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SANGEET NATAK

~"f;:r1"f~lf If'lf'C-lr ~N~flrfu '1fu: I

ci F.IT~ Bf~-nrt ~rfu~n<r"Rr ~fucl;r: II

6

(I. viii. 2, 7)

It speaks of the seven notes in music which are the same as the modern
ones, $atjja, rsabha, gandhara , madhyama, p ajicama, dhai vata and nisiida ,

~~~q-n<~ lM+1~T I

~;it ~~q f;:rqTG:: ~~1l: ~q<:: II

(I. ii. 5)

For the Samaveda seven notes are enunciated namely krusta, prathama,
dvittya, trtiya caturtlia , mandra and atisviirya in the descending order ofpitch
as can be seen from the level of the place of origin assigned to them namely
the head, forehead , eyebrows, ears, throat, chest and hea rt respectively.

~~ ~<ff.r pn'l' ~l~ ~~~ ~ I

,,-!GfT~cit fG:""lll~ ~~ ~ 'lllJ'fl:fT: \I

Cfil'O~R ~ ~ri~ l1rrn'Tmt' ~a- I

armerT~~ l[R ~~ fq~ II

(1. vii. 1-2)

The correspondence between the notes in secular music and those in
sacred music is also given.

If: ~T1lm<rt ~lCTll: ~ ~aT1l: ~q<:: I

l:fT firci1lf: ~ -n<q'm~ffil:f~: q~: II

'iffi}i:~~~: ~T qGfQT ;fcl'~ I

tn=OT f.rqRr fq~: ~:~: ~: u
(I. v. 1-2)

According to this, the Samail notes are equivalent to madhyama, gandhara,
rsabha, sadja, dhaivata, nisada and paiicama, This shows four thin gs namely
) ) that the siiman chant is heptatonic, (2) that it has a descending scale,
) ) that this scale starts with madhvama and ends withpoiicama, and (4) that
111 the svaras in it are not in descending order of pitch, but the latter chord is
rak ra being Sa Dha Ni Po.

The seven note s are stated as arising from the three basic accents, Ni
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and Ga from uddtta, Ri and Dha from anudiitta and Sa, Ma and Pa from
svarita,

'i~rn 'f.Ttrn:~~<{rn ~ ~Cfffr I

~Cffmsr+rcrT ~ ~;;n:r~~T: II,
(I. viii. 8)

an idea which we find in the other sik~iis also like the Yiijfiavalkya 5 and the
PiilJiniya,6 though the MiilJ{iakti makes a different allotment namely Sa to
anudtitta, Ri to svarita, Dha to pracita and Ni to uddiita.'

Now wemay examine the observations of the Niiradfyasik~ii stated above
and see how far they are in agreement with the statements in other works and
with actual practice.

If the svarita is the sddhiiranasruti between udiitta and anudiitta, it
will be the accentless form which is but one, and the different varieties it is
said to have will be unaccountable. It is actually a falling accent marking the
transition from an accented to a toneless syllable, and it generally follows the
utliitta to the rise of which its fall corresponds in pitch." Pracaya is the
indefinite pitch to which the svarita descends and is actually the toneless
state.

The distribution of the seven musical notes among the three Vedic
svaras shows the following facts:

(1) The svaras arising from a particular accent are consonants of each
other or samvddins, Thus Ga andNi with their source in uddtta are consonants;
so too Ri and Dha with their source in anuddtta. Sa. Ma and Pa with their
source in svarita have the relation of fourths between the first two and of fifths
between the first and third.

(2) The notes under each accent have the same s"uti value. Ri and Dha
are of two sruti intervals each, Ga and Ni are of three sruti intervals each and
the other three are each of four srutis. The common view recorded in the
statement -

'tRf~i:ld~:qg;'l=1Cf ~~Ul+iq.,.:q+ir: I
'" '" '

i i f'fl'ff<{;r~T MCfT ~"l1 ~CJffr It

in works like the Sangitaratnakiira may be noted in this connection.

(3) The lower tetrachord and the upper tetraehord in the Octave are
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symmetrical in that the four notes in each have as their source svarita, anudiitta,
udtuta and svarita in order.

s
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u
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s
--,
Ma

s

Pa

A

Dha

u

Ni

s

Sa

Here although the notes in the upper tetrachord are of higher frequencies
than in the lower tetrachord, we may take the alignment as indicative of the
relative intervals alone and not of the absolute frequencies. But there isanother
factor which raises difficulties namely the value of svarita. This svara occurs
in the beginning as well as the end of each tetrachord and it may be asked
how the same Vedic accent can have two different values. The mutter is further
complicated by these two values being widely different from each other, one

. below anudtitta and the other above udiitta, We have to find the solution for
this by examining the nature of svarita. As is generally underttood svarita is a
combination of udiitta and anudstra, the first being the former part and the
second the latter.? But in actual practice, sometimes the udatta part rises higher
and the anudgtta part falls lower, particularly when the svara is long (dtrgha
svaritat, These are respectively known as udattatara and anuddttatara. The
first svarita in the tetrachord can be taken as corresponding to the latter and
the second svarita to the former. A steady rise in the frequencies from one note
to another in the tetrachord can thus be noted and the anamoly that the
svarita, which the grammarian considers as in between the udiitta and anudiitta,
as figuring beyond its posit ion be explained. It is this condition of the
anudiitta appearing higher when considered in relation to the preceding note
that is perhaps referred to in works like the Samhitopanisad Briihmanai»
that in several chants of the Snmavada. as for instance in the Parka hymns,
the syllable marked low is sung high.

The PiiriSik~ii of the Yajurveda has a different allocation of the musical
notes among the Vedic accents. $arJja and r~abha belong to anuddtta,
giindhiira and madhyama to udiitta and pancama, dhaivata and nisada to
svarita, perhaps considering the rise in frequency alone, but even here it may
be noted that the svarita is taken as above the udnu«.

(4) We are not able to get a satisfactory explanation for the vakratva
or irregular descent in the latter chord as Sa Dha Ni Pa. Perhaps a change
had undergone either in the Siimall singing or in the secular scale in the region
the music of which is represented in the Niiradiyasik$ii at the time when it was
written where the sixth and seventh notes in the Saman chant were equivalent
to dhaivata and nisiida respectively. It may also be that since according to
several texts, the first fivenotes ($arJja to Paiicama) were substantive in Stiman
and the last two optional;" variation in the latter was permitted.
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NOTES

1. Siddheswar Varma, Critical Studies in the Phonetic ObservationsofIndian Grammarians,
(Reprint) 1961, Delhi, p, 11.

2. Niiradiyasik~ii with the commentary of Bhattasobhakara, Datia , p. 43.

3. Ibid. , p. 43. ~f~m: trofiJT fqf<d I.~q ~~mf.:r, srq~ q'"{d': fhra
fcrfurBrT~Tf.;t'<fTd': I

4. Ibid., pp. 47-49. The wholeof the first Kandikii in the second Prapiithaka is devoted to
the exposition of this. . . .

5. Siksiisamuccaya, Bcnaras, 1889, p. 2.
6. Ibid., p. 379.
7. Ibid., p. 414.

fird'1<i fqf<:ci >rIg: Q"l$Q: 5ffqd'~ I

~ f~~Q"~ ~ <ft:;i tq~~l\ II

8. Macdonnel, Vedic Grammar, p. 77.
9. There is difference of opinion among phoneticians as to the relative proportion of

uddtta and anudatta in svarita, but we need not consider this here.
10. cited by Siddheswar Varma, op. cit., p. 161.
11. Ibid., p. 156.
12. A.H. Fo x Strangways, The Music of Hindustan, Oxford, 1914, p. 264.
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