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Preface

There is a remarkable uniformity in the performance of classical music in North
India, an area comprising various geographical regions, which, in this context,
includes Pakistan and extends southward into the Deccan. There are, of course,
differences in detail —in the interpretation of various rdgs, in style of performance
and in the types and texts of compositions—but on the whole these are only minor
differences. The overall uniformity is especially remarkable in view of the fact that
these regions contain a heterogeneous population—both racially and culturally—who
speak a variety of languages and differ widely in their religious beliefs. North Indian
classical music cuts across the usual barriers imposed by differences of language and
religion, much as does classical music in the West. Nevertheless, many classical songs
have religious texts, both Hindu and Muslim. But religious content is not an essential
requisite of the music, for some songs are concerned with mundane subjects and some
are even composed of meaningless syllables. Just as in Western classical music where
great religious works written specifically for the Roman Catholic Church can be
appreciated as works of art by those of all religious beliefs, so too in Indian music
religious themes often serve as vehicles for artistic expression.

Classical music is not the music of the masses but is largely confined to the urban
areas of North India. It is performed either in concert halls or in private homes.
Its raison d’étre lies in its purely musical content and it is basically on melody and
rhythm that its quality is assessed. While a study of the cultural background of the
people is essential for a social and historical perspective of this music, its appreciation
depends largely on comprehension of the musical idiom, and it is to this end that
the present work is dedicated. It had its origin in a series of lectures given at the
School of Oriental and African Studies, London, to university students who had no
previous knowledge of the subject. At an equivalent age level in India, students would
have had several years of musical study at High Schools in both theory and practice,
and this would have been supplemented by many hours of listening to both radio
broadcasts and recitals. Some of the Western students had not even heard North
Indian classical music until they attended the lectures at the School. Thus it was
necessary to adopt a completely different approach to the subject from that which is
usual in Indian universities. To the Western students Indian music was only incidental
to their main course of study and therefore the amount of time which they could
devote to it was severely limited. In view of this, it was necessary to concentrate on
broad principles and outlines rather than on the details which are the main concern
in Indian music colleges.
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Preface

The critical attitude of the Western student provided a stimulus for the formulation
of many of the ideas expressed in this work. With his training in and experience of
Western music he has contributed new ideas and interpretations; and by his reluc-
tance to accept traditional Indian explanations, frequently lacking coherence, he has
also provoked further enquiry into many topics. The question ‘why’ has been upper-
most in his mind. ‘Why does Indian music have its present form? Why are only
certain scales used in Indian music? To these and other similar questions the
traditional reply—‘because it was performed in this way by my teacher’—has l?een
unsatisfactory. To a large extent this work has been motivated by such ql'xestl‘ons
and attempts to provide some of the answers. In this respect, itis an exPloratlon 1_nto
certain aspects of Indian music which have not hitherto received sufficient attention.
It is hoped that the reader will be stimulated to further enquiry.

Note on Transliteration and Pronunciation

Since this book is concerned primarily with present-day Indian music, terms are
generally given in their modern Hindi forms in preference to the classical Sanskrit
forms. Exception is made in the following instances: (1) the Sanskrit form is used
when referring to Sanskrit treatises, their authors and the musical theory described
by them; (2) the common English spelling is used when referring to well-known
place names and personalities, for example, Delhi rather than the Hindi Dilli or the
Urdu Dehli—this follows the procedure adopted by Vincent Smith in the Oxford
History of India (Oxford 1958); (3) Muslim names, other than those in common use in
English, are transliterated according to the system used in the Bulletin of the School
of Oriental and African Studies.

The Devnagri (Devanagari) script is syllabic and all consonants carry the inherent
vowel a unless otherwise indicated. The principal difference between modern Hindi
and the classical Sanskrit forms is the omission in Hindi of this inherent a when in
final position (e.g. rdga in Sanskrit and rgg in Hindi) and frequently in medial
position (e.g. Marava in Sanskrit and Mdrva in Hindi).

Approximate guide to pronunciation
(based on Received Standard English

Vowels Transliteration pronunciation)
short Ee a as in shut
T i be 9y DIt
3 u 99 33 put
e 1i a Sanskrit vowel, in Hindi treated as a consonant r
+ vowel i and pronounced as in rip (with rolled r)
long T a as in bath
% i bs s SCEA
% i} 1 5y DOOE
! e » 1 gale
T ai in Hindi approximately as in bear (in Sanskrit as
in isle)
gl as in boat
gl au Hindi as in saw (Sanskrit as in cow)
Consonants In English the difference between aspirate and

non-aspirate forms is not generally recognised
whereas in Hindi and Sanskrit the majority of the
consonants have both forms.

13
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Note on Transliteration and Pronunciation

Note on Transliteration and Pronunciation

unaspirated The English examples in this group are accompan- Nasals
ied by a certain measure of aspiration which should = n as in sing
be eliminated for a more accurate representation of T fi y» 5 120 iDL ORiON
the unaspirated Indian consonants. ur n . 5 Funning but with tongue curled back for the n
& k approximately as in baker T n 25 35 HOW
& q derived from Arabic, it is a °k’ sound produced as T m b 5 HIGT
far back as possible, i.e. uvular as against the velar k.
It has no aspirated form. In Hindi, often replaced Semi-vowels Traditionally classified as a group, but in Hindi the
by k. r and [ are treated as consonants.
T g as in get T y as in yet
) c ,s 0, Chat T r the r is rolled as in the Scottish pronunciation of
St j vs 2 jab road
g t! ., »» toe but with tongue curled back S 1 as in light
= d ' 0 L, 5 5% - q v generally mid-way between the English » and w
L T not found in Sanskrit. An ‘r” sound produced by and less emphatic than in never
drawing the tongue back and flapping it forward
a t as in toe but with tongue against the teeth. Fricatives q § as in show
g d - JT— . N N ¥ s in Hindi generally pronounced as above (in Sans-
T p s 5> POL krit with tongue curled back)
B b , 5 bat q s as in sit
q kh of Persian and Arabic origin, pronounced as in
aspirated These can be approximated by exaggerating the the Scottish loch (approximately). In common
aspiration in the examples given above. They can Hindi replaced by kh.
also be illustrated by the fusion of certain words T gh also of Persian and Arabic origin and is the
as below. - voiced equivalent of k/. In Hindi often replaced
kKl kh as in ba/ck hand by gh.
H gh s »» Slajg heap T z as in zoo. Persian-Arabic origin, In common
g ch s mitfch hope Hindi often replaced by j.
Bl jh ., Drifdge hand % f as in father. Persian-Arabic origin. In Hindi often
B th . 5, carft horse with tongue curled back replaced by ph.
€ dh » 5 roald house ,, % 5 Others T h voiceless h, occurring in Sanskrit and Sanskrit
g th not found in Sanskrit. The aspirated form of r loan-words in Hindi
q th as in coaft hanger but with tongue against Ex) m a nasal, which may represent one of the nasal
teeth. consonants, in which case it is transliterated by the
il dh . »» Foald house but with tongue against teeth. appropriate consonant. Where it occurs before a
® ph v 5 leafp high sibilant or a semi-vowel it is transliterated as
q bh v 5 Hutfb hard indicated (m).
& h ,» » perhaps, a voiced h o a nasalisation of a vowel
orlcirzgcrlaéli'sct)lrxer:iscglr-ﬁgcoenddwigtlfiﬁér?é'fégg :;?eghﬁi?cdaglg Sféfﬁé’?;ﬂiﬂft?ﬁiaﬁa";daéilf,‘ig°¥ﬁ’é For a fuller discussion of pronunciation see T. Grahame Bailey, Teach Yourself
English # and d are mid-way between these and the Indian dental z and 4. The Indian 74 and th Urdu, English Universities Press Ltd., London 1956.

should never be pronounced as in English thick, this; nor should the Indian p# be pronounced as in
English physic.
14
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SVAR

ACAL

CAL

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, cach rag 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 be
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, Paiicam, 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 rag 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
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SuppH  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.!

When the movable notes are not in the suddh position, they are called

VIKRIT wikrit—altered. In the case of Re, Ga, Dha and Ni (II, IIT, VI and VII)
they are a semitone lower than their suddh counterparts and are called

KOMAL  komal—soft, tender. The altered Ma (IV), however, is a semitone above

TIVR 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 D», 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 p to indicate komal and %
toindicate tivr, and, where necessary to avoid confusion, b 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 Mag  Dhap Nib

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  Ma¥f Dhab  Nib
0
N —c n
= e e e e e
o L] e e "

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

11n its present-day application the sSuddh 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 lower
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 certain rags. The writer has evidently equated the suddh
of Bhitkhande’s system with #ivr 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.
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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 (ta@r) 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 sit@r and the surbahdr.
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 Asavri he says, ‘Some say that the Dha (V1) 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.1
There is, however, one special case where subtle distinctions in intona-
ANDO- tion are particularly noticeable. This occurs when a note is subjected to a
LAN slow shake or an exaggerated vibrato (Gndolan or gamak), either as a
GAMAK 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
$§ruTt  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 srufi 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

Suddhsvar  Sa Re Ga Ma Pa Dha Ni
Sruti 123 4567891011 12 13 14 15 16 17 18 19 20 21 22
Vikritsvar Rey Gap Mas Dhas 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’.¢ If this statement is applied to the

L 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
svarasthandani nityasal” [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 VIIL.

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

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

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

51t is sometimes stated that the octave contains twenty-four Srutis, 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 srutfis, it would mean
that musicians could not distinguish between rags having a minor third
(Gay) and a major third (Gat) or a minor seventh (Ni») and a major
seventh (Nir), for the difference between these is only one Sruti.
Obviously this is not so. Bhitkhande goes on to say that there is no abso-
lute measure of §ruti available to him and that he recognises that the
position (intonation) of a note in any one rdg fluctuates with the changing
context in which it occurs.!

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 Suddh 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, Ren or
Re», Gas or Gab, Mat or Ma#, Dhas or Dhas, and Nis 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 srufis.

21n 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—yvirtually the same as augmented second—has no bearing on the subject.

A B
Sa Reb Ga Ma Pa DhabNi $a Sa Gab Gaf Ma Pa Dha Ni $a
5 0 =

0
F = —-—J;.:-;*_A.'_.,&’ :@—* & - =
# - e [o— I

[
augmented seconds minot third
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following example illustrating the successive use of both forms of Ni
(VID:?

Ex. 5.
. {3 . " 3 s>
Ni Sa,  Ni® Dha Nl Sa Nib Dha Ni, ™ Ni* Dha  Nij, Nib Dha
: g

) T + T T | T jan ] T ! 1
w@ﬁ:ﬁﬁp’:@' g—i—}—p—&—.—ﬂ-—ﬂl -
CEN G r r—r—r I T & r il

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, Max 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
sAMPORN (complete), those with six, sadav (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 rdg 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 rag Vrindavni (Brindabni) Sarang, for
instance, is classified as pentatonic although both alternatives of Ni (VII)
are used:2

Ex. 6. rag Vrindavni Sarang

Ni Sa, Re, Ma Pa, Ni Sa Sa, Nib Pa, Ma Re, Sa
0 " R — by o

i T r ) {1 s | o i - 3 I 1 1

4o @ "t ®

1 This is often an oversimplification of what actually occurs in practice. The circumstances are
comghca_ted by the fact that musicians have been preparing the ground for this sort of movement in
certain rggs 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
probab_ly fo_r the majority this is something which can be done in a few specific instances, and then
only with nicety,

B KP]\/{ 11, p. 496. Bhitkhande does not explain the exact significance of commas in his nota-
tions of rdgs. '_l'he commas are not used in his notations of ¢z where the duration values are regu-
lated by the tal. In the alap-type of phrases of the svarvistdr, the aroh-avroh and pakayr, which are
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The most important system of classifying rags is, however, in terms of
THAT 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
PAKAR  pattern of notes in a rag is described as pakar, a ‘catch’ phrase by which
the ra@g can be easily recognised. This is inevitably a subjective concept
as rdgs are not generally limited to just one pattern and the ‘catch’ phrase
of a rdg 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 rag. These, too, are subject to

varying interpretations.
These patterns of notes can be described in terms of their melodic
VARN movement, varp. Sanskrit treatises have recognised four types: sthayi—
STHAYT steady,unchangeable; aroh(drohi)—ascending; avroh (avrohi)—descending;
AROH 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 droh (ascent) is a step by step pentatonic movement

not regulated by #dl, 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

Sa, Dha Pa, Ga, Re, “Sa
1

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 Bhatkhande 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. rag Des

Sa, Re, Ma Pa, Ni Sa  Sa Nib Dha Pa, Dha Ma Ga, Re Ga Sa
i 1
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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 vakrsvar! (oblique note).

On the basis of the given @roh and avroh, the rag 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 (I1) are vakrsvar
and Ni» (V1Ip) replaces Nia (VIIs). The terms droh and avroh do not always
refer to the typical ascending and descending lines in a rdg, 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 rag Kamod, Bhatkhande states that the Mas (IV3) is
used only in the aroh, and yet when he gives the typical aros and avroh
of the rag, the Ma# occurs in both the lines:2

Ex. 8. rag Kamod

Sa Re, Pa, Mal Pa, Dha Pa, Ni'Dha Sa
ety

, Ni Dha, Pa, Mal Pa Dha Pa, Ga Maj Pa, Ga Ma Re Sa

i
I

f
¥
T

—
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There is a further complication in the description of this rdg, for although
the Ga (III) is omitted in the typical droh line, it occurs in the ascending
phrase Ga Max Pa (IIT IVy V) which is in the typical awvroh line,
and Bhatkhande describes this rd@g as being heptatonic in both aroh and
avroh. It 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 rdg. It is the latter which we must now discuss in greater detail.

There are two aspects to a note which belongsin 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 Mas (IV#) 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.

(@) (b) ©

% Pa Dha Ni Pa Dha Pa Ni Dha Ni
— e =y
° L N H L N L H N H

(a) N is clearly a direct ascending note.

(b) N is not an ascending note.

(c) 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) (©

Ni Dha Pa Wi Dha Ni Pa  Dha Pa
S
—- 11 i} I
e = L 0
©

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¢).
(c) 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 (II1) 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
. PR | Py
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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 Kamod 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 Max (IV#) in this rdg is not
usually used in ascent, but occurs as a discontinuous, direct ascending note
in the above example.

Similarly, in the rdg 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. rdg Des

Re Ga Ma Pa Dha Ma Ga Re Pa Dha Nib Dha Pa
o — T i t T ¥ — e 1 | "
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Bhatkhandedescribes 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 rdg two notes, in theory, are given greater importance than the
VADI others. These notes are called vddi—sonant, and samvdadi—consonant.
SAMVADI According to Bhatkhande the prime character of a rag appears in the
vadi,! The vadi is that note which is sounded clearly again and again, a
note which is superabundant in a rag.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 Bhitkhande’s own notations reveal irreconcilable inconsist-
encies.4 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 rdgs have
different facets which are successively developed in the course of a
vi$RANTI performance. In this connection Bhatkhande equates vddi with visranti
SVAR svar (or magém 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 vadi, finally returning to the prescribed
vadi without detriment to the rag.6 Thus in a particular rag there are
several important notes which may be emphasised either by frequency of
occurrence or by their use as terminal notes. In theory the vadi 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 wvadi
because it is a feature common to all rdgs and gives no indication of the

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

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

3H.S.P.1,p. 22,

41n the svarvistar of rag Yaman, as set out in K.P.M. I, pp. 487-8, there 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 sampwadi.
Bhatkhande, 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 Bhitkhande’s given vddi and samwadi.
This is discussed further by A. N. Sanyal, Ragas and Raginis, Calcutta 1959, p. 20.

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

6 K.P.M.V,p.49.
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character of a particular one. The same applies, although to a lesser extent,

 TIME tothe 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 uttrang, second portion, the
upper tetrachord Pa to Sa (V to ), or the pentachord from Ma to Sa (IV
to I). According to his theory, in the rdgs performed between noon and
midnight the péirvang is emphasised, i.e. the vadi is in the lower tetrachord;
while in the rdgs performed between midnight and noon the wuttrang 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 rdg Tilak Kamod the Ni (V1I) is very prominent and is
considered the vadi by a number of musicians. Bhatkhande fully recognises
the importance of this note in 7ilak 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 Bhéatkhande’s theory should have its vadi
in the lower tetrachord. In K.P.M. Bhatkhande gives the vadi as Re (II)
and the samwddi 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).5
From the foregoing discussion it is apparent that the concept of vadi
and samoddi is not quite consistent with present-day musical practice.
The terms have been used in the musical treatises since the Natyasdstra
where vadi—sonant, samvddi—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 andfor 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 rdg
at any but the prescribed time. Bhitkhande is not so dogmatic, but states that a particular rag
sounds especially beautiful at a particular time. Some musicians look at this matter in an entirely
different light; they feel that if a particular rag 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. 1, 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. 11, p. 297.

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

S H.S.P. 1, p. 243.

6 Fox Strangways, The Music of Hindostan, p. 114.

43



Basic Elements of Theory

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 (jari).
AMSA These important notes were designated by the term amsa. Bharata, the
author of Naiyasastra, says, ‘That note which is the ansa, that note is 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,
Sadjamadhyamd, 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 samvdadis comprised the consonant
fourth and fifth, while the present samvadi refers to the second most impor-
tant note in a rag, which, to preserve the importance of the vadi, is removed
from it by generally a fifth or fourth, not necessarily perfect intervals,? or
perhaps by a sixth.3
VIVADI The terms vivadi (dissonant) and anuvddi (assonant) are also occasion-
ANUVADI ally used at the present time, especially by theoreticians. Vivddi 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 vivddi as that note which, when used in a r@g, would
VARIT- 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 vivddi, or just those notes
which may occasionally be used by experts, but are not essential to the
rag? In discussing the rag Kamod,5 he says that sometimes Ni» (VII») may
be used in descent as a vivddi note, indicating that it is the latter meaning

L NatyaSastra, ‘Kashi Sanskrit Series” (No. 60), prose following §l. 20, chapter 28.

2 K.P.M.111, p. 612, In rag Pili, for example, the vadi s given as Gab and the samwdadi as Nitk—an
augmented fifth, The same applies to the rdg Mérva where vddi and samvadi are given as Rep and
Dhay. Some musicologists are disturbed by the fact that these two do not form a perfect interval
and give Dhat and Gay as its v@di and samwadi. V. N. Patvardhan in Rag Vijiian, Vol. I, p. 1,
discussing rdg Marvd, says, ‘Reb is prominent in its lower tetrachord (parvang), Dha in its upper
tetrachord (ursrang). . . . Sometimes one also pauses on Ga, because Ga makes a consonant
(samvadi) relationship with Dha. But if this is done often it gives the appearance of the rdg Piriya.
... It is customary to give Rep and Dha as vadi and samvadi of Marvd, but seen from the point of
view of the Sastras (treatises) it is not possible for Reb and Dhah to be sameddi (i.e. consonant) to
each other. For this reason, in our opinion it is proper to accept Dha as vadi and Ga as samwadi.’
These comments reflect the confusion which prevails among musicologists regarding the interpreta-
tion of these terms. A further discussion of the rdg Marva will be found in Appendix B on p. 202.

3 Some musicians also accept the third as samvadi.

4 K.P.M. 11, p. 14.

SK.P.M. 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 rag 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 vadi 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 (thay).

2. Transilience (sampiirn, sadav, audav).

3. Emphasised notes (vadi, samvadi).

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

5. Register of emphasis (sthan-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 rdgs should be performed
and no time theory can satisfy all of these.
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