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Music of samagana
Dr. Rishiraj Pathak’

Nikhil Gaur?

The samaveda is widely regarded as the fountainhead of music. In the
entire corpus of world literature, the earliest reference to music is found in
samaveda. The musical chanting of its mantras, called samagana, is still practiced
today as part of the unbroken traditions going back to time immemorial. It is
believed that at some point of time there were about a thousand of these traditions
of samagana. In the present thesis, it is attempted to discuss on the various aspects
of this sama music, in the context of itsvarious traditions belonging to different
schools or $akhas.

1. As a source of miircchana, jati and raga

One of the famous principles of sama chanting says— pratyekam
sadjabhavena, meaning, the first note of the samagana is considered its starting
note.’ In this way, considering each note as the starting note in “m g R S ‘n ‘D
‘P”, we get various sets of notes based on mircchanas. According to modern
sama musicologists, the various sets of notes produced by doing miircchanas

based on this principle, gave rise to various forms of chanting, which, in turn,
became the basis for later jatis and ragas.
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e m‘ﬂﬁ’ﬁ' (pratyekarm sadjabhavena), 'this important rule must be well remembered, as it

is very useful to fix the vocal pitch of the singer, with the respective tones denoted by the figures,
which occur first in the saman.' Lakshman Shankar Bhatta Dravid : The mode of singing sama
gana, pp. 10, 11
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Even though till sama era, jati and raga were not prevalent in music. But
still, they already existed in their seed form in samagana.” Krishna Rao Ganesh
Mule has demonstrated the different octaves derived by considering each note of
the sama as sadja, which are as follows” -

The starting note of Set of Notes Close equivalent raga in
sama hindustani music
Starting note of samaas | ‘P ‘Dn SR gm | Similar to Jaunpuri, Nat
“p P Bhairavi or Sindhu
Starting “‘P” taken as SRgmPdnS’ | Bhairavi

sadja Suddhasadja

Starting note of samaas | mP Dn S’ R’ g’ | Similar toKhama;j

“m” m’ matsarikrta

Starting “m” taken as SRGmPDn

sadja s

Starting note of samaas | gmP DnS’ R’ | Similar toKalyan

“g” g’ a$vakranta

Starting “g” taken as SRGMPDN

sadja s

Starting note of samaas |[RgmPDn S’ Similar toBhairavi

“R” R’ abhirudgata

Starting “R” taken as SrgmPdnS’

sadja

Starting note of samaas | SRgmP Dn S’ | Similar toKaft

“S” SRgmPDnS’ | uttaramandra

Starting “S” taken as

sadja

Starting note of samaas | ‘n SR gm P D n | Similar toBilawal

“n” SRGmPDN | rajant

Starting “n” taken as S’

sadja

Starting note of samaas | ‘D ‘n SR gmP | Bhairavi of two

“D” D madhyamas (pancham-

°Ibid pp. 71,72

¥Thakur Jaidev Singh : bharativa samgita ka itihasa, pp. 71
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Starting ““‘D” taken as SrgmMdnS’ | prohibited)
sadja uttarayata
Consequently, it can be said that —
By presenting the descending notes of sama in the ascending form,
Krishna Rao Ganesh Mule has demonstrated the manifestation of different ragas
through the production of different sets of notes.

1. By considering the sama notes as the starting notes, this novel theory has been
propounded in sama chanting, which lays a firm foundation for jati and raga
forms in music.

2. The distinguishing feature of this ordering of notes, is that it provides for both
suddha and vikrta notes, which points out the variation in notes as the basis
for ragas.

3. This principle of starting notes can be compared to the thata system. It is quite
possible that this principle of ‘pratyekam sadjabhavena’ of sama chanting may
have been the inspiration for the thata system in Indian music.

4. In this ordering of notes, the similar ragas can be considered as a possible hint
for other ragas also. Various ragas also depend on the prakrti and chalana of
the notes.Therefore, we can derive even more ragason the basis of these
derived ragas.

2.The tanas in samagana

naradiya Siksa and vayu purana describes the various yajiia-related tanas
used in samagana. In bharatabhdsya, nanyadeva also describes the 49 sama-tanas
of narada.

It is to be noted that in naradiya Siksa, there is a fleeting remark regarding

these tanas, but each tana is not described separately.a Apart from this,

vayupurana mentions the 49 sima-tanas by name.”

“sapta svarastrayo grama miircchanastvekavimsatih

tana ekonapafcasadityetatsvaramandalam' naradiya siksa 1.2.4

vim$atim madhyamagrame sadjagrame caturdasa

tanan paficadasecchanti gandharagramamasritan naradiya Siksa 1.2.8

“sauviri madhyamagramo harinasya tathaiva caIsyatkalopabalopeta caturthi suddhamadhyamah
sarki ca pavani caiva drstakd ca yathakramam Imadhyamagramikah khyatah sadjagramam
nibodhata uttaramandra janani tatha ya cottarayata [Suddhasadja tatha caiva janiyatsaptami ca tam
gamdharagramikam$vanyankirtyamanannibodhata lagnistomikamadyam tu dvitiyam vajapeyikam
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However, nanyadeva in his bharatabhasya has described these yajiia-
related 49 sama-tanas for the first timein order of their notes. According to
nanyadeva, the construction of these 49 sama-tanas of narada is based on sadava
and audava jati inmadhyama, sadja and gandhara gramas, as mentioned below" :

e In madhyama grama — 20 tanas

e Insadjagrama — 14 tanas

e Ingandhara grama — 15 tanas
The yajfia-related 49 sama-tanas described by nanyadeva are*” -

e 20 tanas of madhyama grama
o 6 sadava tanas (By excluding rsabha)

1 | agnistomika mP DN S-G
2 | Vajapeyika PDNS-Gm
3 | paundarika DNS-GmP
4 | A$vamedhika NS-GmPD
5 | Rajastyika S-GmPDN
6 | bahusuvarnika (bahusuvarnaka) GmPDNS
o 3 sadava tanas (By excluding sadja)
| 7 | Ekapada IN-RGmPD

trtiya paundrakam proktam caturtham c3" $vamedhikam |paficamam rajasiyam ca sastham
cakrasuvarnakam saptamam gosavam nama mahavrstikamastamam Ibrahmadanam ca navama
prajapatyamanantaram nagapaksasrayam vidyadgotaram ca tathaiva calhayakrantam mrgakrantam
visnukrantam manoharam saryakrantam varenyam ca mattakokilavadinam |savitramardhasavitram
sarvatobhadrameva ca suvarnam ca sutandram ca visnuvaisnuvaravubhau Isagaram vijayam caiva
sarvabhitamanoharam hamsam jyestham vijanimastumburupriyameva calmanoharamadhatryam
ca gandharvanugata $ca yah alambusesta $ca tatha naradapriya eva calkathito bhimasenena
nagaranam yatha priyah vikalopanitavinasa $rirakhyo bhargavapriyah labhiramya $ca Sukra $ca
punyah punyarakah smrtah | |vim$atirmadhyagramah sadjagramascaturdasa tatha paficadasecchanti
gandharagramasamsthitan I' vayupurana 86.38-50

“samagane prayujyante tana yajfiopayoginah' (nanyadeva : bharatabhasya) Thakur Jaidev Singh,
pp- 219

Syim$atirmadhyamamagramam sadjagramam  catudasa .tanadh  paficadasa prokta
gandharagramamasritah' (nanyadeva : bharatabhasya) Thakur Jaidev Singh, pp. 219

**Thakur Jaidev Singh : bharatiya samgita ka itihasa, pp. 221-4
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8 | Vayu -RGmPDN
9 | Dana GmP D N-R
o 6 sadava tanas (By excluding gandhara)
10 | Aupadhika mP DN S R-
11 | Mahavratika PDN S R-m
12 | Brahmacarika DNSR-mP
13 | Prajapatya NSR-mPD
14 | Godanika SR-mPDN
15 | Hayakranta R-mPDNS

o 5 audava tanas (By excluding rsabha and dhaivata)

16 | Ajakranta m P-N S-G
17 | visnukranta P-N S-Gm
18 | aranyapatra (patra) N S-G m P-
19 | Kokila S-G m P-N
20 | Jivaka G m P-N S-

e 14 tanas of sadja grama

o 2 sadava tanas (By excluding paficama)

1 | prastara (prasvapa) Gm-DNSR
2 | Paisaca NSRGm-D
o 5 audava tanas (By excluding gandhara and nisada)
3 | Jivaka S R-m P D-
4 | Savitra R-m P D-S
5 | Ardhasavitra M P D-S R-
6 | Sarvatobhadra P D-S R-m
7 | sauvarna D-SR-mP
o 5 audava tanas (By excluding rsabha and dhaivata)
8 | visnu S-G m P-N
9 |jisnu G m P-N S-
10 | visnukara m P-N S-G
11 | Sarada P-N S-G m
12 | Vijaya N S-G m P-
o 2 audava tanas (By excluding sadja and paficama)
13 | hamsa G m-D N R-
14 | Vijaya N-R G m-D
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e 15 tanas of gandhara grama
o 6 sadava tanas (By excluding dhaivata)

1 | Tumburupriya GmP-NSR
2 | mahalaksana mP-NSRG
3 | Gandharvanumata P-NSR Gm
4 | alambusapriya NSRGmP-
5 | Bhimasenapriya SR GmP-N
6 | Naradapriya RGmP-NS
o 4 audava tanas (By excluding sadja and rsabha)
7 | Vinata GmPDN--
8 | matanga mPDN--G
9 | Bhargavapriya PDN--Gm
10 | abhirama (abhragama) N--GmPD
o 5 audava tanas (By excluding sadja and dhaivata)
11 | samstutya GmP-N-R
12 | Kinnarapriya MP-N-RG
13 | puspa (puspaka) P-N-RGm
14 | Manohara N-RGmP -
15 | kalyanakara RGmP-N-

It is interesting to note that these sama-tanas are related to yajfias.’’

Describing the yajha-related tanas, maharaja kumbha has explained that these

‘yajfia tanas’ are so called because they provide the fruits of various yajiias.*X

In conclusion, it can be said that-

1. Forty-nine tanas have been described in naradiya Siksa, which were based on
the madhyama, $adja and gandhara gramas.

2. There are some differences in the names of these 49 tanas, in their mention in
vayu purana and bharatabhdsya.

3. The names of these tanas denote their usage in yajiias, as well as their nature,
utility and familiarity.

*samagane prayujyante tand yajfiopayoginah' (nanyadeva : bharatabhdsya) Thakur Jaidev Singh,

pp- 219

Pyadyajfianamakastano yo yo'tra parikirtitah .tam tam samyagvidan ganastadyajfiaphalamasnute'

(maharaja kumbha : samgitaraja), Thakur Jaidev Singh, pp. 114
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4.

10.

11

In the sama yajfias, various tanas were employed as part of sama-gana. Infact
there is a correlation between various tanas and yajfias. This is supported by
the fact that many tanas are named on yajias.

These sama tanas were in ascending order of notes, whereas samagana was in
descending order of the notes.

In these sama tanas, a minimum of five and maximum of six notes were used,
corresponding to audava and sadava jati respectively. A possible reason for
this might be that usually samagana was sung with 5 or 6 notes only. Infact in
the ranayaniya and jaiminiya $akhas, only 6 notes are used. Only in two of the
songs of kauthuma $akha, we find a usage of 7 notes. Possibly it is due to the
rarity of sama songs using 7 notes that we do not find even a single 7-note
tana.

It can be said with certainity that $adava tanas must have been sung with
sadava gitam of sama, and likewise audava tanas with the audava gitam.
Whereas, the sampiirna gitam must have been sung devoid of tanas.

In the construction of audava and sadava tanas, sometimes sadja has been
excluded. In this way, sadja has been omitted in all the three gramas. While
there is no problem in excluding sadja in madhyama and gandhara gramas, but
excluding sadja in sadja grama itself poses theoretical as well as practical
problems. A solution to these problems remains a matter of exploration.

In the bharatabhasya's mention of these tanas, the saptaka is not clear. It
seems that nanyadeva was in favour of demonstrating only the order of notes,
giving the flexibility of choosing the saptaka to the singers of sama. It is
possible that on the basis of 'pratyekam sadjabhavena', the tanas must have
been sung considering the starting note of sama as sadja.

The presence of vikrta notes in tanas is also not clear. It seems the usage of
suddha and vikrta notes may have been upto choice.

. Were the tanas sung in various talas? This is a serious question. In the absence

of evidence, nothing can be said decisively. However, what we can say for
certain is that concept of rhythm was indeed present in samagana, which must
have been the basis for singing these tanas.

3. Instrumental music and sama

Some references oflatyayana srautasiitra and naradiya Siksapoint out an

interesting fact that in ancient times samawas performed with vina and venu.

A.

Accompanied by vina
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A reference fromldatydayana srautasiitra says that the alabu vina and the $ila vina
should be invoked and samagana should be done with them.**In the same context

it is said about the two musician wives sitting opposite to the west side of the
sama singer, that one should play the kandavina and the other the

picchora.**kandavina was played with the fingernail and picchora was played
with the mouth.*® The pair of these instruments was known as apaghatila.*® They

were expected to be played with a soft sound.
narada has also mentioned two types of vina in naradiya siksa viz. 1. daravi
vina and 2. gatra VTI_lé.?C But he has described gatravina as sa'lmavinél.?g It seems

that during the times of narada, the gatra vina must have become more prevalent
and daravi vina seems to be have been less common.
B. Accompanied by venu (flute)

narada has established the relationship between sama and gandharva notes on

the basis of venu notes. This attests to the fact that in the times of narada, venu
was used as accompaniment with samagana.

Apart from this, the traditional belief of the sama practitioners is that bhagavana
$ri krsna used to play the sama melodies on his flute.

In conclusion, it can be said that in ancient times vocal instruments like
vina and venu were also played along with samagana. Apart from the vina and

23y 71— - — . — — . i _ . y—q—
'alabuvinapi §ivineva pratimantrayetalabuvine'pi §ilt ca yam

mantramadhijagmatastenedamupagayatam te samamahayaisyata' latyayana srautasitra 4.2.4
®ipacimenopagatin dve dve ekaikd patni kandavinam picchoram ca vyatyasam vadayeta'
latyayana Srautasitra 4.2.5

*"upamukham picchora vadanena kandamayim' [atyayana Srautasiitra 4.2.6 | Thakur Jaidev Singh
: bharatiya samgita ka itihasa, pp. 84

"3 apaghatila ityacaksate' latyayana Srautasitra 4.2.7

'tah pratimantrayeta yam palyapaghatilam mrdukam vadiyisyati saratimapavadyatam dvisantam
taijanitvagiti' latyayana Srautasitra 4.2.8

¥ "daravi gatravina ca dve vine ganajatisu' naradiva siksa 1.6.1 (1** half)

®samiki gatravina tu tasyah Srnuta laksam' naradiya Siksa 1.6.1 (2"‘]l half)
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venu, no other vocal and percussion instrument has been mentioned anywhere in

the content of samagana.

4. A bird's eye view of samagana

N —

Finally, we may summarize the various aspects of sama music as follows

In samagana, there is both a melodic and rhythmic aspects.

talas are not present in sama music, consequently,in ancient times, only the

instruments relating to melody were used as accompaniment, and not the

percussion instruments.

With just the exception of melody based instruments, there is no scope for any

instrument or dance in sama music.

The components of singing are clearly specified in sama music, their names

and respective singers defined properly.

vrndagana is also prevalent in sama music, which was performed by different

rtvijas and yajamanas on the occasion of yajiias.

tanas are also used in sama music, which were performed on various

occasions of yajiias. Forty-nine tanas have been described by narada and

nanyadeva.

On analysing the sama notes, it can be said —

1. There is no definite relation of the krusta et al. notes of samawith the
gandharva notes.

ii. From the point of view of sama notes, a minimum of five and a maximum
of seven notes are used in sama.

iii. But from the point of view of gandharva notes, listening to the singing
traditions of sama at present, it becomes clear that, excepting the
kauthuma $akha’s gurjara tradition, a maximum but also minimum of only
four notes are used in singing.

iv. On the basis of ‘pratyekam sadjabhavena’ principle, a minimum of five
and a maximum of six notes are used in sama, but due to the saptaka and
definite place of the notes being uncertain, it does not seem reasonable to
compare them with ragas.

v. $rutis also have been well known in sama notes, which were used for the
purpose of musical beauty and expression.

vi. mirhda and gamaka are also used in the sama traditions.
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