory
we can find out the Amsas of a Grama from its Samvadi inter-
vals. It will be found that in the Madhyama Grama each of
the three notes Ma, Ni and Ri has two notes, which are
Samvadi to it one separated from it by nine Shrutis and the
others by thirteen. These three notes are, therefore, the Amsas
of the Grama being the Uttara, Adhara and Madhya Amsas
respectively of that Scale. The Scale is shown below with the
ratios of the intervals betweea consecutive notes, the Amsas
being marked by asterisks overhead : i2

Madhyama Grama.

B P DN SB.GLME ke
g 18 80 I8 8

This Scale is plagal in charactelves it btartawith its Uttars

Amsa Ma. If we substitute S for M and put the ratios of the

Of the seven cases mentioned in the above verses the first
is not an instance of omission of Samvadi. Of the remaining
six cases. Gandhzira cannot be Amsa of the hexatonic form of
Shadja-Madhyama as the omissible note Ni is Samvadi to Ga,
in the next three Jatis Pa cannot be Amsa if its Samvadi Ri
is omitted, in Shadji Ga cannot be Amsa if Ni is omitted and
in the last-mentioned -Jati Dha cannot be Amsa if its  Samvadi
Ri is omitted in the hexatonic form. i ' '

e .1....”-4
o

Notation.
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qther notes to’ Sa we get the following Mode in Just

% R4 Ga Ma Pa Da N Sal

e Mgt g A
“ This is the Fifth Mode of Primary First Scale or European
Diatonic Major Scale. Though historically this Scale came
later than Shadja Grama, the oldest Indian Scale, we have
dealt with it first, not only because it is a better Scale, but also
because it is more correctly expressed by means of Shrutis.

(j). Shadja Grama: If we start from Ni of Shadja
Grama, we get the following chain of Fifths :
N M S P
13 13 13
Sa and Ma are Amsas of this Scale, because each of them
has two Samvadis. If we now put the Thirds in this chain we
get the following series of notes :

NRMDSGP |
.8. % .6. 5.8

The Thirds are quite correct upto Sa. But the characters
of the Thirds between Sa and Ga, and between Ga and Pa are
doubtful. In order to have a correct Scale the lesser interval
of five Shrutis must be taken to represent a Minor Third and
the larger interval of eight Shrutis must represent a Major
Third?. The Shruti scheme is incapable of representing these
intervals of the Scale correctly. The Shruti intervals of the
lower pentachord of the Scale stand thus : :

S RGMP
, 8 2 4 4
1f we put Ga one Shruti higher, we get :— |

S RGM?P
3 3 3 4

The interval between S and G, being six Shrutis now
correctly represents a Minor Third and the seven-Shruti inter-

7. We have shown in the foot-note no. 5 that these inter-

_vals are in actual practice treated as just Thirds in tuning the

Veena. .

b
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val between G and P represents a correct Major Third. But,

{.)he three-Shruti intervals become ambiguous. If a Minor Tone

e subtracted from a Minor Third, we ir i

| . : A get an inferval which

has'the ratio 3% (§+%Y). This interval, which _wlg have orl}led
Ma]or' Semitone, has not been hitherto noticed by any theorist
or scientist. It is, as we see above, represented by three
Shrutis, the same number which represents a Mmoy;Tqim,

This anomaly is due to the inadequacy of the cycle of twenty-

two for correctly representing all musical intervals, as we have
shown in the third chapter. The cycle of fifty-three is the
oycle which is not only capable of éxp_ressixié all musical
intervals, but also provides a basis for an equally tempered
scale for expressing music in almost just intonation. The
Shadja Grama would stand as follows in terms of divisions of
this cycle called by us Anu-shrutis or nonatones :

Shadja Grama:

*
SRGMPDNS
8 68 98 5.9

Th.e Major Semitone is represented by six Anushrutis and
the Minor Semitone by five®. In Just Notation the Scale should
be written thus :— : .

* o
"Sa R4 Go Ma Pa Da N3 Sal
R Sl ek e e 98

It is tho TNER Mode ot Primary ecendlisate i contiens

It .Will be observed that both of the ancient Scales were
plagal in character, the first and the fourth notes being Amsas
in them.

(k). Sadharana and Kaishika Gramas: We shall now
deal with the other two Scales derived from these by the pro-

1
2

8 Tt will be observed that G and N are not Sam: adt
eaph other as they are gseparated by thirty Anushrutis ::g;t:
thirty-one. But, owing to defect of the Shruti system they
appear as such being Eepamted by thirteen Shrutis. S
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oess called Sadharana Vidhi. This process is thus describéd

¥ % § QAT @A Sf-arand Afq ) @A B
@i, feafosRa AmAar wTee-de, fa @ g BT
AR e ST | i
O EIASARCERY, AT & et
“gadharana means intermediate of two notes. Why?
(Because) a thing which lies between two others is
Sadharana (.e., common to both.)

There are two Sadharanas : Svara Sadharana and
Jati Sadharana. Svara Sadhdarana means the notes
Kakali and Antara. :

Of these Nishada gets the name ‘Kakal?’ when it is-
increased by two Shratis, Nishada' (is called by this-
name) and not Shadja, because it is the intermediate
note. Commonness is (thus) shown. |

Similarly, Gandhéra also gets the name Antara and
not Madhyama, because it is intermediate between the

two (notes)”.
Bh. N. 28.

Though the line of reasoning is rather archaic, we are left
in no doubt about the implication. The note Nishada becomes
a four-Shrati note by taking two Shrutis from Shadja, and is
called Kakali Nishada and not Kakali Shadja. It is Common:
to Nishada and Shadja, because it takes two Shrutis from each
of them. Similarly, Gandhara taking two Shrytis ~ from
Madhyama, becomes ~Antara Gandbara and not Antara
Madhyama. It is common (Sadharana) to ,Gnndham and
Madhyama as it takes two Shrutis from each of them. -

Tt thus appears that Kakali Ni and Antara Ga were Ni and
Ga sharpened by a Semitone of two Shrutis. Antara Ga was
used as a real chromatic note in ascent, the natural Ga being
used in descent, as will appear from the following passage :—

g PrmfeE e . o
w1 @ARRRT AR WA o)
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“Antara note must be always used in" ascent, eitﬁ'e’r?

sparingly or often but never in descent”., 4
. P L ey . i «?*.;?TA‘“’T',Bh.‘ Nﬁ 28, 87.
" Kakali Ni, on the other hand, was never used s a chromatic

note. It had no useas an independent nbt'e.'f}""lt?had always
to be used along with Antara Ga for a pam'étﬂif purpose.
That purpose was to have “Svara Sadharana” as stated in the
passage of the twenty-eighth chapter quoted above. “Svara
Sadharana” was applied to both the Gramas as will be seen

in the following passages :

‘gt fgfed g it | e
HAH-GTIO | GTEROST &te
fazm gfa 1’

“Sadharana is of two kinds, applied to the two Gramas.
Shadja Sadharana in the Shadja Grama and Madhyama
Sadharana in the Madhyama Graima. Sadharana, here, means
peculiarity of notes.

The peculiarity referred to is that of the two notes Antara
and Kakali.

Of the four Scales mentioned in the passages of the thirty-
second chapter quoted above two are the original Gramas and
the other two their Sadharanas (Sadharanashrayam). These
two Sadharanas are called Sadharita and Kaishika, The word
“Sadbarita” does not occur in the twenty-eighth chapter. The
word “Kaishika” is mentioned in that chapter as an alternative
name for Madhyama Sadharana, as will be seen from the follow-
ing passages :

‘Aem-amsiy TR | e g Sr-ateT,
afasfafy awr frer .
“The Sadharana form exists also in the Madhyama Grama.

Its name “Kaishika” is derived from the fineness of its appli-
cation.”
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The reference here is to the word “Kesha” (hair), an emblem

-of fineness, from which the word “Kaishika” is derived. Kai-

shika of the thirty-second chapter being equivalent to Madhyma
Sadharana, Sadharita of that cha pter must be equivalent to the
other Sadharana, i.e. Shadja Sadbarana. The word “Sadharita”
is the substantive from of the adjective word “Sadharana-krita”
(made Sadharana) used elsewhere in the twenty-eighth chapter,

Taking A and K to represent Antara and Kakali, the Shadja
‘Grama altered by the Sadharana process would have the follow-
ing Shruti intervals :

SRAMPDTEK §
3 4 2 4 3 4 9

If we start from Ri of this Scale, we get the following series
of Fifths :—

R D AK
181398 ,

As D and A have each two Samvadi notes, they are the
Amsas of the Scale. If we now put the intermediate Thirds in
their proper places, we get the series :—

R MDSAPK
6 7 6 7 6 7

This chain in almosta replica of the Scale Heptad of Primar}
Fourth Scale, in which Major and Minor Thirds are placed one
above the other alternately in the order reverse to .that of the
Primary First Scale. Sadharita is, therefore, equivalent in its
tonality to the Primary Fourth Secale. S, which has two Samyva-
dis is the Madbya Amsa, D and A, being the Adhara and Uttara
Amsas respectively. 1f on the analogy of the ather two Scales
we start from the Uttara Amsa, Antara Gandba a, the Scale
with the Shruti-intervals between its consecuti£
stand as follows :—

e notes will

Sadharita:

* *

AMPDEKSTR RA
8-4°8 42 8 4

14 '
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i A and put the ratios of the
If we now substitute Sa for A an 8 0
other notes to Sa, the Scale will stand ~thus in Just
Notation :— X X i e
* Bl 1
RS Go Ma Pa Do NB Ba'
s T Sl e Y N
This is the Fifth Mode of Primary Fourtl_x Soa'le. Skl s,
Wrong use of this Scale has been made in the rock inscrip-
tion, as Ma, which cannot be an Amsa of the Scale, has been

used as the Nyasa.

The Madhyama Grama altered by the Sadharana process,

the following Shruti intervals :—
i M PDKGSRAM
8.4 4. 2 8.4 2:

If we start from Pa of this Scale, we get the following
chain of four Fifths :-—-P i

13 13 13
R and D are the Amsas of this Scale, as eaf:h of. them. has two
Samvadis. Putting the intermediate Thirds in their proper
places in this chain we get :—

P KRMDSA
8 56 T 6 1

In order to have a Scale of correct tonality the eight-Shruti and
five-Shruti intervals of this Scale must be tal.:en to represent a
Major and a Minor Third respectively, s in the. case <.>£ the
Shadja Grama, both of these Scales containing a Major Semitone.
If on the analogy of the three other. Scales, we start from the
Uttara Amsa D, we get the following Shruti-intervals of the
Scale which is called Kaishika in.the Natya-Shastra :—

Kaishika of Na:'tya Shastra :

* *
DKSRAMPD
4 2 8 4 2 8 4
Correctly represented by Anushrutis this Scale will stand
thus :—

*
;) K 8 R -A'"MYP D
8 6 8 9 5 8 9
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If Sa is taken as the starting note, the Scale will appear as
fo_llows in Just Notation :—

§a Ri Go I.YIa Pa Do N8 Sa!
18 8§ & 4§ § 1 2
This is the Fifth Mode of Primary Third Scale. Itis called
Kaishika Madhyama in the Shiksha and the rock inscription.
It has been wrongly used in the rock inscription, as S and M
are treated in it as its two most prominent notes instead of D
and R. :

(). Four Gramas eghivalent to four Primary Scales :
The four Scales including the original Shadja and Madhyama
Gramas and Sadharita and Kaishika derived from them
by the Sadharana process are shown below :—

The four ancient Scales of Natya Shastra,

* |
1. Madhyama Grama— M P D I‘} S RG M
3 4 2 4 3 2 4

‘ —Prim. I, 5.
& N
2. Shadja Grama — S RGMPDN S
3 2 4 4 3 2 4
—Prim. II. 5.
*
' 8. Kaishika -——}DKSI‘{AMPD '
(Dhaivata Grama) 4 2 3 4 2 3 4
, —Prim. III, 5.
* * :
4. Sadharita —} A MPDI KSR RA
(Gandhara Grama) 2 4 8 4 2 3 4
—Prim. 1V, 5.

On the analogy of the two original Scales the two derlvative
Scales have been shown in their plagal forms i.e, to say, with
their Uttara Amsas as the starting notes. On thd analogy of
the same Scales the third and the fourth Scales should be called
after their starting notes Dhaivata Grama and Gandhara Grfims
respectively. Sadharita appears to have been actually called
Gandhara Grama, when it was originally borrowed from the
Gandharvas. The name was subsequently 8b‘and0ned whiny e
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came to be regarded as a derivative of the Shadja Grama. . This
accounts for the popular notion that Gandhara -Grama exists
in heaven only and not on the earth. Qne of the reasons for
the discontinuance of the name seems to be théﬁ-ffncoﬁ'\renien'ce
in using it, because the starting note of thel Scale was Antara-
Gandbira and not Gandhara. Neither the Shiksha nor the
Natya Shastra, which mentions it only once ‘in the chapter
pamed “Pushkara-vadya”, give any definition of Gandhara
Grama. That the tonality of this Grama was the same as that
given above will be shown from its definitions, to be explained
below, found in two later works : Sangita Makaranda ascribed
to Narada and Raga Manjari written by the medieval theorist
Vitthala. 3

Kaishika does not appear to have been ever called Dhaivata
Grama by which name it should have been properly called.
But, there is no doubt that it has always been used in some form
or other, though perhaps less often than the other three Scales.
We shall see at the close of this chapter-that the Scale of Sri
Raza as described by Kallinatha, the famous commentator of
Sangita Ratnakara, was the Dhaivata Grama in Sa-initial
authentic form.

The above-mentioned four were the only true Gramas in the
sense of Seales with distinet tonality in ancient India and these
are, as we have shown above, identical with the four Primary
Scales. The other three modes mentioned in the Shiksha and
the rock inscription, which were subsequently created and
sometimes miscalled “Gramas”, were in reality only different
forms of some of the aforesaid fourtrue Gramas. We shall see
below that other forms of these ancient Scales camerinto ‘vogue
at different periods before the whole system of Gramas was
given up with the introduction of Melas.

(m). Shadava and Panchama Gramas: The two modes,

which were added to the four ancient Scales making up the
so-called “Shad-Grama”, which, subsequently called “Shad
Grama Raga”, led to the conception of “Shad Raga” (six Ragas),
were obtained by substituting the ancient chromatic note Antara
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Gandhara for the original Gandhara of the two original Scales.
These two modes are mentioned as Shadava and Panchama in
the Shiksha and the rock inseription. Both of these modes are
found to contain the Antara Gandhara, which is indicated in
the inscription by the syllable “&1” (A), the Kakali Nishada of
the two Sadharana Gramas being indicated by the syllable “g”
(Ka). There is no mention in the Shiksha of the name of the
particular Grama from which each of these modes was derived.
The Shruti-intervals of the Shadja Grama would stand as
follows if the Gandhara is altered to Antara :—
SRAMPDNS
3 4 2 4 3 2 1%

This is Madhyama Grima with S as the starting note

instead of M. Shadava mode must be identified with this form

"of the Madhyama Grama, as S and M are fotnd in the rock
|

incription to be its most prominent notes.
The Shruti-intervals of Madhyama Grama with Antara
substituted for Gandhara would stand thus : “

* * *
M PDNGSGRKR AM
3 4 2 4 8.4 2
This is Sadharita with D and R as its Uttara and Adhara
Amsas and M as the Madhya Amsa. Panchama mode of the
rock inscription cannot be identificd with this Scale, as 8 and
P are used as its principal notes or Amsas. The notes R and
P of this Scale must be raised by one Shruti in order to have
a correct Scale with which Panchama mode can be identified. If
we make Panchama (=fifth), the real fifth note of this lScale,

- we get :—

S RAMPDNS
4 3 2 4 3 2 4
It is the authentic form of the Shadja Grama, with its
Adhara Amsa as the starting note. In order, however, to
identify Panchama mode of the inscription with this Scale
we must assume that the rules regarding ithe distinction of
three-Shruti and four-Shruti (Minor and Major Tones) was nat
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observed at this period of Indian music and that Scales wgré
differentiated by their Amsas and the positions of the two-
Shruti intervals (Semitones). This assumption becomes in-
evitable when we take into consideration the manner in which
the five modes other than Shadja Grama and Shadava are used
in the compositions of the inscription.

(n). Kaishika of Kashyapa: Kaishika, the seventh
mode of the Shiksha, is quite different in its tonality from
Kaishika of the Natya Shastra explained above. Madhyama
Sadharana is called by that name in the Natya Shastra. But, in
the Shiksha it is called Kaishika Madhyama. We have seen
above that Kashyapa created a new Scale with the same notes
by fixing Panchama as the Nyasa (concluding note) instead of
Madhyama. The Nyasa note P and another mote S were the
most prominent notes or Amsas of this Scale, as we find from
their use in the rock inscription. In creating the new Scale
Kashyapa clearly violated the rules of Shruti. In order to have
S and P as the Amsas the notes R and P of Madhyama
Sadharana must be raised by one Shruti. If “Panchama” which
is used as Nyasa, is to be made the real fifth note of this Scale

it must start with S. The Scale will then be Madhyama
Grama in its authentic form : ; :

. Sa-initial Authentic form of Madhyama Grama.

SRGMPDN S,
~ 4.8 2 4 8 &8 ?

This is identical with the First Mode of Primary First
Scale. Kashyapa’s Kaishika must be identified with this Scale.
. The only valuable and intelligible information regarding the
melodic use of the seven Gramas found in Naradiya Shiksha
is that each of these Scales possessed a central note called Raga
Swara which was to be used as the concluding note (Nyasa) of
a melody based on it. An examination of the compositions
for instrumental music given in the Kudimiyamalai rock
inscription, shows that each piece in it is divided into four to
seven sections. Fach section contains sixteen phrases of four
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notes. These phrases are called “Chatushpf'ahara .?varagama”
(notes for four strokes), intended for stringed mstmmefnts
played by striking the wires by a plectrum. Every phrase. of a
particular section concludes with the same note. All ﬁ.lef sxxtee:;
phrases of the first gections of all t:he seven compositions en
with Sa. This shows that Sa was regarded as one of the prin-
cipal notes, i.e, Amsa of all the seven Scales. The other
noticeable feature of these compositions is that all the phrases
of the last sections of ‘the compositions of five of the.a Gramas
conclude with Ma and those of the remaining two end with Pa. It,
thus, appears that Sa and Ma were the principal notes or Ams.as
of five of the Scales and Saand Pa were the Amsas? of the remain-
ing two. We have seen that according to the tonahty of the afore-
said Scales as determined by their Shruti—allocatlo‘ns the only
two Scales which have both Sa and Ma as their Amsas are
Shadja and Shadava Gramas. Of the other five only Madhyama
Grama has Ma for its Uttara Amsa. None of the other Scales
has either Sa or Ma as the Adbara or the Uttara Amsa‘. Tl.le
use of Sa and Ma as the Amsas of some. of thesd Scales is,
therefore, a violation of the rules of Shruti. It appears. that
at some period of Indian music it had become the umver’sal
custom to use Ma as the concluding note (Nyasa) of all melodies.
The use of Pa as Nyasa of melodies in Kaishika an}d Panchama
Gramas was evidently a bold departure from t%ns custom at
gome later period. How are we to account for this customn ?

(0). Vedic sanctity of Madhyama : Sa-Ma-Tonic forms
of Gramas: We have seen in the fourth cha})ter. that 1.;he
hicentric character of Scales came to be recognised m.Indmn
music since the earliest times. In a passage quoted in that
chapter Sharngadeva characterises Sa and Ma .as.the two mf)st
important notes in the Scale ; the first, because it 1s the starting
note and has a large number of Amatyas, i.e., Bam‘tafli.s and the
second, because it is unomissible. This non—omismbl'hty. of t'he :
note Madyama is, as we have seen, accountable to its identity
with the starting note of the Sama-Vedic descending tetrachord,
from which the earliest secular Scale, Shadja Grama, was deve-

|
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loped. This Vedic tradition about Madhyama was so persis-
tent in the popular mind that in the later Jati period it was
considered unomissible even in the Jatis in which it was not an

Amsa. Bharata says in the Natya Shastra :—
“quRE TAEg FoA fg AT |
greRmt 9 @Al 91 g 0”

“Madhyama should never be omitted. It is the fore-
most of the seven notes and unomissible”

Bh. N,, 28.

It would appear from the above passage thatin ancient
times Madhyama was considered to be the most important note
in the Scale. Assuch it was placed in the most prominent’
position in a melodic composition—its conclusion. The esthetic
effect of the Ny asa was appreciated, however faintly, so early
as the time of the Shiksha. The use of Madhyama .as Nyasa in
the compositions in Shadja and Madhyama Gramas was quite

correct scientifically, as it is an Amsa of these Scales. Bat, the
significance of Nyasa was lost when Madhyama was used as
Nyasa in those later Scales in which it was not an Amsa. A’
sort of superstitious sanctity attached to the name was respon--
sible for such wrong use of the note as we find in the rock-
inscription.  Subscquently, a reform appears to have been made-
in order to prevent this wrong use by putfif;g the Scales in such-
forms that their Madhyama would be not only the real

“Madhyama” or midnote but also the Adhara Amsa. For this

purpose each Scale had to be made to begin with Shadja like

the Shadja Grama. As all ancient Scales, being plagal in cha-

racter, started with the Uttara Amsa, Madhyama the fourth

note in this Sa-initial form of theBcale would become the

Adhara Amsa, which could be used correctly as the Nyasa.

Such transformation of the Madhyama Grama could be:
easily made by using Antara Gandhara in Shadja Grama, ie.
to say, by raising Gandhara by two Shrutis. This process of
conversion has been mentioned by Bharata in the N atya;
Shastra. Two different processes for transformation of Gans
dhara Grama to Sa-initial forms are found in two works of

L

-
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different periods. One of them is the Sangita Makaranda as-
cribed to Narada and the other is Raga Manjari of Vitthala.

Conversion of Shadja Grama to Madbyama Grama is
thus described by Bharata :— .

“ga, fgufa amfg dadiza Tt ggar

AR, FEAAR ‘
“A Murchhana of Shadja Grama becomes a Murchhana
of the other of the two Gramas (i.e. Madhyama Grama)
if Gandhara is m‘ude Dhaivata by adding two Shrutis.
to it”. :

By this process Gandhara became a four-Shruti note. As a
chromatic note it is called Antara. In the above passage its
name is converted to Dhaivata in order to have a Murchhana of
Madhyama Grama at a different part of the Veena as, we
shall sece in the next chapter. Bharata must have been
aware of the fact that if the name of Antara Gandhara, which
was frequently used as a chromatic note, was not altered to
Dhaivata we would have a different form of Madhyama Grama
with Sa as the starting note instead of Ma. We find the use
of this form of Madhyama Grama in Shadava 'Grama of the
rock inscription in which Sa and Ma are used as its Amsas. -

(p). Gandhara Grama in Sangita Makaranda and Raga
Manjari: Transformation of Gandhara Grama into Sa-initial
form is found in the following definition of that Grama given.
in Sangita Makaranda, a later work ascribed to Narada :—

“fori: afede TERE g
a3q Afawr 7 famz-afa-daarn o
. TR AHATEE &1 d ar gl !
T} @ e wAsE T Adad n” o

9. We have substitued the word “Hqa” for Jle word ‘ §Iq§”
in the second line as found in the printed cdition of Gaekwad’s
Oriental Series No. X V]I, because it is impossible for N1§hada,
to take a Shruti from Panchama. It must be a copyist’s mistake-
in the manuscript, owing to similarity of the two wordg. We
have also substituted “F1IR&Y Hf:” for AXANSAANT in the third line
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“If one Shruti is taken from each of the notes Ri and

and Ma and added to the Shrutis of Gandhara and
one Shruti of Dhaivata is added to the Shrutis’ of
Nishada, then the Grama so formed is called Gandhara
Grama by Muni Narada. This Grama is used in heaven
and not on earth.”

Sangita Makaranda.

If these alterations are made in the Shadja Grama which
was the ancient Scale of Origin, we get the following Shruti-
intervals between *the consecui:ive notes :—

8B R G MP D:N-S:t
2 ¢ 83485 %

Vitthala, a medieval theorist of the Southern School of
Indian music, gives in his Raga Manjarf a definition of Gandhara
Grama, which he attributes to Yastika, a famous theorist of the
early Raga period. The verse runs as follows :—

‘i e Rl g egeesEE |
MR AgA- Ty gifed wa: 0

“Where Ri and Dha are put in the positions of Ga and
Ni; Niand Ma in those of Laghu Sa and Laghu

and “SaAd” for “Sad®:” in the fourth line in the light of similar

verses found in Sharngadeva’s Sangita Ratnakara, which were
evidently taken from Sangita Makaranda. These are the

rsSes @
v “fapy wigRast TEIREAE AT |
gufq &Y famigeg wafa aufd fame
NHR-AFATTR J71 d ARG g
sEad @EE GEIsyl d qgras 17
S.R, 14,0-5

It will be observed that except the second line these verses
are almost indentical with those of Sangita Makaranda, which

must be the source of Sharngadeva’s verses. Evidently, he bor- -

rowed it from a similar wrong manuscript in which the word
“q'qq ” was put in the second line. Failing to make out any
sense, he appears to have changed the whole line and put in new
words in order to give a sensible meaning to the line. By
doing this he created a Scale which admits of no rational expla-
nation. The Shruti-intervals of this Scale are 2. 4. 8. 8. 3.4.38.
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Pa and Ga in the position of Ma, it is Ga grima

according to Yustika”. :
Raga Manjari, 40.

In Vitthala’s scheme of notes, Laghu Sa and Pa are notes
one Shruti lower than the original notes. They are, therefore,

_ three-Shruti notes. With these notes the Scale of Origin stands

thus :—
S RGMUPDN 8.
4 24 8 4 2 3

In the above passage . ‘the positions of Sa and Pa are not
mentioned. They must be put in the positions of Ri and Dha,
the only two remaining notes. By substituting these notes for
those of the above Scale and starting from Sa, we get:—

SRGMPDN S
o= 4= ncds 38" 4

The Gandhara Grama, as defined above by Yastike, will be
found to be identical with that defined by Narada in Sangita
Makaranda.

(q). The three ancient Gramas in Sa-Ma-Tonilc Plagal
forms: Shruti-allocations of the Sa-Ma-Tonic Plagal forms
of the three ancient Scales are shown below :— |

Sa-Ma-Tonic Plagal forms.

Shadja Grama S R GIM P D N §
5. 2 4.4. 82 54

*

*
Madhyama Grama S R A M P D N §!
3 4 2 4 3 2 4

GandhiraGraima S R G M P D N.§'
24 BRYTY 8 4 |

It will be observed that Gandhara Grama contains four
peculiar notes viz., two-Shruti Ri, thrce-Shruti Ma, two-Shruti
Dha- and three-Shruti Ni.. No special chromatic names appear
to have ever been given to these notes. Use of this Scale must,
therefore, have always been very difficult for musicians. Not-
withstanding this difficulty this and the other two Scales served

|
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very well the purpose for which they were created, viz, making

Madhyama the true mid-note of the Scale and an Amsa, so that
it might be used as the concluding note with perfect aesthetloA
effect. We, consequently, find these Scales used even in the

Jati period. The three Udichyaba Jatis, viz, the Shadjodi-

chyaba, the Madhyamodichyaba and Gandharodichyaba must

have been based on these Scales. The names of these Jatis
indicate that they were based on the three ancient Gramas in
forms, which had the same notes as the Amsas, as will appear
from the fact that all of them had Ma as their Nyasa (concla-
ding note) according to traditional ancient practxce.

(r). Important reform: Panchama brought to promi- -

nence : A further stage of development in Indian melody was
reached, when it was discovered that the rule of using the single
note Madhyama as the concluding note of all melodies” was an

unnecessary handicap and that other notes of the Scale could be.

used for that purpose, maintaining the traditional sacredness of

Madhyama by only treating it as unomissible. The first breach

of the rule was made in Panchama Grama, in which Pa was

made the Nyasa, instead of Ma. The second breach is '_fgund‘

in Kashyapa’s Kaishika Grama. A very important reform in
musical ideology was made by making the two ancient gramas
“authentic” in form, by starting from the Adhara Amsa. the
orininal Gramas being, as we have seen, “plagal” in form,
having the Uttra Amsas as their starting notes. The plagal form
of all ancient Scales is, as we have shown, traceable to their
tetrachordal origin. The authentic form brings to prominence
the constituent pentachord of a Scale by placing it at the begin-
ning. These forms, therefore, mark an advanced stage in the
developement of musical ideas.

Of the three ancient Scales Shadja Grama has undergone
only one transformation in its Sa-initial authentic form repre-.

sented by Panchama Grama of the Shiksha, Each of the other:
two Scales have undergone two transformations. - The _first

transformation of Madhyama Grama is found in its Sa-initial
plagal form, represented Py Shadava Grama of the Shiksha and-

e
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“the ‘second in its Sa-initial authentic form represented by

'Kashya'pti’s Kaishika Grama. The Madhyama Grama attained

“its greatest popularity in this latter form. The first transfor-

‘mation of Gandhara Grama is seen in its Sa-initial plagal form
described by Narada and Yastika; and the second in its Ri-
initial plagal form explained below. The Sa-initial plagal form
‘of Gandhara Grama was obtained by a process, which was
rather complicated and difficult to remember. A plagal form
which is ebtainable by a process easier and more convenient
for recollection appears to have been felt necessary. This want
was supplied by the Ri-initial plagal form of the Scale. This
form was obtained by lowering Sa and Pa of the Shadja Grama
by one Shruti and starting from Ri. This was the first of the
two steps in the process adopted by Yastika explained above.
This form can be obtained also by lowering only Sa of the
Madhyama Grama by one Shruti. Gandbara Grama was used
in this form in the Jati period. It is shown below : —

Ri-initial Plagal Form of Gandhara Grama.
* a
R G MPDNS SR
2 4 3 4 2 3. 4
B. Marjanas.

|

In the thirty-fifth!® chapter of the Natya Shastra named
“Pushkara Vadya” (Playing on drums), we find 4 description of
three “Marjanas” or methods of tuning drums for the three
ancient Gramas. Playing on drums in accompaniment to music
is an ancient [ndian practice. This art attained a very advan-
ced state of development in ancient India. In modern India
two drums are used. These are, cither two separate small
drums placed vertically (called Tablaand Bayan in Hindusthani
music) ; or the two ends of a single large drum placed horizon-
tally (mllcd Mridanga or Pakhwaj), and played by both hands,
In ancient India three drums were played togethcr, probably
one by the left hand and the other two alternately by the right

10. In the Kayyamali edition the chaptdr is numbered
thirty-five ; but, in Kashi edition it is numbered thirty-one,
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hand. These were called pushkaras. It seems that two of the

drums were the two ends of a large drum like the modern

Mridanga, and placed horizontally like it and the third was a
small drum like the modern Tabla and placed erect pr '

the lap of the player and called “Alingya”. The three drums

were tuned to three different notes of a Scale.  There were
three methods of tuning these drums. These methods were

named as follows :—
gl @ T FAI g )
foeg AT 41 9IRGB U7
“There are three Marjanas in. Pushkayas based on
(different) notes, which are "called Mayuri, Ardha
Mayuri and Karmaravi”
The Scales on which these three kinds of tuning were based
are stated as follows.;
‘gl wER-aw weX @t @by T
FAldl g MeR ETAROT gt 17
“Mayuri is in Madhyama Giawms, Ardha in Shadja
(Grama) and Karmaravi in Gandhara (Grama) based on
Sadharana”.
The notes to which the drums were tuned -are thus charac-
terized :—
‘g ¥ e AT SFETEROTTEAT: |
q T WeEgar AW gEion g i 11
“I'he notes, which, being based on Shruti Sadharana,
can be sustained, are thus used in tuning. The remai-
ning notes (of the Scale) are variable”.

What the word “Shruti Sadharana” exactly means is not
clear. It, however, appears from the context that the notes,
to which the three drums were tuned, were distinguished from
the other notes of the Scale and were capable of being sustained

11. This verse is taken from the Kashi Sanskrit Series
edition (1929) of the Natya ' Shastra. We have substituted
“gau” for “gar”, which is inappropriate in the context. 1.

L
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throughout a melodic composition, like the pedal notes of
European harmonic music. The clear inference from this is
that these notes were analogous to the Tonic and the Dominant
of European music, which were used as pedal notes. In fact,
these notes were the Amsas of the Grama on which the tuning
was based, as we shall see presently.

(1). Myuri Marjana: The notes to which the three
drums were tuned in Mayuri Marjana were as follows :—
R AT TGS ZRAT-gEER |
Gk demgea wggt @ |a wan
“Gandhara is to be on the left (pushkara), Shadja on
the right pushkara and Panchama is to be on the upper
(Pushkara). These are the notes of Mayuri”,

The notes Shadja and Panchama are the Amsas of Kashya-
pa’s Kaishika, which is, as we have seen, the Sa-initial authen-
tic form of Madhyama Grama and identical with the First
Mode of Primary First Scale. That Mayuri held the foremost
place among Marjanas is evident from the fact that it is given
the first position in the above passages. Primary First Scale,
thus, came to hold its legitimate position of pre-eminence at'
this early period of Indian music. It is also remarkable that the
Third between the Adhara and the Uttara Amsas (,:ame to be
recognised as a third Amsa of a Scale.

(2). Ardha Mayuri Marjana: In the Ardha Mayurt
Marjana the drums were tuned to the notes given in the
following verse :

“ITH gsﬁ e qoAY Zhaor qar)
SaarEran & ATATGTEAAT: 17 12

12. This verse is taken from the Kashi editi
Natya Shastra, which appears tobe more cox('i;é:zotrlth?xfxl glxe
corregpondmg verse of the Kavyamala edition. , We h .
subs_tltutefi the word #gHY for the word Y which ! is ol axlre
a misreading, as Madhyama has been recognised as an A ear yf
Shadja Grama since the earliest times. | e 9o




3). Knngaravi Msrjan; '1‘
Marpma are stated to be as follows : &

o PR R

s med W ﬁm Wﬁll 14

“The notes on which Karmaravi is based are Rishabha V

on the left pushkara, Shadja on the nght Pushkara and
Panchama on the upper.

Nisbadha, which is Apuvadi to these notee and uelated
to the Raga Swara of the Jati, is to be used lnthe
Marjana of the Alinga”.

The second verse is very significant, inasmuch as, 1t is the
.only place, so far as we have been able to ascertain, where z1;h¢9

important position which Anuvadi relationships held ;n,agcxept
Indian musie is clearly brought to light. ; Here we ﬁnd that the
note which was Anpuvadi to the Adh&r&wd Uttara Amsas
-of a Scale was also counted as an Amsa, and desers i
‘one of the accompanying drums.” The word “Jati?in -

refers to the Karmuravi Jati, from which the Ma;
its name ; and the word “Raga-Syara” ref'

that Jati. The ‘Amsas of this Jati, as we ﬁnd’ﬂ’om the Natya

Shastra, were Rishabha and  Panchama. ' Thef“note Nishada
is related (anvita) to both of them as Anuvadi. It is the Third
between them and is, therefore, to be considered as an Amsa.

13. da9% AIA-AW A mﬁgmlw-v S
erarﬁzm mmm wadq g ag 4 (300
4835 . Dattila, 20
14. These verses are taken from the Kashi ,edmop,.pf tbe
Natya Shastra.

_' ‘mxp as the Nygaa- Ihp use of Shadla ui ong of tt

}ggeppmchoqwhhh Was sought‘ to be corrected by the s b-
 stitution of Ni mentioned in thesecond verse.

m,entxoned in  the gu'gh verse evidently refers to a wrong.

.The three notes. of each of, the above-mentioned Mar;anns
correspond to the notes of the Tonic chord of European harmonic
music, which includes the Tonic, the Dominant and the Mediant
corresponding to the Adhara, the Uttara and the Madhya
Amsas respectively, Continuous, sounding of the three drums
almost gimultaneously ¥ was, thqrefore, tantamount to continuous
sounding of the Tonic “chord with the music which the drums
accompanied, This harmome use of the drums continues till
the present day, though the dram for the Mediant has been
discarded, The ancient methods of tuning drums explamea
above bespeak a remarkable sense of tonality which can be
proﬁtably cultivated even by modern musicians!®, 4
.+ The forms of the three ancient Gramas, on which the
aforesaid three Marjanas were based, aré shown below with
their Amsas and correct Shruti-allocations :— ;

~ Forms of the Gramas y
used in the Marianas. '

o e wevw e

- Madhyama Grama S R G M P DNS . '-Mayuti
ol 53 4 3 2 43 42 D
i . * *

Shadja Grama SRGMPDNS- -Ardha Mayur}
: 3244324

* * *
GandharaGrama R G M PD N S R ...-Katmnravi‘.
2.4 34 2 84

|
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16. The prevalent custom among modern mdsxcmns of
India is to always tune the Tabla to Sa, the starting note of the -
Scale, even where it is not Amsa. Least atteﬁtxon is usually



