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Ourselves.

lN accordance with the wusual practice

we are perhaps expected to explain
th'e circumstasnces that give birth to this
Journal-as well,as indicate the purpose
and objects thereof. The need for it,
however, is so well recognised all round
that if in the present case we follow the
custom it is more for the sake of confor-
mity to tradition than for justifying a
cause well capable of sustaining itself. ~

in-the Autumn of the Year 1928, The
Music Academy, Madras was.inagurated
for the promdtion of higher learning and
practice of the science and art of music.
Theugh much good work has been done;
it was fglt that the Academy can func-v
tion more eﬂ?ectlvely and further extend
its sphere of act1v1txes by maintaining a
journal ' of. its own. "It is a matter for
some surprise that except for certain
occasiondl and sporadic efforts there has
not’besn in this country a cmfr]x, periodi-

cal’ ex/:lusiv ‘ely devoted .to music though
the &L\hJec.t is of sufficient importance to
claim a legion for itself. Itis commuon

knowledge that music is one of the most
ancient of all arts. It has charm for the
highest as well as for the.lowest srder of
beings. Its power and pofentiality are
so immense that it will continue to
please, inspire and elevate us for ever.
In India owing to its close association
with the spiritual life of her people who
believe God is where music is, it has
attained a higher level of excellence than
any other art. From this point of view
alone, India’s contribution to the progress
and civilization of the world entitles her
to the regard of all culture loving nations.
Wo therefore, owe it to ourselves that
we not only maintain so rich a heritage
unimpaired, but transmit it improved
and enlarged.

The presént era is witnessing a- great
revival of interest in Indian ,Music.
There is an earnest desire to know what
the great sages and master-minds of
India have ‘said about it. All over the,
country music confercnces are-held® not
only for the expesition of the art but also
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of |.|'lumples and
I'lv cleavage
w s becoming

Iy the discussion
~yoblems connected with it.
vétween theory and practic I?
sPwide that if a gradual dvil+ into chaos
isglo he avoided, a reconcilintion based
ol natural and fundamentul laws
ilhperative. Music having heen made
rortof the official system vl ed}xcatlon
nsw problems connected with the impart-
ilg’ of instruction therein, lwVe arisen

¥4 are awaiting solution. v¢ focussing
icussion on all these and wthor matters
and for ‘embodying the nwults of ex-
Prience, research and shwlarship of
pperts in theory and practiwh & Journal
like this cannot fail to be of Wso-

We lope also in due cowwee to invite
Mutributions dealing wilh systems of
‘Jusic other than Indian. = that our
1gaders may be enabled to wake a com-
i_rative'study of the diffewnt systems
Yevailing in the world.

With relga.rd to the cownteuts of .the
h)urnal we may state thal wll s“l_’JGCtS
Blating to the theory amt bractice of

is

Music in the most comprehensive sense
of the term will come within its purview.
In particular we propose to publish’
select portions from classic literature
with translation if necessary. Original
contributions will deal with the follow-
ing heads :—History of Music and Music
Literature ; Sruthis and Swaras; Ragas;
Thalas; Compositions, their history, des-
cription and classification; Musical
Instruments; Bharatanatya; Natation
and questions connected with the feach-
ing of music: Biography of composers,
musicians and authors; Music Institu-
tions ; Reform of Music and Music Per-"
formances ; , Miscellaneous articles: on
various conngcted topics; Reviews;
Notes and Comments.

The success of the Journal dependsin a
large measure upon the encouragement
which the public gives and the co-
operation which

and worthy of the great art.

HISVYORY OF KARNATAK . MUSIC.

By
MW SOMARAO TATTI, B.A. (Dharwar.)

Tho Music of Karnataka W & VOIy long
'...a;"lition which ‘even reachet
/"éj-historic period. The u. was af
ong time covered with a thick forest, called
‘B¢ Duntaka inhabited. by the original
‘Dravidiens in certain places. One of t'hcse,
iishkindlia,'the capital of “"% Vali was
P:uated in the area of the hoX Kshetra -of
"’.elmxls. or Vijayanagar o

®.agdom of Ravana, the, Daken I\ipg. is

back to the

n e 'bnnks. of

fie Thungabhadra. In the South, the,

stated to have been established in Lanka;

‘the present Island of Ceylon. Ravaha was:
_often ‘trying fo ‘put down the:power of the" .
‘Dravidians in-‘the Deccan and even . thé. §
Aryans of .the north. . His ‘invasiohs on. 3

Vali and Dasharatha are both mentioned in -
the Puranas. I'he Ramayana mainly speaks-
of the three kingdowms, that of the thoughtful.

Aryans of the Solar Dynasty of .the north, A
that of the cultdréd and the brave race of -

Dravidians of the Deccan- and- tl'lgt‘ of t(llnef

the ” scholars and
musicians offer. We eagerly hope that " :
.the response from all will be generous-
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.savage demons of the far south beyond the

Peninsula.

In Ramayana, there are references to
2Music in the courts of all the three king-
doms mentioned above. Lava and Kusd
were .faught to sing the Ramayana and
they are described as having sursg it in the
court of their father.
Lakshmana entered the court of Sugriva,
they heard music played in the barem
of Sugriva, to the accompaniment of the
various musical instruments, such as the
Vipa, Mridanga, Adambar, (the Flute), etc..
Ravana is said to have pleased Siva by his
vocal’ and instrumental] mudic besides
which, he is mentioned by many Sanskrit
writers as having been a Master of Music.

Jn Mahabharat, many references to
Music are fourd in different places. Arjuna
in the disguise o&Brahannala was cngaged
by the Karnatak King of Virata, (Modern
Hangal) as .a teacher of music to his
princesses among whom was Uttara, the
daughter of the King.

From the above facts, it'is evident that
there had been an independent culture of
music among the Dravidians of the Deccan
which even surpassed the Aryan culture in

many respects, This in course of time, .

incorporated in itself the simple and grave
melody features of Aryan music. This is
the most - important point in the history.
Later on, almost the whole' learned class of
the Aryan race, rushed towards the D eccan
to reap the frutit of their masterly intellect,
as this country was safe from foreign inva-
sions, having the sea on three sides and the
mountain wallof the Vind}i_vas on tht nortk;
i-hilg only the warrior class. setiled in the

Aosth which was nvaded by foreign powers
fyom time -to time. . So. Northern India’

When Rama and

became the stage of numerqus Dbattles,
fought with foreigners while the Deccan:
became the school of great thinkers and
scientists who were quite safe from foreign
oppression until the year 1565, °the date
of the fall of the greatest and last Karnatak
kingdom of Vijayanagar, Thus bhaving
developed in isolation for a long time,
Karnatak Music has an individualitj of
its own, and is based on sound scientific
principles.

The development of Karnatak Music
begins some centuries before Christ and,
reaches its zenith with the work of great
saints like Purandaradasa and others of the
Dasa-kuta and Thyagaraja and his suec-
cessors,

We may distinguish three important

- periods in the history of Karnatak music.

I. Arsha kala or the ancient period
in which the art was elaborated
by the native Dravidians, con-
jointly with the Aryan Rishis
like, Agastya, Galava,. Dattila,
Kohala, Matanga & Bharata, who
came from the north' and settled
in the Deccan.

II. The middl¢ age or the historic

) peried beginning from the fifth

century A. D.down to the nine-
teenth ceutuyy.

- III. The modernkperiod.

Of Dravidian culture, no- classical work

‘is available, except a few references, which

are found in the earliest Tamil literature.
The nomenclature in these treati§es is
qujte different from that of Savskrit treati-
ses but the type of theory mentioned ivthe
same s that in. the Natya Shastra of
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Bharata Muni. This is the only ancient
treatise of musical theory, which describes
the experiment of obtaining 22 possible
musical intervals, the shrutis or microtones.
It mernt.ions the three voice registers,
Mandra, Madhya, & Tara saptakas or the

lower, middle and higher octaves respectix
vely. KEach octave contains seven notes,
the maximum number of intervals in am-
octave for producing an agreeable melody.
Seven modes are produced by successwely ‘
taking each note of the octave as the tunda- -

mnertal note. It.also mentions two kinds of
tining as Shadja and Madhyama -Gramas

and also many other melodies derived by.

using different microtones. It treats of

many jatis which in ancient times served,

the purpose of modern Ragas.

As Teriiil theory corresponds to that of

the Netya Shastra with the only difference
of language and’ terminology it is cfear
that both the Aryan “and Dravidian arts
must have fused into one‘common art long
before ..he time of Bharata

this fusion was eﬂ'ectod as many other arts
-and sciences to-day “ure “the ‘result of the
:fusion of Aryan and Dravidian cultures.
Later writers cast théir theory in a simpler

form and left altogether the -complicated
system ‘mentioned in” the Natya Shastra.’
So'Musm as developed in the compara-

tiyely ‘peaceful conditiors of the Deccan
under the patronage and encouragement of
Karanataka Kjngs partook both of the
Dravidian . -love of elaboration and the
Aryan fondness for simplicity and. dxgmty

of mayner. Duaring this period we might

say tliere was only one style of Music in

Indig and this was a551duouslv cultivated
in Kurnataka which thus set the fashion
in {lusic to the whole of-India, just as
religious reformers of KaTnataka ded the

" as the Hindustani system while Southern

“Since the invasion of the Mobhamadans, the
“art of Music in North' India was disappear-

. :Hindustan which had not been known ‘in
v_Il/)dia. before. '

No trace is
available at present as to how and when’

_'came to be its «regular feature. +This

‘Sanskrit for the Northern system.: This "

whole of India in religious inspirations.
With the advent of the Persian art in

India there was a cleavage and Norther
India developed its own system now known

India more or less kept its system intact.
Da.modar Pandita of Sangita Darpana,
Somana’tha of Ragavibodha, Ahobala of
Parijata and many more came from
‘Karnataka. »

“Their works are still extant and show the
great service they have done to preserve:
their country’s art even outside'garnataka.'

ing from the dourts of rulers; but it had a
new lease of li(fe given to it by contact with
the Persian art. In consequence of this
there grew up a new acd mixed stvle m,

This style is the style nowadays known™
as the Kawali style. Hindustani Music:
being thus the hybrid growth of 5eve-
ral cultures, e certain, want of system_'

fact was notmed by the later Mohama.dan'
rulers wha® wereuable ito apprecxate -both
Persian and Indla.n styles as- years*went by
and they felt that. there should be f‘somef
authoritative work wrxtten ‘to put the" exis- )
‘ting Music on a scientific basis. Pundari- k
ka Vithala bears w1tness to this fact and'_
-he has given in hls work an exact plcture"j
of the situation.: ‘I‘he Verse S'mtyasmln"
Bahddbe ' in the -introduction of his' work:;. ‘
Sacragachandrodaya testifies to the.fact
‘that there was no authorltatl\e work in

fact was notlced by King Burhankhfn
(1590-1599) who' oxdeled Pundarika. Vltl_: 1
to wntea.book weldmg the old .and . maw ?
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svstems into one with citation of aceredit-

ed authorities for the principles and their
application to practice.

Another piece. of evidence of the same
type is found in Ragamanjari which the
same author wrote (See verses Aganitaga-
hakd and Shuskangidhan) when she was in
the service of two great Rajput noblemen'/
in the court of Akbar namely Madhava-.
sinha and Manasinha.

Bhava Bhatta wrote three volumes on
Music entjtled Anupa Sangita Ratnakar,
Anupa Sangita Vilasa -and Anupankusha,
He wes attached to the court af Anupan:”
kusha son of Karna Sinha His father
Janardan Bhatta, alluded to below, was
a court Muscian of Shajalmn (1628-1666).
Bhava Bhatta used the Southern termino-.
logy and reduced the Northern system to

order.-

The above facts go to prove that Karna-
tak Music has comparatively maintained
its purity. 1t had already in it harmoni-
ously fused together the peculiarities of
of ljravidian and Arya.n civilization. High
class Hindustani as -sung by .great artlsts
and Ustads does not very .much- differ in
ma.nne ~fand style from ‘the Karnatak
system . Ftis thehghter 51de of Hmdustam
Music whlch'seems to present such a con-
trast to the spirit of Karnatak Music. If
any one wants to hear Indian Music in its
classmal punty as it ;xlsted before its
admixturé with the Mohamadan clement he
must go’ to the Karnatak system for it.
It has pxoduced numerous. Pandits who
were honoured even in foreign courts.

In modern times Hindustani Music has
ceased to grow and has positively suffered
,nwl.'rf‘ lack of system and organization.
_.\s Karnataka was far away from foreign

.were observed and respected.

5 5
influence and as peace prevailed in the
Deccan, Music was patronized by many
Rajas. Musical theory was worked out ina
systematic way and popularised throughout
the Deccan. In so doing, the principles
laid down by classical Sanskrit writers
It was for
this reason that even northern Scholars

.adopted the standardized Karnatak me-

thod for constructing their system. The
Tamil nougeﬁélature has altogether dis-.
appeared from the land and musical
terminology is entirely Sanskrit as uséd at
present. N

The most important writers on Musie, of
the historic  period, are Sharangadeva,
Kallinath, Ramamatya, Somanath, Venkat-
amakhi and Tulaja Rajendra. . Of *these
Sharangadeva is the most ancient. The rest

‘may be regarded as authorities to the

current practice of the Karnatak system.

This period is remarkable for tbe enor-
mous amount of literature produced by
many great writers. The first,%he greatest
and the most 1mportant work, was written
somewhere between- 1227 A, D.and 124
A. D. This is Sangita Ratnakar by Nissha,
naka Sharangadeva. He was employed in
the courts of a Yadava King . named
.Singhana who ruled between the .dates
shown above, in Deogiri (modern Doula-
tabad) the then capltal of the Kdrnataka
Kingdom. His grand father was a native
of Kashmir who came to the Deccan to
seek patronage for his Iearnmg in A7 D'
1187. Sharangadeva was occupying the
post of his grand-father o the Raja's court
when he wrote the Ratnakar. - He is the
greatest authority on Music and all suc-
ceeding writers have tried to follow Ii x'm

His essen

from Rhara

tisl principles were adodted
te, thongh by his masterly intel-
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this saint and singer, art became as
Dr. Coomarswami has described “ an inte-
gral quality inheringin all activities, enter-
tained by all in their environment and
«produced by all in proportion to tae vitality
of their activity.” )
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ligence hedeveloped a coherent system of
theory which once for all laid.securely the
basis of natural laws on which the art of
Music must rest. This theory, in essential
outlines} is almost as we find it to-day.
This fact shows that he appreciated the
‘beauty of the system of Music that prevailed ) )
in the Deccan and evidently had a long If it is true that Purandardas systema-
tradition behind it. He does not makeany tized the Music of his day, his system'
mention of the Northern style of Music. might possibly have come down to us as.the
'Afteyhim there came many authors who. ‘Hanuman Mata.’ Hoe_it was who popu.-’
have left a rich literature on Music and® larized the teachings of Madhwacharya who
most of them seem to belong to the Deccan. is believed to be an avatar of Hanuman.
. Among the Musicians of Karnataka who .No work written on Hanumar Mata 1s
went to the North are Gopal Nayak from “ however af present available.
Doulatabad (Deogiri) and Pundarika - '
Vithala who were entertained as court .,.‘ Karnatek Music reached its zenith at
mus ¢ians by Alla Uddin Khll]l and Bru- the time of the Vuayanagar Kings. The

hankhau respectively. Akbar mamta.med great commentator Chatur Kallinath who
in his courta great many Southern musi: wrote his Kalanidhi on Sangita Ratnakara

cians. Janatdana Bhatta was one of the and Ramamatya the authof of Swaramela-}
His son kalanidhi were in the cotrt of Vijayanagar:

‘court musicians of . Sha)ahan X ;
was Bhava Bhatta who wrote some books Vyesaraya Swamis the Guru of Purandﬁra
on Mnsic. To-day wherever Karnatak Jwasa tutor t° the King °f Anegundi.:
Musm is loved and practised it has worked-

a huge revolution in l:eﬁmng the tastes of :

. _(_!-_

—

‘All the':e Pdndits’ went to 'the South forbﬁ_

Yeafet:y when VlJayanagar fell in the hands §
mxlhons of common folk. There is hm'dly~ "of the Mohamadans . and contlnued their

' hte
: «:plelrson in the Soutth who flsTEO:, ierl;ga to(: %work amongst. the ;Telugu people. Then .
ohear -a composr ton” o yagaraj came out yVldwams like. Venkatamakhr the

Purandardas s and - who cannot follow it quxte “Fauthor of Chaturdanlerakash’La the most ¥

easﬂy. “It-is the land ‘where there is an ¥ )
1 ¥ 3
‘extensive spread of the taste for Muslc and - »fvaluable authonty on Karoatak™ Musw

TulaJa Rajendra the lung of Tanjore wrote ;
where good Mu=1c is not 3. rare commodlty
s, Sanglta Sa ra.mntoddhara. The composmons F,

“The movement o"lBhaLh lmtlated by of Thyagaraja have materially enriched the §
Madhva singers®in the beginning of the 16tk .. Karnatak Music.”, Ma.ny other. ‘composers
century produced grezlt. composers. Of these ‘such as Muthusamy Dllemha‘r Syama : -
Purandardas (1560-1550).7 was the most Shastn Subramanya Iyer, ~Sadasiva Rao ¥
illustrious. " “His ‘Gitas’ form the ﬁrst ‘and others have ably maintained the 3
exercises in the <ystematlc lezxrmn'1 of the g tl‘ddltlon of the Karnatic syste'n up to the

South Indian system. By the!labours of present day.

1

INTRODUCTION TO
THE STUDY OF BHARATIYA SA NGITA SASTRA.

BY

MR. HULUGUR ERISHNACHARYA.
Bharata Sangeetha Shala, Hulli.

PART—I

" “The tradition of Indian Music goes back

to the pl’e-Christian era. .
'.from the Vedic period may .be shown by
quotations from the vedic literature i.e.’

as.

That it_starts

Brahmanas, Upanishads and Prati-Shakhy-
This &f course does not mean that_ it.
then €xisted in the same highly*developed

form as at present ; but that the dim begin-_

- Vaidikas- were called Sa-ma- ga-hs

Cre citalion was called Gitllikia

undergone many changes and

ning of theart can be traced from that”

period. Since then upto the“present it has
improve-

ments.

The ngveda does not always seem to

have been recited with Udatta and Anud--
atta swaras as we now know it, but was"
 once recited plamly,

Some of the Valdl-
kas later began to recite the _passages w1th
a uniform sound as their tomc and" even_,..
used some graces ‘of hlgh and low notes.

*"These were a.fterwards fixed and th1§ helped 5
from 7 to 10) which corre#bond roughly to

a group of,remters to reolte the’ hymns in‘a
uniform:- and acrreeable nlanner These(&
By
virtue of thelr mode of recxtatlon they- had
an advantage.over the rest and thus allin’
course of time came to adopt the accentual'_\
method of recitation. -
still further cpntinued.
recitation was called Archika, and a 3-tonal
This mo‘do'

~ A ‘single tonal-

'y adopt—*d In thm way came tne di F‘er-
iati'on of functions of the “ Hotru ~, and
“who helped in the performance
"This- improvement - was "spe;

el .
Udgatiu '’
of sacrifices;

This process ‘was _,’
’ rec1tat10n combined with a note as drone

cially called Samika which used more than
three notes. Rigveda weas confined to three
notes only, while the Samikas developed
? (beir system by adding additional noteg and
hence aerose * Chatuswari, Panchaswan,
Shatswari ard Saptaswari gayana” (Tetra-
tonic, Pentatonic, Hexatonic and Heptat-
onic music.) The seven notes in the Jast
mode were at first known as “ Utkrushta “or
krushta, Prathama, Dwitiya, . Tritiza,
Chathurtha, Mandra, Swarita or Atiswara.”
While this process was going on it was
probably noticed that at a certain degree or
pitch the tretrachord with a drone was very
pleasant to the ear and this effect encour-
aged them to take further notes to make 2
tetrachords complete, one high and one Jow
which in other words“means the completion.

‘ofa. scale of 7 notes.

......

tour Gamakas( Vlkara, Visiesha, Vlkarsh-
‘ana, Abhya:a Vlrama, and Stobha). '

A few relevant observatxons may here be'
made.. . .
At an early stage it was noticed. that a

!:made a very agreeable effect (Thls is the

‘pl'nmple of Vadntva")

A tetrachord of settled pitch is sufficient
for securing harmony with the drong in
different relations and creating melogdy,
(Anuvaditva and Samvadlt\‘a,_Gana or
Alap‘t) ‘
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The highest and lowest notes of the
tetrachord are the chief notes of the scale
to constitute consonance.--(Samvadi).

The two extreme notes are equally har-

Shadja panchama bhava "=swarantara). .

If one interval of a fixed pitch . higher “or
lower is added to both tetrachords, umson
takes place, (“Dwigunabhava ") with the
extrame note or vice verse.

Two tetrachords and one tone make-a
complete unit called the musical scale and
the tetrachords agree with each other when
sounded.together—* Vadi.””

The effect of this phenomenon proves
that one ¢an experience the same sense of
harmoty by uging both drones mstead ‘of
one, the lower or the- hlgher separate]ypr
still one more octa.ve lower or” higher -to-
gather. (Thre means * Avarta and Mand-
ratara Vyavastha. ).

It is clear from the’above that 1the two
intervals ,of.consonafice of the' ‘%etrachord
are of the same value and effect: wh,en they
are tested reversely beca.uso - }?;’ ie of‘thé
same ‘value with ¢8 ",n.bove,
sarne ‘valua with .** M ' aboye; and hence
"M ls of the same value with &S
or “ S \J of the sene eﬁect w1thf:\
Therefore the following- iequahons maybr
put down.

Sa ma+Pa. sa+ Ma pa=1 octave
Sa ma.+Ma pa sa—l octave
Sa'ma pa+Pa. sa=1 octave

In other words, two Chatuswaras and
Swarantara=1.Octave.

Notes tested by the observation of efrect,.

on. the ear of sounding them together were "
named “Vadi” for the relationship of an.

octave or unison, and “ Samvadi

scale.

By a progression of notes tuned by the
monious with the drone (and its Octave) “‘gamvada- dvaya'’, 22 Shrutis were obtained
and still they have no quality of unison and Iater on within the limits of an octave ex-
80 they are different. (*Samvadadvaya -9," - cluding ole of the two fundamental notes
forming e unison and thus musical scales
were settled. This progression is pot clear-
ly mentioned in any dncient Vedic Litera:

It starts with ' Rukpratishakhya "
“ Yaénpvolkyas}ksha *".and “ Panini-
Ma;
Pa,” are Swarita, which means that .they
‘Further,
- development and application of this idea of
. “Samvada-dva(ya."

ture.
and
siksha ™ where it is stated that(" Sa,
are syrnf)'athetically related.
are not found in any
writer until the time of *Bharata ™,

Bharata gives a complete theory of into-]

nation and of scales Ne.later writer, has

contradicted ‘ the. theory and- tradmon of

Bharata-Mata which is now.: preva.llmg
throughoutslndla
wasg estabhshed&.by “Bharata “with #the’

Melodrc prmc1pfe of - ‘Swarasamvada for
i

Ragalepa IR

Laterpn the ‘same. theory was justified
by is ’h'anka.!‘ Sharangadeva in his
Sangltaratnaka.ra

om menta.tor ‘Ka]hnath
\

All the - succeedmo‘ wnters have, com-_

mltted many*vmlsl:akes m explammg‘ thexr
own theory of Musxc ‘usmv Bherata 'S and
Sharangadevas termmolowy If the “ orks
of Bharata and Sharaﬂnga.deva are nealected
throuc'h inability to mtelpret them it \\111

be a dlfﬁeult task to p]ovrde works of snm-fv i
lar meritin these days. :
‘of any work which will’ crd-'e ‘the. sn'ne’
-reverence on the part of the hubuc as tliece i
“books have done for many. ce,{ tuues. 2 g

" for con:
sonances of the fourth and the fifth in the

‘taries.

A complete A S(hence‘

‘endcby his learned

The.e is no hope
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The neglect of such works for want of
proper interpretation has created as many
styles or Matas as there are individuals;
and this is more.felt in the North than in
the South where Bharata's system hase
stood steady although it has ceased to.ex-
ercise any very brilliant inﬂuen.ce on the
rest of the Country for the last three cen-
The Southern style though it
professedly follows some classical authonly
and believes that it alone has got the sanc-
tion of true tradition® behind it, has not
acted up'to its great idea and tned to popu-
larise the eystem throughout the whole of
Irdia..Hence it has remained as if confined.
to some _conservative people. living- in -2
corner -of  the Country. Though the
Northern Music has not developed on the
traditional lines yet it has influnced and is
influencing even South India.

Many Southern Pandils like Gopala Na-
vaka, Ahobala Bhavabhatta and Pundarika-
have wr{rtten treatlses on Musig-and upheld
‘the namé of Karnataka in the ﬁeld of musi
cal learmng,‘ though they served under
Mohamadan or Indlan Rajhas of the North
_Even'Bharata, Sharanga.deva and Kalhnath
who helped to preserve ~the qunty- oi
ancient Musrc by thexr works belong
I\arnataka” It 1s a. most Iegrettab'le fact
" that’ althouc'h - every musrclan : from
I&a’ranataka cla.lms that hlS tl‘adlthD has
come down.frorn these peOple,,he neverthe-
less.. n’blushmglyd admlts that: he As
wnorant “of the theory set forth “byr thosa
wnters

If Music is to be made equally agreeable.

t« both the schools ‘of the North arid the
' South, 'the literature on the subject should be
c"'e.uuy gone through and a thorough-going
s:udy_.of_. both systems should be made to

~about
.combinaiion of the Khyal and Tumari

acquire the ability of exhibitingsthe art in
ils proper spirit and to show the defects and -
merits of each. This must be done with a
mind free from bias and in liberal spirit and
every statement should be backed up by
reason and sound principles.

The chief points to be considered are:-
the cur_rent musical compositions and their
nature, the ideal or goal of both systems, the
principles on which the art is based and the
lines on which it should develop, the sup-
port of musical literature and learning;and
the -changes due to contact with foreign
Music and Musical Instruments.

The present Hindusthani Music has three
styles and they command different degrees
of respect partly on account of greetor or
less degree of purity with which thev main-
tain the ancient tradition ard partly on ace
count of the greater -or ~less preclslon and
defiiniteness charactensmg them. - These
may be described as ‘the Dhrupad style,‘the
Khyal style and the Kavali stylg.

The Dhrupads are poetleal and musmel}
composrtlons of the oldest type.*,'Thumrles
also. are composttlons xﬁgfv& the- samie
penod. Tarenas Cbaturangas, Lakshana-
gltas and' Swara.wartas ﬁizll‘belong to Dhru-
pad <ty1e -The su"bJec‘t matter of - Dhrupad-
1s usually of an exalted ty'pe, Buchns the.
praise of God Bhakt1 and §00D.- Thumnes_~
sing .of the pure love of the Goples of
Brmdavan and GoLul for Knshna..
Dhrupads have a; tradrtlon *which reaches'
down _to Bharata

The Khyal style dates’ from tha 16th
The Tappa stylé also dates from
This style isa

century.
the same time.

styles. Then an altogether new style calne
into existence and was called the Kavali
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style whick gave rise to the very popular
compositions called Gazals mostly in Urda,
Dhrupads possess all the characteristics
of careful and methodical composition

. . . .
according to the rules in musical treatises.

and the Music of these compositions is of
the highest class. They bear the qualities of
the Shuddha and Vikruta Jaties described in.
Sangitaratnakar which Jaties came after-
wards to be called by the name of Ragas;
and Thumries possess all the “characteris-
tics of the Sankirna Jaties which fact will
be established in the last part of this article,

Before the Khyal style came into vogue,
the Dhrupad ringers used to do alapa of
Ragasav is done now-a:days on instruments
like Yeena, Sitar or Sarangi. This alapa
bhas the "same -appealing effect on the

_audience as Khyal singing has. . It was not
devoid of Laya. Jnst as a Khyal develdpes

in time, so the Dhrupadlya s-alapa used to.

pass through three s’tages of timing, Vilam-
blta, Madhya and Druta and sometimes

"even to the accompaniment, of che Mrudanga_
or Tabala. When the. Khyal, style reached'
its full development the alapa eystemv

known as “Nom;Tom " dlsappeared ‘but
musrcal nstruments llke the "Bina. have
.still kept up’ the system.

Thé Kawali' style ‘1s an aamlxture of
Persmn melodies wrth Indxan ohes The
language and;’ poetry dre of ‘a’ pecuharl
new type._ ';hcy are composed ‘in & ]an

purelr( Indian. The ~ Gazals are ~parti--

cularly appreciated by the Moham.adan"

pubhc*.-as -the - musrc in".them is su-
borhmate to the phllOSophlcal and. poral
triiths expressed in them:*In A,the

gentury many . Kavahs‘a_hd‘.
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?:"South Indlan ‘Music to- day. == Its

zbeauty as; 1ts sxster art. Butthe environing
,guage -in which ' Urdd and " Persmn aré g condltlons and circumstances in’ which it is

mixed while -the clanguage of Thumnes 1s-” placed are not the same.’

last |
Gazals -

10

were composed by Hindi poets in Hindi lan
guage,
popularity in North India, Bengal,
Punjab, Gujarat and even in Maharashtra
@nd it hes had an unfavourable influence
on the spread of classical music. :

One reason why Hindustani music has
been able -to preserve its excellence is
because foregin instruments bave- not had
a damaging effect on it. That however is
becoming a thing of the past. The univer:
sal introduction of the harmonium for,
dramatic music may be said to. mark the
commencement of the degeneration .of our
music. It bids fair to oust all our'indi;
genous- instruments—which would mean
the complete dastruction of our music with
all its delicacy, grace and melody. Another
defect is the want of a good scientific work
fully treating with the’ theory and practise
of music which could nge an authontatlve
lead to the country.- However. much the
-taste of the commeon people has been sponlt
by the ha[momum and other causes, the
cultured class will not surrender its love of
the highest type of music, the Khyel and
Drupad style of classic- tradltlon which is
still the ideal music of to day. .

Let us now.cast a glance on_the state of
ideal
is the® same as that of the Hindustani
system‘ it. loves ‘the same excellence and;

I‘s Al'apa. system
~is somewhlat dlﬂ'erent fxom tl.at in the
North It is xmpatleut of the slow 'novelm.l;\tt
Whlch characterises the initial stage of §
~the N01thern Alapa i It Gevelops ordinaril
Jn’ Madhya. and D\uta. Laya.
m"s"'al_ compo_sltllonk in Vll_amh_lta,‘Laya,;

Tt yeants!
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like the l{hayls and Drupads of Hindustani
music. All its richest compositions called
Kirtanas and Kritis have been composed
in the last two centuries most of them being

" sung in Madhya laya and Druta laya. They,

are sung in particular- set variations and
are not used for mixing the skill of the
Alapa or the art of melody.

“ The -pallavi however offers some
chance ‘of fulfilling these deficiencies
° and for combining the art of Alapa with
that of Laya. But its advantages are not
utilised in that way.- Besides, it is not sung
in all the Aumerous Ragas in which it might

o’

" be sung, because Pallavis are nct the pro-

duct of the -skill end inspiration of any
* Vaggeyakaras

On the whole it should be understood
that Raga smgmg, the art of mixing the
Alapa with Laya is the most perfect form
of the Karnatak® as well as Hindustani
33 stemv “of music. It may be noticed that
the Pallavisystem has got the same features
_as the Khyal system - but the delicacy and

“the grace of the latter have yet to be m- 3

corporated 1nto the former. «

. The composulons called Varnas are.'_
agreeable to hoth the systems ‘and possess all ments into “ Gltanuga, ,,Nnttanuga and
the technlcal features sultable for- the)&

._mstruments (cymbals)

"VInstruments like the - flute and stringed

(1tvelopment ‘of the Alapa be51des bemg
" the most anclent of the composmons. W

o
The Southern system will * do well t

~ Bed-.
adopt: all: the,lO or’ 12 feﬂt“res descn ®icother means whereby the’ tlme of. the musio

in texts as the' charactenstlcs of Ragas,

such . as the 'Vadl" and ‘“Samwad vy
notes; Alpatwa and 2 Dlrghatwa :
- the Ansaswara, " “Purvanga® and

" uttaranga ', as th01ou"hly as it~ adopts

Arohavarolna and “ Variva- uarua

L

, Apother lgss obvious factor in the oeve-

'‘spment of any system- of music . is the_~-
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kind of musical instruments it invents and
uses. It ought to be well known that ins-.
trumental and vocal music react on each
other.

All musical instruments may be divided
into four classes. ‘“Tata” stretched
(stringed instruments) * Vitata " extended
(drums and the like,) “ Ghana "solid (cym-
bals and the like) and *“ Sushira’' holed
(flutes and the like). They may also be
divided into “Shuske and Snigdha". The
“Shuska * sort is a rough and ready made
thing for temporary use. The latter
“Snigdha” is again divide2 into three class-
es “Gitanuga, Nrittanuga, and Dvayanuga".
This was the ancrent classification and 1t
will help us in our present discussion.

Singing is chleﬂy the art of combmmg
musical sounds in ‘a .pleasing manner.
Dancing expresses the thythm.of movement
by beats or: measure of tine.” A’ combina-
tlon of both these arts ~came to be_ called

“ Sangita.” ‘The terni as undefstood now
does not necessanly mean a combination
of dancingand singing-butexpresses the two-
" fold nature of musie, namely melody ‘and
rhythm Hence the classification of ‘instru-'*
The. Mrudanga and Ta]a
‘are’ Nnttanuga.

Dwyanuga

“*instruments played by a bow are Gltanuga.
These have no arrangement or stnngs or_

-could be: marked “Vma, Satar ete.-are,
"Dwayanuga . Hence » the excelleuce
~-and respect which these mstruments, have
always even in- Vedic times, possessed
Vinas too may ‘be further divided:,into
“Sakala and Nishkala." Sakala are tiose
“hlcn have the arraubement of a drone and R
also sympathetl‘c strings. Thls is the 1deal

"
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form of musical instruments and an in-
-stance of suchis the Satar. Sarangi is a
rich toned musical instrument intended for
accompanying vocal music. It has from
24 to 50 sympathetic strings including the
drone, and the timing strokes are very
- gkillfully made by means of the bow. Its
popularity is amply justified. It is not a

new invention but a form of the ancient. - ]

Vena of Vedas or the Mattakokila of the
historic age of Sarangadeva which had 21
strings. There are some more species of
instfuments like Rabab, Sarod, Swara-
mandale, and surisingara in North India.

.The history of musical instruments is
very interesting and it cannot be written.
in a few lines. Instruments played "by
pluckmg were called informer times
“ Aghati” and those played with a ‘bow
were “ Dhanwi.” The instrument described
-as the Vana wlnch had lhuodred strings is

supposed to have been like our Swaramandal )

but it is mentloued as having been played
with a bow (Dhanu or Kona). This means”
that as it is nof possrble to play all the
strings wrth a bow some of them must have
<been used as playmg strmgs and the rest

corrupt form of Saptatara or Satatara as it:

too ‘has the _ same’ hurpber of Chanting
: strmgs.; The Vina had some other names.
too i.e, L
e Vrpanchl thh nine strings. The corrupt
forms : of Chltra. are
and | then Srtar Chitra Dbecame. ‘Sitara -
and - Sapta tara became Sater both

meamnﬂ the same Bormerly the Vma
or t,.le BSatar had no sympathetrc strmﬂb
Bat in recent tunes there .is a great

‘demand for' imstruments ‘,\Vll.ll
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[Lcorresponds exactly to the present Bina,

' during the time of Bharata was done by}

“tHat any number of mtermedrate notes

‘number of Shrutis and the pitch of,‘th'é

"‘Chltra " with. seven strmgs and’ »e,was taken up and’ worked up into a sxmple
Chrtara, Sitara 1"da.ndlprakasrl\a.

“mental musi¢ was not ina

Taraf .theory and pr._otlce th"eUlr:\' 'md his WO" 'i
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(set of sympathetic strings) which is an
improvement in the right direction. The
form of Vina called “ Rudravina " describ
ed in Sangita Ratnakara iy the 6th canto

In 1550 Ramamatya wrote Lis Swarmela
Kelanidhi. His description of the. Rudra
Vina corresponds to the description in
Ragavibodha of Somanatha. The only
difference consists _in the tunirg whick

means of seven chanting strings tuned m
succession to the 7 notes of the Gamut.
This fact may he.proved by the description
in Ratnakara. ’

Sharangadeva while explainiug the cons-
truction of thg Rudravina requires us to
adjust 14 frets to Shuddha notes in all, to
complete two Swarasaptakas and states@

requlred for playing may be adJusted with}
proper mark of division i.e. according to the¥

‘; Shratis required by the player. This fact:j
means that dufing the time of ‘Bharata the ‘
Ragas (with their mode ofdeﬁmtlon as_:at
present} weore not in force but that their g

explamed the™ anclent Grama:}§

qhovv.ed the way to a new method called
‘Mela-padhatx " ot (Jatxsadharena) whrch_'

form “by Venkatamakhr in his “Chatur-
: There wnll be an objec-
tron raised by some people here that mstru- i

the time of the llatnakare This is absurd.;
Sa.ran"'rde\a 1 as very ably and skiilful ‘y
]mked the ar}oront and the then’ cary Ejbr‘

erfect form at"
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is a‘con;plerte exposition of principlesand a
thorough going application to practice as
is done in the case of the 72 Melas by
Venkatamakhi.. In the case of the Rudra-
vina he has provided only for 14 frets and,
by means of them all the melodies could be
played perfectly by adopting Bharata’s sys-
tem of tumng This stnkmgly contrasts with
- the present practice where we have 12 notes
in one oetave and s0 24 frets in all.on the

« soundboard. How they managed only
*avith 14 frets has been upto now a mystery.
Remembering what was said above about
the Saptatﬁlntri‘we can now easily under-
stand how it was done. o

We know we get different scales or Thats
it westart with different notes of the octave
as our tonic or "Sa" and repeat the
succeeding notes to complete an octave:;-
the very same process was followed by the
ancients, to get the proper Murchana, and
the seven strings were tuned to the exact
pitches of the 7 notes  of the Sudhasaptaka
of Bharata which produced exactly the?
"Murchanas. .The seven strings above the
frets completed one scale and the last
string ‘'had_to produce two' higher octaves

mtended for sympathetic resonapce.v The ;*.«purpose was served by’ Shuddha, Ylkrlta. d-on fourteen frets’ thus 'inaking inall 22.
- A

anclent Vina vrfas called Saptatantrl, as lt b Sansargaja. and Sankrrna jatis. Sharanga-

had seven strings. The present Satar .isa “’ % deva
“'Murchena. ‘method - of Bhara.ta and elsoj}

not. been sbrought to - light by modern
writers-who are naturally put oft ' the scent "
by the present _system !of ‘tuning: wrth its.
fewer- playmo strmcs and the 1" frets
chromatlcally fixed. - :

the present arrangement ought now to be
“lear. The ancient arwn"ement had seven
laying strings and 14 frets._ The modern
rrangement bas 4 playing stringe 2
c:ts,"j-;There were three more sirings ia
:!_e'old‘ method and there are 10 more frots

The differencs between the ancient and’

-as on the Rudraveena or

nd 24 - quickly.
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in the new one. The ancient® system re.

quired a delicately trained ear; the modern’

requires delicately trained fingers. This
knowledge will help us to solye many
problems some of which will now be con-
sidered. We have sufficient evidence in
the Ratnakara to show that -the present
system of tuning has come down to us
through the labour of that great author.-

Indiginous stringed instruments have not
very much developed in South India - _both
in point of .variety and complexity. - The
present Veena used in the South is a-modij.*
fied form of the ancient Kachchapi Veena.
This must be a later torm of the Rudra
Veena as it is not mentioned by Bharata
and Sarngdeva but is mentioned by- later
Writers like Somanatha. Accompamment
to Vocal music is dome by the *Violin
which is not an indigenous instrument bus
imported from the;West not posseﬁsirpg‘,all
the qualities mentioned: in the prevrous
paragraphe -It uses the Kampa {a kind of
tremolo) form of grace much too frequently,
The quality of its tone is described as
.rather hard and small than soft and loud
_It has no drone .strmcrs nor- sympathetro

notes for:three'octaves.s This arrangement X ones ' When and why it began to be used

of the andients" ‘has,to. m ~knowledge,” -
¥ nowledge, ~and the great populanty which it possesses

" with qu]lc lovnrs in the South Is extraordi-

for Indlan Musrc are notdeﬁmtely Lnown

nary It Is, usual v the achompamment of

L e fas
A word “now may be

the Saraswati Veena. ‘The
this instrument are Tot -

v
A3

said. about

notes on
so - prolonged
the Bina of
die out comparatively
Gamakas are to be producea by
tension of the wire and certainly not by the.

ITindustan »but

“use of fiets; and Alankaras by the use of -

1
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the notes proper to the raga only, not by by them should be carried
‘the substitution of any other adjacent frets way the art should be advanced.
that come in handy while playing. Both ' :

these rules are frequently disregarded by
Vainikas; snd since the gamakas are
represented in notation by the constituent
- notes & further evil results in the misappre-:

! ) ¢t the *yeproduction of these iC
:::::?;‘e':l:anot“ fo'rmps-y‘ the gemeks. In scale of 12 notes, yet as they are fixed they
modern “practice the' distinction petween , 8T quite useless for Indian Musjc wl.nc.
these two modes of playing (Gamakas and cannot subsist without gamakas of varioug

ese ’ . " Aséoonas the playing finger is re

R kinds.
t understood. Both are
alankares) is not uncersls moved from the keys one note stops ang

alike represented in motation in music : I® Doe = .
O ther begins. Itis wanting inthat device

X tation in turn leads to false ano . v h

books. The notatio of continuous blend and gradual B‘.lﬂdl

- i f the music. i
zendering of 1h¢ which is tﬁe life of our Raga system.
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out and in this

All Musicians and Scholars are of ong

opinion with regardto the Harmonium, thaf
h:

it should not be used because the notes on
it are of the tempered European scale. Ever
if they aré tuned to the natural chromatig

“urrent practice. The first workof acknow-
ledged aut];ority is the -"Na.tyasbastra' of
Bharata muni. If-contains 38 chapters
of which the 28th is the most «important
for us. It begins with ‘the 22 sruthis
and 2 gramas and 7.:.nmotes iof the
Shuddha scale, and T “1 shuddha
Murchanas; variations of these ‘'scales by
means of the @ vikritis .knowd - as “the

_Conbinue-d pruch.ce on thes;ﬁlm.es wxll. ‘,For‘:'fuj-pher;',itnprovement of practic
sffrct Indien Music. True Music ai™" . strumental Music both the Northern end]

mot .b? learnt from  books. Itf x;ustl be . Soﬁ‘!;hern.formrs‘_pf_veena_ar‘e recommerrded]
studiell at the hands of a Guru who &.9%¢ . for independent: professional instrumenta

[ bave 2lready referred to the prehist oti”
«age; I will now desl with the basis for our.

1)

INTRODUCTION TO
THE STUDY OF BHARATIYA SANGITA SASTRA.

BY
MR, HULUGUR RRISHN ACHARYA.
Bhar.ata Sangeetha Sk ala, Hubli.
PART—II

into the mouth of his patron Rﬁma:;ja. -the
guardian end guide of the King Shri Ranga. -
raja of the Vijayanagar Empire in
A.D. 1550.

The commentory of Kallinath who was
Ramamatya’s grandfather (mother's father)
was written between 1412 and 1425 and-it
seems that he had a fair knowledge of the

-ancient theory. After 125 yeals Sw;m
Melakalnidhi was written which employs
all ¢he terminology.of pré.yiou,s writers but

c_a.h impart ‘pra\ctically the: manmer and-

of general referencé.

The Flute has kept-ts original:form and
gpgtinues'to bg;‘q,‘_,ngeﬁu_ljns it was:-in: tt'._,tua

past _‘-;:;.'_[t',‘jsfjﬁt_re;z:'e':;lbuslr.cultivhted-_
ihe Sonth than in-Northern=India™

;jA_s—drum’ming?is ranr.art;'by itselt'like dan-
“cing, & complete criticism of ‘all jmportant.
points in conection with-it-should be taken
up by experts 3 énd suggestions pointed out gr

4

SN . cro .  lists, the-Dilruba for ambceurs and ladies,
_s_pirit of the Mu_sxc'. Music in notation may " the flute for Joung peop

ip,owever serve a*gtudent or a teacher partly tor ‘accompaniment, Swarmandala and
ssenaidte memory and partly for purposes: Jalataranga etc for .- variety entertain:

“ments.

I have tried- to-trace~ the-beginnings. 0
Music, described-its-antiquity and-pointe
An  out the:stages:throughuwhich: it-has:passeds
Then ['have ende
‘parative view of the ;
systems, the history of the development .off
Instrumental-Music and the beﬁaring of t"ni
‘on ' Modern Music in. the foregoing para

Antara-and Kakali, then” it gives the
sadbaranas of both gramas and then the.
pentatonic and hexatonic scales numbering
84, then the modes derived by Pravesha
.and Nigraba which give us all -possible
scales as Janaka Melas as well as their
8 Janyas, then the 7 . melodies called ‘the
jaties and the 11 melodies called the San-
“kirna Jaties. 7 o v o

understands and interprets it in quite.a
different way.  The method prépoundea by
. bim was practically very easy and so it
became popular :ver’y";;_’-soou; ® but later
researches of Venkgtamakhi brought to
light his misinterpretations and there, is s

lengtby criticismon Ramamatya “fo “his ¢

i .(Venka.‘t_makhi's)“?Chatui'dandi Prakasika,

Since his time no author hab come forward"
_¥who has "t.hrown“ any furtber light on the
ancient literature and: practice. - Venkata-
makhi’s system” however is not adequate
and satisfactory 'as it’ has in view not the

& of our current Music but; unfortunately it: _I'EVIS!OII'A"of all. litg;FtUre' br_ior'vto hitn but -
B e lost its reverence in ater times as only'the 'settl\ng +¥ight ' of ‘the practical
‘) Music of his time and giving it one

.duringaperiqd of 2 cen_turies following it, definite stvl 3 ;
people were not able to study - its theory or acl‘?;v‘:;ds yle and this was practjcally

I} rather were not willing to think so minute-.
H iv as described ian the Ratnakar. “They.
§ vanted scme easy and direct method for.

le, Sarangiand Isra]]

. W2

i

avoured to-give & com%

. i - All thig sys :
Northern and Souther All this system has been . completely

§ explained by Sarngadevain his Sangitarat-
b nakar, which has been commented on later
¥ by Kallinatha: This theory is the Science

z;phs'. B

The arramgement and the terminology
found-in Bharata and Sarangadeva are v‘o.ry
interesting, and all the mogt important*
charactetistics found. in current Music

A theimpractical Music, Rawamatya in his
Swita Melakalanidbi has pub this fact
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All music may be divided into 2 classé

16 THE JOVRNAL OF THE MUSIC ACADEMY

(8 ah‘.vedi) ‘and harmony or the principle of
the simple ratios of notes (Anuranana),
For the Raga Alapa system both the
principles are essential, For melody, cons
sonance-is the principal -thing and for the
satisfaction of the ear (Ranjpkatwa or
Rakti) thé harmony of the simple ratios of
notes is mnecessary. Both these require-
ments Mave been fulfilled by the process

v ccordance with the .
‘lt)::d:wtx:mo; ghfralt’; ;data. alone; and this obe an e_'ssen_tia!ly bharmonic system ang!
fact is not known to us. We are unconsci- ‘the other—an essentially melodic syste ..]
ously following Bharata who is praised by The first is the art of- s1mult:ne¢:)us :
many V-aggeyakaras (Musical Composers) combining different musical sounds e:.r
and even by early Poets like Kahda (See ing simple ratios with the successive no] of
Vikramorvasiyam) of the mplody. The second has regulag
- gcales of 7 successive notes and the skill of
Some Scholars have tried to interpret | the artist consists in making varied melodig

the values of the 22 Shrutis: in their own . ./ hinations with the aid of Gamakas a._ %

wa.y but the result did not help them to 1. vors to form a Raga Alapa.. Thgd of tuning the Sruti mandala. Then the use -

“of certain choice srutis for the 7 notes of a

understand the succeedlng °h°‘pt°rs of the maximum number of notes.in the weste 1
scale bas been very skilfully done and all

Ratnakara Their results were : there- system depends on - the choice of the com -
foro not accepted by the publlc, and poser to bring in any note to fit into- :,' possible musical scales have been ascer-
some “hurriedly ‘went®“to' the lemgth . nong Ghich he is codternplating, an tained with mathematical exactitude. By
Of condemnmg Sarangadevas treatlse this practically includes the unlimitedd their efforts the art of musical intonation
s an 1mpossxb]e science, Iam now going geries of partlal tones, a discovery oll and ecale building and the Raga system
to:,a.xe up the 1nterpteta.tlon of Bharata Western science which is later than thgY have reached the zenith of “their develop-
aud Sarangdeva s texts of Natyasastra and Aryan art which is based ona system of & nept:

Sangna Ratnakara, to show.you how the . ‘fixed number of 22 .musicel . notes 1n¢th
present systom’ is denved from it and to _; octa.va ‘-""-’.ﬁ?{"' '
"draw your attentlon ‘to ‘places where the - :

Jext. has not been properly mterpreted.

u,.e-. -

¥.The theory of Ratnakara. starts from the
22 srutis and all: the later development of
‘thé theory’ depends on the-:sruti- system.
How to tune the 22 srutxs exa.ctly to their
xespectwe pitch’»is’; the"‘problem. “The

“author's own idea as to" “how thisis to be ordmary musxclan or an amateur To ma‘k wer‘get"a note differing . by this " strange
done has never been sufﬁcwntly brought t°,

"‘a’ compromise between theory “and ~COnl minute {aterval from the fourth, the other
light'and hence all , the, °°"°lusmns based - wvenience, the universal scale of 12 tempere fiotd of f consonance. This fact was noticed’
_on agsumptions: have been mvahdated And, 7. motes became popular in Europe and th# f by the” ancxents. _So to utilise both senes»
the later system of. the Ra.tnakara too he.= musical composmons composed a“d playe of 11 srutls for * Samvad " in melody, theyf-
‘remained .a’ sealed book™ f°1' the Same,._',-gll over the western world - in’ accord?ﬂ}ce made seof this interval, called by them the?
reason; nor have the errors of succeedmnt w1th this tempered system lack the. charm u Pra.ma.na=111t1" for bringing the intervals
vsnters becn e‘posed o - _ ‘of the system based on tlic use of the nature..E in a. “scale to cofrect intonation by means‘

-~ principle of partial tones. ' ' tho devive of “Grama® in which this
4 .:z*erval plavs an 1rnpmt“n‘L part.
tnm

- -

.

. e c ¢ o .
L% . 3

them have been the chief basis for tbe ﬁxmg
of the 22 srutis. Working by a pro«ressxon
“of fourths from one “Sa’’of the octave we':
reach e. note which differs by a very minute”

f ma.thematlcs and iavolving many e‘_
- periments.to, illustrate the . p'opertles ol
< partial tones. If one is to use this, kno ]

; tween two adJa.cent notes ina scale) from
the ﬁfth‘in the scale or workmg thh ﬁfth

o

Saiangadeva lms descnbed the °1mp]e
arrangement of. Dhruva Vina and Chala ™
Vi 1ua by means of which the 22 srutis could
be properly tuned, tested and; mamtamed
f01 reference like standard tunmg forks j n
modern labora.tones, i SO LT mcmle

K P ,(

| Ti'e Aryan sages who founded the sy .
qf the 22 sratis noticed, to an extent possi The Shudda Murchanas
'L‘-é to the buman ear practically, both the tesd leng are 14, 7
-of: melody Qri- consonano in *

or scales of
the * Shad-
‘Madhyamagrama ”

in

.
, and 7

jrgrama
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e
The phenome“c of consonance -as. ex-;
plamed in the previous paras, whxch struck :

': mterval (nnt in itself fit to be an interval be- ..

A

( i7

which is obtained by loweridg the 13th
sruti (S3amvadi Pa) the consonantal fifth of
the scale by a Pramana Sruti interval. This
lowering of ““ Pa" changes the intervals of
the Shadje Grama to those of the “ Ma"
Grama in which “ Ma becomes the fund-
amental note “Sa*” and “Sa" becomes
“Pa" to the fundamental.

The object of the . Grama -contrivance
is to get all its Murchanas to reépresent one
melody each, which is a Janka Mela
and thus they arrived at the maximum
number of all possible scales by the change‘
of an important note in the Saptaka (Pa)
to low or high pitch. There are 8 forms
of such Gramas including 2 Shudda Gramas
of “Sa™ and “Ma™ and Sadharana Grem-
asof Antara, kakalee,shadja and Madhya ma
the latter 4 being used in two ways of .
Prevesha and Nigraha énd altogether 56
Murcbanas were thus selected as bemg Tt
for Ragalapa and almost all ot' them are té.
be found in the 72 Melas of Veukatamakhl
‘except a few melodles whlch have no place :
in the72; at the” same’ txme some .melo-
dies which are, unﬁt from a melodie pomt of,
1ew have been ‘counted i in those 72 Melae ‘

: Some scholars ? of ‘the’ ‘South who are
followers of Venkatamakhl have ‘admitted .
sthat except 32 out of the 72 Melakartas, the
‘rest are lmpractxca'hle a.nd are included only.
forv systemat;smg )the .process; .of scale.
bunldmg ‘and Venkatamakhl hlmself has
‘not used a]l his Melas. RIS

-

PICe

Such melas have 1'1'ghtly been ‘left out
of account by Bharata as he has minimised
the number ¢f possible Melas by the - prm-
ciple’of Ranjakatva. 7The number of l'k al
Janaka Melas which are thus fit. to consti- *
tute melodies fol]owmg the system of
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- Venkatamakhi will be 48; whereas, as’
pointed out above, he has only 32 true
Melas in his system while 16 more which
"do constitute good melcdies are not to be
found in bhis system nor have they a
place in the current music of South India.
Of these 16 scales, 10 have been enu-
merated in the Grama Murchana system
of Bharata ; and some instances of such
Ragas are to be found in the present Hindu-
sthani music which is one evidence of its
anticuity and faithfulness to . Bharata-

mata.

Out of even the 32 practicable Melas
of Venkatamakhi only 22 are congruent
with Bharata intonation, i. e.tfall in the
'22 sruti system of Bharata and the rest 10
have not much melody as .they use order
of mterva]s which are not recognised by
‘Bharata. Replacing these 10 of improper
-intonation by 10 others exclusively of
- Bharatamata, the number of Janaka Melas -
.comes to 32 which canserve as the common
“®asis of scales for both the North and the
‘South. And now “if 10° melodies which have
been excluded as wrongly intonated and 6
more exceptional Ragas which are frue to -
‘Bharatamata ara added on to the 32 Melas,
the total number of« Melas thep#comes to”’
16 x 3=48, instead of 36 x 2=72, This will be
the future basis of Melachakra of all Indian
‘music. ~The 32 scales of Bharatamata are
scientifically and practically correct and

hence fit to be talled Margee, i.e. Scientific;
havmf’ tradition behmd it and practxca] and ..
not, as interpret ed bv some modern scholars,
strange, disagreeble to the ear, im-

‘practicable, or too rudimentary for present
prachce The 10 exceptions from Venkar7 -
n. khi and the 6 of the Bliarata systemna :J
'fit to be called. Deshee as’ provision can o
'found for them "in 2 paltlcujar form c*

|8
Gramasadharana. But this means taking
away from Venkatamakhi's and adding to
Bharata's Melas which prevents the use off
‘the mathematical Melaprastara of
&Chaturdandiprakashaka. The 22 Melas
concurrent in Bharata’s system and
Melaprastara and 4 Melas current in the
Hindustani music and 6 to be added making]
10 in all are to be given place in the Meli'
prastara which are ‘Margi according to ite

proper meaning and are thus 32 in alld

Following the method of Venkatamakhi
and restricting ourselves to the 12 Cbrome-
tic notes wnly, the Melaprastara can ‘be
further expunded by 36 more . Mel'a
so as to bring the number to 108 Melds b
providing for $cales in which Shuddha Ma
and Prati Ma (Teevra Ma) are both to be

found leavmg out Shuddha: Pa altogethe'
This number of 108 is they

in these scales.
manmum of ‘Melaprastara. The Melapras:

tara of Venkatamakhx lacks this group off
36 Melas of “Xaishika Panchama * (Praj
ti Ma) and Shuddha Madbyama. If he hady
noticed the fact that some melodies i

.the North were thoroughly practicaland e

- act traditional forms of Bharata’s melodxe
“ he would not have left them in the enumera}
‘tion of his prastra but brought his numbe_ ;
up to 103 (Ashtottarashata raga) and" ek
This shows.that he did nof}

posses a thorough knowledge either of Bhar-
- ata's system. or ::of the Northern style

_Without the addition of these 36 Melas the,
number 108
“will not be rezched and there will- be no
place in thre Melaprastava for such’ pure .
a, Panchama, )

stopped at 72.

mathemdtlca]ly “maximum

melodies of the North as Lalita

Hindolabahara, Hindoslapanchama, Bangala
wh.ch

are veryr popular Razaq fit for Ala]m. o‘ tl,.e

Vasantapanchama Etc,,

Bhairavee,

best kinl,

» darana”

Gonmmonest .
are :—(1) That Bharata and Sarangadeva

BHARATIYA SANGITA SASTRA

This may be managed very easily by
using thelliteral device of “ Ma ™ and “Mj"’
for Sudda Ma and Prati Ma respectively, The
total number of the Melaprastara will be
108 ; the number of scientific and practical
Melas will be 32, and 16 Melas will how-
ever be allotted to the Gramgsadharana
group as Deshi Ragas for which exceptional

* -cases Bharata has made provision.

The current practice of 12 Sthayis

“*(represented by 12 frets on the Vina in one

Saptaka) is supposed to be a new invention
of later wrriters, but this is not true. Any
change in the tradition of pracsical music
bears all the signs of its histeric continuity
and isalready implied in the previous forms
and the same existing tadt comes to be
ingerpreted in a slightly different way and
seems to take en a new meaning. )

This arrangement of 12 Stha.yls has
Leen provided for by Bharata. in, what is
styled inthe Natyashastra as the \‘.Jatlsha-
where no considerations of Grama
Murchana or Ansaswara are necessary.
This meats all scales could now be regard-

.ed as going from Sa, to Sa? uniformerly,
The method 'was purposely introduced by
Bharata w1th ‘the inteation of classifying”
all his scleutj.lﬁc scales as well as.providing
[ for the corrupted melodies or Deshi Ragas
which generally are not found to satisfy -.
the test of Srutis and intonation. .

=T

I have so far set forth the history of

the developmeitt of our music; and ‘now .
before giving out the theory of Bharata and
Saraugdeva’s texis proper, I wish to deal
with some of the pravailing misconceptions
s the.subject and to answer some of. the

objections. The objections

.
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never had any process of fixing the 22 srutis H
and then building the scales from thent.
(2) That they did not use the exact har-
monic intervals that we now pse; their
music was unnatural and had jirrational
intervals. That they had no necessity for
microtonic intervals ; that some of the 22
Sruti names are only substitute names for
other notes of the same value; that
they adopted this method to make their
science look grand and important; that
the number of notes in common use
in Bharata's time at the most was 9
and in Sarangadeva’s time 12. (3) That~
they used only 7 notes which they
called Shuddha and they occasionally used
other intermediate intervals when they
were impelled to do so. So their number
is not certain. (4) That their Shudda scale
had certain fixed intervals and theyaivided
each interval exactly into as many notes as'
the number of Srutis assigned for it. (§) That
the whole scale from “ Sa " to Sa? was divid-
ed into 22 equal intervals and the sounds at
the assigned number of _srutis represented
the 12 Shuddhe and Vikrita notes and the
rest were regarded as mere shades of these
notes. (6) That the sruits were only a°
convenient device of roighly measuring
the pitches of the notes used and did not’
represent- the exact notes, but were close
enough to them, within the limit of a sruti.
(7) That traditios is the chief authority for
music; and.the practical music of artists

" violates-established. rules, and thesc depar-

tures should be recognised by science (8).-
That aathors like Ahobats, and Sreenivasa
Pandit have fixed their notes riving langths
of wire on a Vipa Dunda which produce
these notes: and hence their conclus lons
beirg definite all music must follow them,

{9). That the exact physical significance of:

_consonaice was not known:to Bharata and
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Sarangadevé. In other words their "Sa”
tnd “ Pa " were not in the ratio 2:3 nor
their “Sa” and “Ma " were in the ratio of
3:4. (Tt {is not of course contended by me
that these mathematical ratios were known
to them ; But I do contend and uo man can
contradict me when I say that the harmo-
nious relations of the notes * Ma' and
“Pa” with the basic Shadja were felt,
appreciated and noted by them.) That their-
“Ma” and “Pa” did not make the same
beautlful harmony with *Sa ™ as ours do;
that thenr Shuddha “Ma” and “Pa ” were
altozetherdifferent from ours. That if they
used any drone like the Tambura, the-
Panchama and Shadja strings of that inst-
rument did not produce that beautiful
. harmcny yvhich -they now produce. That
when they tuned two strings to “Sa " and
“Pa" Shuddha these did not stand to each
other in the same way as they ‘do
now.: (This is taken as a perfectly serious
proposition by some modern Pandits.) That
the term Anuranana has nothing to
‘do with the .phenomenon of harmonies.
That it simply meams the continued and-
prolonged character of a musical sound and
. has no-.scientific or technical sxgmﬁcance

zabout it. =

C

I will now try to remove theabove mis
conceptions and misinterpretations. -

P '3

..(1).How can we account for the number
. 22, the number «of the srutis, rather than =
-any.other number ? This question can only
Ve answered by “he supposition that the
ancients Dharata and Sarangadeva used
Taking the ovdi-
mus t hava

three kinds of intervals,
they -
intervals.

nary . Swarasaptaka
nob sed. that some a - big
two others ‘were comp.ﬂatxnly

If they haq treated or tt}{;sgarded

LW ’ s
and
small,
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“Zother end. - From these facts we can safely Chatusruti
~¢conclude. that they had an‘accurate idea off

0

the 5intervals as of equal value, say as
roughly represented by fret distances on '
the Veena and such that each could
again be divided into intervals of the twg
latter kind they would then have arrived]
at the same tempered Chromatic scale ag
that of the Europeans. And continuing
the division still further these 12 unoteg
would have given rise to 24 still more minufe
intervals. i

other. It canses great differences between
notes of one register and those of another
{rom the point of view of the recurrence
system (Avruti Paksha) though it causes a

The notes Ma and Pa were very accurately
known; they were able to distinguish two
notes which differed from each other only
by 5 cents (Ellis's cents) or-so. What is
known a¥the just major tone isof 204 cents
and this interval will be 206 cents.
“Ihe test of a scale which isin just tune is
that the srutis.must coincide with the notes
of a Shuddha scale when they are rotated
(murchana) in the higher <or lower
registers. '

It should be noticed that thig
mode of argument leads us to the number
24 and not to the number 22. The 3 inter;
vals they used were called the Chatusrutiy
the Trisruti and the Dwisrati. -The
Sapataka, they observed, contained threeg
large intervale of Chatusruti which”makes
it 3 X 4= .12. srutis (the sruti is not hereJ
a unit of measurement), two medium inter
vals of Trisruti,i. e. 2+X 3=6 srutis, 'which
'brings the number to 12+6< 18 srutis and
9 small intervals of Dwisguti i.e. 2 X 2=4F
srutis;s thus making ups the number 228
- Another experiment described in the}
Ratnakar gives us the order’and value ofg
the microtones (Srutis) that enter into. the]
’composmon of a Chatusruti. - This experi}
ment is known as the Saranachatustaya mare nor less than just 22
: ’lhere is also a description of & provressxon, .
by a Chatusruti interval - from Sa to Sa..2
$beg1nn1ng at either end -and; reaching. :'f

(2) The series of 22 notes is harmonie
{Anurananatmaka) while the scries of 29
srutis will bes non-harmonic (according
to my .interpretation of the terms
harmonicand non-harmonic)..

.'1‘

(3)

Murchanas in Tara and Mandra.

Th_e 22 srutisare coincident with the
Bharata

srutis.

Y .

(4) From the Sarana Cnatu;tay; wo
know the “jnterval . ‘Ma to Pa'to be -a
as already ‘'stated above
* Arranging progressions of Chatusruthi
~a Chatusruti interval or the interval of afstatting from both tonics we get
tone between say Shuddha Madliyama an following "scales.. We may  represent’
Shuddha. Panchama. If in this steady
mterval more microtones are put in. it ig
“possible we can get 29 srutig i place of thejs
22 but in.this case the notes of one regis-?
with. the
or lower register,
Bat this case was ruled out}di-
tempared]:
ch

2 .corresponding notes in
series are the lowest and the highest notes
Lauring that solfa name respectively, and-
netes iq w2 notes taken simaltaneously (within
which 1:1 ain

Any

ter will not colucide
e Il

ol
> irty (e tat
< gaer 2

tval as shown above) to represent 2

ansth
rent notes of the scale will dzstroy.the
soly, as «the dth srutiis the note of-.

< highest or maximam pitch b2azing the .

a serious cvil.
-as ail the resulting notes were

and not Larmoniously related to-ea
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very slight difference in the middle register.,

and Sarngadeva’s system containad neither™

3l S
name Ri, 8th the highest for Ga® 17th the
highest for Dha, and 21st the highest for Ni.
In thesame way the first sruti is the note of
lowest pitob bearing the name of Ri, the
Sth the lowest for Ga, 9th the lowest for Ma,
14th the lowest for Dha, and 18th the lowest
for Ni. If any note represented by any sruti
(beyond the maximum and minimum num-
ber indicated above) the scale becomes un-
narural and the melody isspoilt. In these
progressions Pa is left unchanged (Avik-
ruta) as il is in Samvada with Ss in
Shadjagrama, Sa beiog the tonic or drone.
The same case is seen in the Madhyama-
gram. Ma is the tonic of shat grama where
the minimum of Pa will be 10 srutis and
maximum 13 ;and Sa 2 proper is treated as
its Samvadi, i.e. in this gram Ma is the Sa
and Satis the Pa. Hence the tel;ms'Shadjadi
and Ma.dhyama.dl, Saaod Ma being the drunes
of these grama scales respectively and the
Pa in both remains unchanged and just.
But in modern practice we have converted

-both scales to.the. same tonic;so Pa is

avikruta and its vikruta is regarded as the
vikruta -of Madhyama*which had no vikruti
in Shadjagramabecause the preceding swara

. was Antargandhar and the following swara

4, Was Pa (Kaishik). Hence Pg was regared as

‘the 'k

“‘Avinashi. This fact will.further.be explamed
in the definition of Jatisadharana. :

_ﬁ. .
'41

(5) Scholars whd have maintaied t.hat the
- 22 sruties were of equal pitch, whileof course

thiem thus;--1,4,4.4,1,4,4 and 4,4,14, 44,1.%. lmp]ymg thereby that none af the musical
these« ‘motes used werein harmonic or simple-ratio-

relation with thetonic Sa (fsrinstance Pa was
not intrue consance with Sa nor Maswith

" Sa) have at the same tine justly assumed

that the tonic Sa of the next higher regizter
was {n perfect consonance (Vada) with \he
base or the fundamental note; or to speak .
in moderh phraseology thatSatoSa 2=1:2;
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in other words they assumed that the same
\. notes recurred in successive higher regis.
ters or the notes in any register always bore
the same relation to one another; this is
the stand point of what is known as the
Avruttipaksha. They assume then, and they
rightly do so, that Vaditwa and Dwigunatwa
convey the same meaning of perfect conso-
nance which is mathematically now repres-
ented by the ratio 1: 2. These Pandits
grant that the ancients knew that starting
Wit}l any musical note, and gradually raising
our pitch we soon must pass th-ough a note
of a certain pitch which is harmoni-
cally related to the staring note; so per-
fectly is it one with the starting note that

it is given the same name and thus the re-.

cyrrence of notes in different registers oc-
curs. Is it not strange that these same
Pandits should deny that the ancients knew
that enroute-to Sa 2 from Sa were 2 other
~. notes also which had relations of very evi-
dent harmony with the fundamenal note? -
These congonant notes were observed and
named by them as Samvadi. Is there any
doubt that the terra Vadi, Samvadi and
- Anuwadi came into vogue to mark
Lidentify these gradually less and less pelfect.
- relations of harmony which in modern music
* gubsists between Sa and Sa 2, Sa. and Shud:
dha. Madhyama and Sa and Pa etc? Isit not
also evident from the names Raja and'

and_
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Amatya, and Bhritya’ 4nd Shatru whlchv:_

they gave to the notes bearing diverse rela-
tions 2. They explain that Samvada simply .
meant with ‘the ancients? that the notes

between which tkis relation subs‘is'ted'were'

separated by an interval of 8 or 12 srutis, no
matter whal degree of .concord or discord
there might actually be between tiie notes
cor’cerned ‘Failing at the very begiuning
.of their study to understa id “what Sam-
meant it is po__wond;t that’ someé

vada :

"They differ flom the right Chromatic no -.'

"translated these wire length. values in ter

Scholars and Pandits have asserted that tf

srutis of Sarangadeva'are absolutely usel ip
for modern music. 4

two hote's of an acute interval were termed
vivadi. It _should be remembered that
these relations of Samvada and Anuvada of
all the notes were in the Saptaka with the

Some Scholars have held that thef
equalised sruti intervals served as measu
for the number of srutis to be assigned’

B joes not have an adjacent note with which

it bears an interval unfit for smgmg. Again
just as We use three values or kinds of inter-
‘vals, the Chatusruti, Trisruti and Dwisrati
3l {1,c smalbest interval as compared with the
icBPother 2 has less harmonic effect with Sa
‘than the others.- So the smaller the interval
the lesser the harmonic effect. This fact
,establishes'that the ancients had an idea of
the harmonic series or partial tones.
Hence, as I have pointed out above, the

at many places.

If we depend entirely on préctice-, evel
artist or singer may maintain “his ow]
musical notes to be correct; and if an ey
haustive colltction of the actual notes uséd
by Musicians were made, it would go ye
little way to solve the perplexing questiof
of the srutis, for, at this rate there would i
no limit to the number- of srutls we wou
-“have to newly admit into our musnc ang
hence there will be Anavastha.

Sh: The smallest interval in Bharata
and Sarangadega's system (the first sruti)
was 90 cents frgm Sa. A note of any

iru.

as in a scale of 4, 3 and 2-srutis, only the
¥ smallest Dwisruti roughly conveysthe idea
of Vivada or dissonance.

-

(10) According to some writers Anuran-
ana means the continuity and prolongation .

Some writers like Ahobala, Hriday
Narayan aud Shrinivas have given lengthy
of wire to fix frets on the Veena. Th‘

sl of sound.
are only for 12 .notes. - Some Scholars hs. fsomething more than this. : 5 o TS
R I

vt

"Abhivyanjaka means distinct. Shravana.t

- -.,x
of vibrations of which however the ’L
Shuddha notes only tarn’ out to be corre
while: the remaining values are far- ho
-bearing harmonic relations. with the drong

agrecable to and perceptible by the ear and’;
harmonic. Anurananatmaka means (1) con-*

i mg a simple ratio ‘to the tonic (3) starting?’’
is that the measurements' ﬂnen pertam f
a playing -Vina and not a Sruti Vina or_
stration Vina. ‘

cediv, (1) which can- be

demons fing

/ 3 .

’:";'Liw Lawether all

Samvada is exact consonance. Qut cf the
22 notes only 2 were styled -as Smha.du -
thc rest were all styled as Anuvadi; a tion, In the first place it is not an ordinary-
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“Xampa form of émbellishment.
fundamental note Sa. This means that Sa

names Raja, Amatya, Bhrutya and Satru.®
Notes with too close an interval were called

smaller interval than this srutiis vivadi just -

But Sharangadeva's meaning is”

o and (lbwing in & uniform tone uninterrupt-..
heard after ‘the:
1t of wind ete. continuously for a time.’

these shades of
nwe --(n z we arrive at a sensible interpreta-’

) 23
continuous sound; it is not any souad
whatsoever; it is not a prolonged Vowel,
sound; it is not a trembling sound as in the
But it is
sound heard both at the impact moment
and thereafterin the same uniform manner,
which is spoken of as Anurenanatmakadh-
wani. In other words, it is _a technical
term used with reference to the Mandala of
22 srutis and demonstrated on a sruti Vina.

Excluding the fundamental note or’the
octave, the 9th and 13th srutis, the remain.
ing 19 are all classified as Anuvadi to Sa.
This fact proves that the 9th and the 13th
bear the simplest ratio to Sa as compared
with the ratios which the other notes .bear
to it. This is the true meaning of Sam-
vacda. Ifthe 22 srutis had been of*equal
division there would be no .meaning in
mentioning only two of the notes specially_-
as consonant and the rest as less consonant,
There is no difference of opinjon among
later autbors about the mutual harmonious
relations of the notes Sa Ma Pa and Sa 2,
This conclusion 'is also justified by the
“measurements...of lengths of wire which
some . later. authors have JKiven in their -
works, >Somanath in, hlS Ragnvxbhodha
has estabhshed beyond doubt ‘the peculiar

means Shravanayogyattwa, because it 13--" harmony of these. notes by styling them as

~Swayambhu ..Swaras. The device this

;a.uthor uses makes the meaning of Anura-
tinuous (in general). (2) barmonious, bearr nana:clear, Sa .Pa Sa .Na Swaras are

- Swayambhu . because ,they are . clearly
audible being the‘sounds.produced at the
nodal points by lightly touching the wire at
specified places which cannot but be'at 24§
of the whole.ength. At this point the Sa
wireproduces Pa and the Ma wire Sa 2 hoth
the Trelations  Sa{Pa and Ma:Sa? being.
similar, o
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Tuning:the wires to Sa 2 Pa Sa and Ma
\ and taking the corresponding notes given
out by pressing these wires against a fret it
will be noticed that resulting notes will bear
to each other the same ratios as the atove
Sawyambhu Swaras do. The srutis in the
Sruti Mandala are said to possess, by
virtue of their mutual relations .what
Somanath calls Swayambhu-Swara-Pankti-

Pra manya and what in other words Bharata

and Sarngadeva have styled as Samveade,
for tuning the 22 strings of the Sruti Vina
by ‘the help of the 2 relations mathemati-
cally represented by the ratios 2:3 and
3:4 for Sa Pa and Sa Ma respectively.

*These facts have been extracted from
Bharata’ s and Sarangadeva's work. Hence
.our music has rightly the tradition of Bha-
ratanfuta; all succeeding writers lcla.ve
agreed in this, and haveappreciated the

value of these works, but not possessing the.
key to the understanding of these works
"they have ,made some mistake or other in,~

-interpreting the same. “We have all the'™
:-.necessary texts and ctheir rlght interpreta< -
the applications of- their -

i:tions “and

g,,prmclplcs to modern music’ duly worked .

-,,.;out. This knowledge is the - only - mean:

'_,.chaos +in - which it ‘at

-:;:Bharatamata which I bave explamed abov
- should be . taken as standard’ and: in' the

?ﬂhght of that current.. practice should b
regulated, as it makes adequate provision for'all the essential features of Vocal Musi

: all p0551b1e futuré changes in our system of -
musicand as it is a most thorough going
and complete grammar of music that could
possibly be devised. . Ancient ways and
mglern practice should be “comparatively

shown side by“side and reconciled to each™ ™

.other, so that no rqom for doubt will be left,
S c . -
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= - be carefully examined taking in each cagj
¢ Shruti _

“of. savmg ‘our --modern musxc\from the™

Z present ﬁnds*"’scale is in Just mtonatlon or not R
“{tself. : The theory of music known as’)

b

This first step being taken, a happy ble [11110\\90 from the other tegether with all

of the Northern and Southern styles. will fhc graces,gamakas and other details essen-

possible at no distant future. ial to the proper rendering of them. If
H wr'eyakaras or authoritative Musical
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ledge of ragas and of the alapa “Paddhati is

all that is essential for an Instiumentalist.’

He is comparatively independent of langu-

age and words. Instrumental Music

I will now put fortb may own VleWﬁ' Composers are not at present found in the., appeals to people speaking all kinds of

this behalf in the form of suggetions pfyorth or the South, there is no harm in
suming there is an agreement about tdoptmg compositions that are current, be
chief shortcomings in our Indian Mu hey in what language they may, in their
today. The present Northern and Southaf 3 riginal pure form as far as possible, as is
styles do not materially differ as.the bas} ecn in =the. case of Kannada, Tamil
natural prineiples and goal of both are off and Maliyali people who take the Telugu
and the same. Hence my suggestjoff omposmons of Tyagaraja for their Music
apply to elther style w1thout dxshnctxon 8. nd never dream of their being composedin
1 ¢ir own langauge for fear cf lesing the

The only striking dlstmchon betweent original melody if they are trarslated in
2 styles is the differing proportion in Whl bther languages and never feel that
certain graces and embelishments are uselfcic is separate for each of them. The

- in each, and the nature of the VOCallzatl\-gtem should further be extended to cover

which depends on the language, hab both the North & the South. The Northern
and temperament of the people.
3

This’ 'ﬂ peopls, - the Gujratis, the Bengalis, the
vidual temparament and taste t°° tend @indhis, the Kas'h‘miris and even the Nepa-
disappear in course of tifie due to grea is take "all the available collection of
and constant contact with other systems. Ompos]tlons in Hmd1 or Vraja dialect to

A heir Music.
-The Shruti system is the basia of otl heir Musi

Musxcal scales or Melas and so the Shruvt

should be recognized- The Melas shou

Instrumeuta] Music has got some advan:
tascs over Vocal.:

mtervals by the help of what 3
poken of in- the texts as. A"nt’Pak‘h bsent in thls case t There is greater uni
‘which is the method of testmg Whetber {*
orth a.nd  the South than. there is in

o ] R A%
. The frets of Musmal mstruments shoul he ocal Mu51c of bOth the parts.  The
gM usic on: mst:ument > depends on  many

be t1 that the’ :
8 correc v ‘edjusted so tha ey are capa actors hke -the nature of the Instrument,

1 d tel d y .

ble of rendering accurately, and perfect] he modes of Vocal Music, the quality of
bublic t : .

"Musical Instruments which do not stan% 1oie as_:te and.s0 on

the test described in previous paras should

be discarded and those recommended as

ideal shou Id be retained. %

'Forrr*s >f muswal composmc‘x in w'nch
either stm e may be lacking should be frechk

e

eem harsh and unmeaning "to our ears s *

ormity in " the Instrumental Music of the

A thorough know-.

languages. Ifs language is vniversal; its
appeal is universal. Hence Instrumental
Mucic is Music of the purest kirnd, and what
is not the least important point, no - human
voice has generally so sweet a quality as
Instruments. .

<

Vocal Music is the combination of Music
and Poetry. If being .a combination it is
superior to pure Music then the theatrical
art being a combination of so many arts,

. Music among othere, ought to be considgr-

The distracting influ. ~
nce of a strange language and words that 5.
‘styles -have.the" same"goal qu the two
. mutually ‘cooperate  the result ‘no doubt
Trwill be scmething grand

'wﬂl be enrtiched considérably; in:trumen-'

ed superior to Vocal Music—which no one
makes bold to say. This is areply to
peofle who would make too much of musi-
cal composmons and think' that Music is
“identical with Musical composxhons The
latter have their_ own'place and value

which. the present writer does not not wish .
to underrete.

Both the Hind'listani and- Karnatake

vIndian Music

tal and vocal Music¢ being regulated by one
“style throughout, our Aryan Music wx]l be
. considered as ‘the: .finest; and. the :'most’
ancxent of all the- Musxca.l ﬁystems m the
world. o
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THE ORIGIN OF MUSIC *
BY

MR. M. S. RAMASWAMI AIYAR, B. A., B. L., L. T., MADURA.

, Words of Dr. Whitehead,
nature is dominated by t

Usually, music is associated with man.
But has there been no music prior to him ?
Has there been no nature—made music
prior to man—made one?

All along from creation, nature has been night ;

singing; and she sings even today. The
elements of music exist all around us; as;"
for .instance, the humming of bees, the
. -warbling of birds, the sighing of leaves, the
'iipplin_g of ‘water, the wailing of the sea,
and even.the roaring of thunder. Thqt
f_s why Byron sang:— -
“ There’s music in the sighing of a reed, .-
There's music in the gushing of a rill,
There's music in all things, if men had

“ Anahathasangitha,” whi

as

[ea;gl; for, logically, any sound of definite pxtch ;

Their earth is but an echo of t[lzeh a musical sound; and such sounds prece

: ’ pheres. the human race, “In one sense,” wro§

That iy, again, why Shakespeare Sir Jobn Lubbock, "“music is far mo3
observed :- - t"":' ancient than man”. How, then, can mg}
¢ There's not the smallest orb which thou © know the origin of music which is far mog
[behold'st, .2ncient than himself? Again, the.authd

But in his motion like an angel sings,
Stillquirjng to the young-eyed cherubms
Such lmrmony is in immortal souls;
"But while this muddy vesture of decay

" Doth grossly close it in ; we cannot hear
) [lt "

~ good reason to beheve tha
than the human ra.ce. .

give evidence of enJoymg
sound and rhythm. ‘The

',That 1s furthor again, why our own poets
invariably described the forests to be full -
* of the bea’s drone, .the cuckoo’s song, the
rhythr‘n, and the peacock’s

piano; 'and the
snake-charmer’'s music

squirrel’s
sHow then, I ask again,

-dange.

On further consideration, nature herself
iséound to. revel in rhythm; and, in ,th'o'

.hunsan race?

“{he whole life‘:

periodic (rhythmic) events.”
of the eaTth, for instance, produces day ar
the path of the earth round the su}
leads to the periodical (rhythmicLrecurreg
ce of the seasons; aud even our bodily lifg
with its recurrent breathings, pulses, an
heart-beats, is essentially rbythmic.

It wag this nature-made music thfl
Narade called, in his Sangithamakarane

“the sound that emenates (directly

from the sky™* An inquiry into the origi
of this kind of music will, I fear, be futild

of Music and childhood wrote:

It. has its roots ev
in sub-human sources; for, many’ amme

prance at the sound of niartial music; som
cats and dogs plainly enjoy hstemmJr to th
-influence of the easter

orizin of music which is older than th
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optical idea of colors. Even atchitecture

has a larger basis in nature itself. The.
porrow the language of the Bible and state trunks of trees and their branches, the
{hat, in the beginning, God created the grotto, the cavern, have suggested to the
aimosphere and music. To be precise, I, architect the first principles of *his art,
shall quote from the very Bible: “In the dictated to him by the wants of man and
peginning was the word; and the :\'ord was the condition of the strength of materials.
with God ; and the word was God.” * This But, in music, nature offers scarcely any-
exactly tallies with our Vedic line: *“The thing. It is true that it abounds in musical

Universedepends on sound."'§ sounds; but the idea of musical interval

is but little suggested by the song - of
birds, end the idea of simple ratios is

almost entirely wanting. And witBout

these two ideas no music can exist. Man
has therefore been obliged to create for

himself his own instrument; and this js

the reason why music has attained its full

development so much later than 1ts sisfer

arts.”

Again, Herbert Spencer's theory of
“Progress " affords another .explanation
for the comparatlively later appearance of
music in the galaxy of the fine arts, Just
es the twin arts of sculpture ard painting
"wera at first united with each other and .
with their parent, arcBitecture ; so too, the
twin arts of poetry and musio were at first |
united with ea.ch .other and, with thelr

L]
¥ .\Waomay, as well, ask what is
of the atmosphere. I fear we cannot but

the origin

he existence g
The rotatiq

* It might be the "divine will that no one
mind should be saddled with the responsibi-
lity of inventing a matter so weighty and so
jllimitable and unbounded. Justeas, then,
the laws of respiration existed,> even before
you and I were born; and just as they- will
persist to exist for ever, ever though you
and I may be ignorant of them; so too,
music (I mean,e the nature-made music)
Lexisted, even befqre you and I were born ;
and it will persist to exist for ever,
even though you and I may be ignorant of
it. Since, as the Bible and the Vedas pro--
tlaim, the very world depends upon, and"
came into existence lonz after, Sound ; and
since the other fine arts. viz., architecture,
sculpture, paiating, énd-poetry cannot -be
conceived.’Wit!iOut ‘thetworld; we may 7 common factor,”: dancinge ‘Again - Jast,
fairly conclude that, in one sense, music is & “as, with' the ° ‘advancement ;" of - time,
tlie most ancwnt and oldest of all the fine - the first three became . seplrated from
3 ~one another; so’ -too;” each*‘of - the
ilast three becate independent - of the
¥ rest and learned to'stand on its ‘own legs.
% Poetry and music, for exa.mple. though still
“.united, cawme to have an-existence separa.te
‘from dancing., And st1ﬂ°later on,-musioc
declared its independence” even of pdetry.
Look, for instance, at the extraordinary
~development” of Instrumental ‘Music in
Europe and of Par/a alapa in Indla—\m

ch he describg

“Tler
t music 1s old

soft, harmom ‘
war-horse . h . _
. Prof. Bldserna,  however, ‘explains how -
tn another.'sense ‘music 's(-é"x?l'be regarded
as the most modern and youngest of all the :
fine arts. Sayse he: “ Music is certainly

is " well- known,
the least material of all the fine arts. There

can man Lno
asin sculpture and
z to the study of neture

ztoih
:ctive and the.

is no question in it
ting, of aniting
zometrical idea of peor

Ing

FpE

AKTAHAIMET:

A Lecture deliverad under the auspices of
theMusxc Academy l\hdras on Decermtber 2,29,

—&Sangithamakaran

both of which". musm alone shmes apart

HT‘-'TTEHHN'H: %
from worts. - .

AR,

‘o8, John I, 1. §Cf g

.
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Let music be the most ancient of the fine
arts; the question with which we dre now
vitally interested is: Is the origin of, at
@:ast, man-made musicknowable 71t js'said
that, to 8xhibit the exhuberance of:his joy,
aian shouts or claps or bounces; Qan,then,
®hc shout be said to be the origin of the
vocal music; the clap, the origin of  the
instrumental music; and the bounce, the
g‘igin of dancing ?

Bo its kind what it may, what Indeed is
me ‘origin of musio, as & whole? This
woblem, no doubt, our ancients made’ ‘an
attempt to solve; and they had evena lucky
Wit at its solution. But a systematio

@soarch about it, thoy did not perhaps care
Lo make.

Narada choso to record, in his Sungithama-
Awrandu, as early as tho 7th century,*an
aphorismic lino on the point, which was
w.crely copiod by Sharngadeva, in the 13th
«entury, and was thenceforward handed on,
ke gospel truth from author to author,
wown to our own day. Unfortunately the
Qm. in question does not solve the problem H
nor does it at least furnish us with a key,
fiowever rude and primitive, towardsits solu-

&on. It only savours of a legend. Here is
the line :—

qTEATFEENaGERAENArag: |

which means * this vocal music, Brahma
weew (or received) from Sama Veda, This
line, coupled wijth another, in the
Bhagavad Gita, viz :— ‘

EECH GRS

.'h'r:h means- “of the Vodas. I am Sama.
Veda,' goos toshow that tho vocal ‘musio
was derived from Sanfa Veda aud that

~and pussed on, from writer to writer down &

Sama:Veda was Lord Sri ershne huneel Ghe Respu-u,tery *Apparatus), Agam, the
The syllogistic - conolusian,! is" tha.t t'th lg.et line of the verse was wholly, omltted
origin of ‘vooal music is Lord: §ri Knshna &ndu,in itg steed Tan the f°“°“’m€ line :

Will any. of: you be sa.tlsfied w1th th'
comnolusian ? the orthodox devotees ot‘v xLOI '
Sri Krlel;ma may.; jut. the: modern devote
of the ‘s¢ientific; inquiry: may not.’_"’- } 10
the. same - Narada™ opened another lme-, s
solution which,'as I shall show, Lontelne

& " luoky hit” thereat, and which ;. ran. ve , solutlon wxll on -closo examination; be
follows, in tho form of a full verse* —

.,4.» .;

emmﬁwqrﬁ!sqqao '-'ltlfa :ﬁ.

N ey oA -.»u—r,; t--sr'
a.ns _Ansmﬂ from the chest the
¥ ace, it is ceﬂed Nada
e

! found__to _leferﬂ,_to tho human cry or shout
'which .is.but. & ireaction of the. self. on
Xexperience. - How -this theory of “hunian
, " éry -or shout ‘happened to be t\.iuok_/ hit ‘at

 the solution of the problem,” we shall be
eble to undotstund and uapprociate, only

Ru:f&q({f’a{wtq{%nmaq I
 nafafaa: msus‘m?wrra}at:(

Hlﬁmmwxhﬁmﬁnfamf%&?ﬁ& v, ettempt to tackle the samo,

| shall now. pursae.

1‘.,\) s vl IA,‘l«

That study we
: :
arwin,.in the first place, proceeded to
trece ‘the origin'of music to the sex-feeling
and pointed, by. way of illustration, to the
mele bxrds smgmg 1n compelition with the
femele ones.~, This ‘sex-theory " was, how-
4 ever, given up; since the birds were found
| singing -even in o scason” othor ‘than that
'durlng whlch they mvurml)ly expenenced
j the SOX- feelmg. :
The author of Abhipavaragumanjar i 3t ‘m“‘,m . i
elone, of all othors, ventured to modify t’hhk The anthropolog.ets. on the othex hand
timo-honoured VOISO and brought it in lin
with the modern concephon of sound I‘o
mstn.nce. uamFa: (Brehmagru.nthl) was

tho moaning of which is =~ tho soul, desi b

rous of speaking out its 'i'ntontion, oxo) tegk
the mind; and the mind oporutes on  the
vital heat of the body by, settmg ‘the eu: in
motxon. and the air, remaining in': th‘
Brahmu.gru.nthi rises up. and: produce
Sound through the  navel, the heart the
neck the huad, and the face,”

thnn man as an organism and ulso require
- us. to see whet the -primitivo poople’ did, as
3 they even now do” to expross their feelings.
On'e‘ of those .selfloss pioneors who took
'upon themselvés the arduous tusk of enter-
 ing mto the feehngs of the primitive people,
'TWlth 2 \1ew to trace the origin of art, was
:‘June Ellen Hnrnson In hor Ancidnt Art
 and. thual she traced the art from the
t.mtml andsagain, the ritunl from "man's
primary feehngs of hungor. How food, the

+ ¥ Gvon this vorse was copicd by Sharagadevs

our own day.

* This is a North Indian Work of the. arly
part of the 20th century..

- THE ORIGIN OF. MUSIC

after o’ careful study ol *tho Europecan:

a.ek us to etudy mo.nkmd us a whole, rather -

LI :: Qq

prlma.ry whnt of ma.n gave rises to th
of the ntua.l and how the ritual, in its
yxelded ‘the conception ‘of art—the:

.surely interesting questions which, if

_discussed, will—I trust—enable ud to
solve the problem we now. have on ha

t 'I‘hele ce.n be no two opunons on th
tha_.t the primitative food of man con

v '_ “of animals and plants; and that natu

ordained that- those animals and
nppen.red largely in a certain season
yoar and'disappeared in other seasont
ordainment of nature," the pnmrtrv\
"did not, as indeed he could not, ki
‘much’ less, appreciate. At the disa
‘ance of the season which gave him fi
only"thought that that scason was de.
ho yearned to revive and get it pac’
did ‘not pray for it; in fact, he co
_For;as a savage, he was a man 0.
“‘action. The worship of gods and the
‘ing down to " wood and stone ' bulk
in the mind of the hymn-writer t!.
that of the savage. The hymmwrit
uudersuch circumstances, go to the
and pray. But the savage was, as said
a man of action. Instead of asking a
do what he wanted to be done; he |
did, or tried to do, it. Instead of T
he uttered spells and practised
When, for-instance, he wanted sun «
orrain; e would not go to a god a1
strate before him but would summ
tribe and dnnce a sun-dance or a
danoe or a rain.dance, hoping, in
faith, that such "dances would procu
sun, wind, or rain, a3 the case might
again, be wanted to hunt a bear, he-
similarly dance a bear-dance.

Tn his Anthrdpology. Mr. Tylor giv
good description of a buffalo-dance.
ho, “ Atnong the ‘Mandan Indians.
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-

% hunters- failed to find the buffalos, on
sQ.ich the tribo depended for food, evei'y man
brought out of his lodge & mask made ofa
baffalo’s head and horns,” with the tail
1Qnging ‘down behind, which he kept for
sgch an emergency ;
tv dauce buffulo. Ten or fifteen masked
Micers formed at a time the ring,
dgummod. rattled, chanted, and yelled.
When any one of them was tired out,
h’ went  through  the pantomime of
lqng shot with bow and arrow, skinned
~apd ‘cut up; while, another stood ready
with his buffalo-head on and took his place
ifthe dance. Thus it would go on for two
tgihree weeks, Lill ut last theso peraevering
eiorls to bring the bulfalo succoeded ; and
c®aard cume in sight on the prairio.”

@uch dances, or dances similar to thom,
wg see'even in our own country. Through-

om the whale of the Tanjoro District, for
J "

i@lance, what is called Kodwmpapiodi
(FenB®.ieadug) used to take place poriodi-
cally in the.summer scason; and its object
@5 no othor than to procure rain. The

ple of the lower* classes prepared a

huge femnle figure, made of clay and straw ;

‘p?c it in a lying posture; dragged and

{I@:ged it right through the several streets
ofathe town; burnt, at tlfe distance of every
fu’rlong. a bundle of hay -in its front ; and
c®.nted, yelled, ov danced for rain.

®Vhen all those dancos roso from being
varue and emotional, into regular periodi-
cal ones; they caught the fancy of the
p®ple, attrasted the whole tribe into ‘their
magical circles, and convertod the indl-
vidual into tribai danccs—whxch involved
af®rery large number of persons dancing
u.ler the sway of one common emotlon.

.mce the colloctivity of persons and
the iutensity of their' common <feeling

and they all set

TIIE ORIGIN

were the two eloments | that"turne nbout a'nd. even entertam a doubt regard-

an ordinary dance into a sa.cred ‘ritual® g._the eﬂicacy of the ritual, learnt to

the sald tribal dances, whlch confnme Jook ; ;through: the 'dancing. and began to.
both the elemants a.ssumed m the cours appreciate ity not as ‘food-supplier, but as

of time the dignity- ofa’ ‘ntual us for ins a0’ art.in liself, Hence the moment—that

tance, thoSpringFestiva.l in Gregceandth _yohologwal ‘moment —whon the dancd

Kodumpaela.di Festival in Soutb ngdm, th

singing and dancing in both'of whlqh wer
caloulated primarily to induce the roturn'o
food-supply. !

be en;oyed aé A, dgnce without ahy extra-
néous idea . a.bnul; it, may fairly be deemed
to mark&he origin of art. Tho transition

o ; of the dance as a means to tho dance as an
Wc; have thus learnt that tbe ldea. of th ond in xtself ‘shows the way how the ritual
ritual arose from the emphasis of emotionlf d tself mto art.
felt malnly about food. Out of this rxtual e_v91ve !

itis sald, aroso art, Ilow?. i

In the vurlous kinds of du.ncmg wo spoke !
of, thoro was, ot first, no division botwoon
the dancors agd tho spoctators: all ware
dancors. As time went on, there nrosea
noew element, called the spectutors and vhe
dancing camo to be, thenceforwu.ld,.not ouly
dancoed but also watched at’from a distance.
Wheroas, at one time, all (or noarly all)
wore worshippors, actors, ‘or dancors; ath
auother timo, many (indeed most) ware
spectators—watchmg, feoling, thmkmg, but
not doing as once they did, It was.in the
new attitude assumed. by the spectators
that the difforence between the Titual and
the art lay.

In hlS Scope of Music, Mr, P, C. Buck
came ‘to the same conclusion n -another,
Yot quicker, way. Tho central thought, ho
eléborutod ‘was that man must have cx-
pressod his feolings, in the first stage, most
unconsclous]y that, when ho fumed and
fretted, his tofle involuntarily rose high

that, whenever ie was swayod by strong
feelings, he generally forgot himself and
did not know what ho had snid or done;
and that, in short, his ncls suvoured, under
such circumstances, moro or less of veflex
action.- But when, during Lis calm moments,
he Eout-emplhtcd how the outward.expres-
slon of 1115 feelings *aflccled otlier people
and when hcfconscxously made the same
expressmn. thh no other viow than to
¥ produce™the ‘effoct in olhers, as ho onco
 noted ;_";t‘,}lén and thero the urt began,

~ The dancors of tho .ritual’ ha.d oin” “their
minds nothing except the food supply, to
induce the return of which they* danced.J&
But the spectators, who cuf thomselves
loose from the immediate action of dancing
and had thorefore time- enough’t’d think

PR o
‘i?:;T'o the self-samo conclusion, again, came
both the illustrious writers,- Emerson and
Herbert Spencer. While tho former wrote,
in his essay orrArt: “ The sucking child is
‘an ‘unconscious actor; the man in an

done ulona is not a ritual; and’ whu.tever ls doue  eostasy of fear or anger is l}n lmC(l”;Slf'tousl
without emotion is again’ not a rltual Hence. -F actor und .8 large part of our habitua
the correct conception of a ritual is that it must: F actions are "unconsciously done, and most
be done by a large number of persons foelmg thd [ of our, neceasary wotds are unconsciously
samo emotion. ' : Lt “ded il 'gaxd, Bqt the consgious utterance of

A ritual iy o thing done. B.lt all “ thmgs
done " are not rituals, Whatcver. for mstance, 1s

-

ea'sed to bQ"merely ritualistic and came to

3.

thought by speech or action, tq any «
Art;” the latter observed in his Oriy,
Functzcn of Music: * The expressiver.
the. vanous*modlﬁcatxons of the v«
mnate. Each of us from babydioc
wards, “has been spontaneously n
them, when under the various sens.
and emotions by which they are pro
Having been conscious of each fee!
the same time that we heard ou:
make . the conséquent sound,
acquired an established wassocial
ideaus between such sound and the

which caused it. When the like s
made by another, we asciibe the like -
to him; and by a further conscquen
not only ascribo to him that feeli:
havo o certain degreo of it uroused

selves: for, to become conscious

feoling which another is experienciy,
have that feeling

consciousness; which is the scme t
experiencing the feeling. Thus thess

modifications of voice become not

Janguagoe through we'
the emotions of olhus Lut ai=o the
of exciting our S)mpdln_\ with sue’
tions.” Ilave we not here, thern, a
data for a theory of music?

OF. MUBIO”".

we

awakencd in «

which v

To sum up the Burgopean view, lix
of joy and sorrow, doubtless,
singing. DBut the singing wax, al i
‘voluntary and setved mercely to urn
the singer of 'livis‘feel_in:;s. He w.
long time unconséious of the corres
response which he urnknowingly i:
in the minds* of his dicarers. T
momemnt he became’
response produced ; a new dolight «
in his mind* and, thenceforward, h.
not ¢o unburden himself of his feeli:
to express them insuch a wayas to;
a correeponding rcsponsc in-the 3

conscious
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)] was, therefore, with this conscious ,dé_si're
‘) express one's feelings wlth a view to
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produce a pnrtlcular responso, lhut m
orginated p

MDsa ttlluk'ohaliyn ", ' Umapatiya,’ etc. Tho
L ord-* 4 Natya ", - . Nrtya ", “.Nrtta",

N i . )
3 Nartana. » and “Abhmaya " aro synomms.

EUROPEAN VIEW. A

Cperson desirous of expressing hls feel-

‘mg s and producing o pariicular effect in
1i8 hearers, excites the mind; his mind-

. soperates and causes him to sing and

ne sings and produces Musio,

G

Nandlbhuratu. Bulaﬂmu-
tontxon, excites tho mind ; tho mlnharatn ebo. oot
operates on the vital heat: of Jho bodnjki:
-and sets the air:in motion; and tho aif

rises up and produces Sound (or Muew

LR 4

'Tho'opinion “of somo that the Hindus
ad no originality and proficionoy in tho

. @ As between those two views, there is no praotlcul diﬁ'erence. Hence it is thal
Lsaid the Indian view had & lucky hit at the solution of the® problem “of the ongin .0

nlusic. Whilo the uropeans evolved tholr

a@:ionts straighlaway statod thoni.

BHARATA NATYA,

il

BY

( My,
@ho term * Bharata natya’ meens an ola-
*-ately discriminative and expressive
ction, which creales a responsive feoling
‘t@tho human sonsation, and the term is
egso applicable.to the Science of Musie,
%&nic Art or Dramaturgy. Among the
i®ierent interpretations of the word
‘@uarata’ two deserve consideration, of
which the first is—the* Scenio . art or
aJdiion-modas founded by ‘ Bharata®, and
t@ second is tha Scenio art with the des-
cgdotion of ‘Bhava' (Emotion), ‘Rega’
(#Musical mode), and ‘Tala’ (Clnpping of
h@:ds or any other thing proscribod *in the
*T'w ladhyaya’ of music scioncer acoording to
music measurement). From these two diff-
er.;' interpretations, it bocomes obvivus,
tgt the word ‘ Bharata’ holds two eenses,
th’e ono is the nume of o 'sage, and thg othor

V. Venkatarama Sharma, Universily of Mudras.) !

ot hodes of dancing, and that they adopted
hem from the Greeks who woro proficient
nmany Sciences and nrts ovon bplore the
hirth ‘of Christ, when somg of thaem
Bettled  in. .o India after Aloxander's
vasion, hay no firmer basis Lhan cortain
Boints of similarity between tho Sconic art
f.tllese two angjent nations, The art
Bt loast as.old as the vedas. The dialogues
In the- Rigvoda between * Paruravas ' and
BUrvasi’and ‘ Yama®
. nmxstakably to'the  existence.of this art

is, i i i : . En . odic period. According to
is, it soems to me, an imaginary n.scuiptionn the  Rigvedic  p g

. ~Phonetic—Grammatical aphorvisms (prati.
rendered. b9 &' process of syllablﬁcahon, akhya works), at the timo of tho vecitation
given by later authors and conmmntut;orsl dic 1 " at (Udattu)
because evory syllable of the word " ‘bha’! bt Ya]urve ic 1dyxl1tns), ncI n{j ¢ :

! nd tho circumflex
‘ra! und ta’, it is stated, denotes ‘bha.va.,he grave. (mu auel, o

ccents, ara to bo shown by th
‘raga'and ‘tala’, respectively. . Tho Inttor svarita) a o

. . btiad 7, it of tho hand. The great
explanation is plausible and quite relevant ifferent pos uros g

SEAN o { ni also speaks of the
to the context, because the ‘bhavy’, the rammarian Panini

‘raga’ end the ‘tala’ are inov1toble to pxistence of some of the sciontific works on

v - HE is time, by the sutra
dancing. Scholars have not been so fortu.  Natyasastra® in his time .ky : oat
nate a8 to procure the very works ‘of the -Parasaryas:lahbhyam -bhiksunatasutra-

7oh," identl ove that the
ancient sages Nandi, _Kohola, Dattila, eto, oh. ‘These evidently pr

) was extant in India long
on scenio art,- as to facilitite a scientific Natyasastm

h d there wero also some
study Of a“ thelr worka and conmder thell' ledfore All(exu:lgerﬂ?: Sul‘:JOGGt other tlmn
oompnratwe merits, ‘i R ,§oid . WOTKS

: Bharat& 'S Natyasastrn The religious sacri.
+ Rfices and other rites and corcmomes. which

v o fare nrescnbed by the nuhhors of ‘Smarta’
tracts, that thore exlsted dlﬁ'erent sohb,olu o “Siauta’ works, to b obscrved by

on this art by namo: Nandlbhari"“‘,' 'Hindus, Lave, by tho lapso of time, by social

R

£

conolusxons aflor an claborato rosoarch ou
l. .

is

and Vami'

NATYA BASTRA

Om.t,lfy L
Among these three, the first
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customs of the middle periods, and

reactionary influences, lost their spi:
and ethical significance and are st
observed by the Hindus, though these

criptions are observed oven now amdn:
L

set of people called the Nambudiri Bral.
who ave supposed to be the carly sc
on the Malabar coast. Similarly tho
of Natyasastra also. through the laj
time, assumed difforent and ludicrous
due to carolessness, ever-changing

customs, a proverbial antipathy to w!
old, and ‘many’ other ‘causes, and is
deplorably a decaying art, despitc
cfTorts of a small minority on the Me
coast, who still preserve and cheris!
older traditions and try to atem the

For, in Kcerala the &
dance finds ils expression in three 1
(i) Kuthu; {(ii) Ramanattam; (iii
-Ki'is'hnanattam;and to their credititn

ward . course.

said, that they are marvellonsly ide
with the standard founded by DBh.
Ku..m
heriditary profession of a sct. of
people called tho Chakyars, The Cha:
from tho early time were myuch lear:
Sastras, and ‘Sahitya’ works, and espe
in the scenic art, in which they had«
high- degree of proficicncy. At fu
times in the halls of Iindu temples,
used to stage Puranic stories
stories related to * Jtihasa' from Dra
compositions. In compensation the G«
ment and the trustees of the temples
them lands,and other emoluments. Gic.
ly they staged the ‘ Anguliganka, ' Se;
kanka'* Asokavani kanka’'Swapnar
‘ Kalyana-saugandhika’, * Mallanka "
‘others, The Chakyarson account of
"wealth of learning and high oederofhh.
nio tz':.lents. went into minuter details
to show different g.estxculntmns ove
\nbhuktx (coso), wvachano (numbe



v

M

¥

j*linga’

(rrendot).

With (o view..ta taa.c.h, fram 1! Rigyeda, musical Bubstancu f'luch is usod mamly 6n worship:o¢casions.
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their childron several Chakyars have. coms-,
‘posed elemontery works on -this art’ which.
pare o briof summary of the. ohaptaers el

Bharatse's

‘Natyaveda.’.

‘These workd -are,

W Attaprakaram,” * Krama Dipika,”* Hage."
talakesanadipika.” ete,
have not boen published. .What with the
lapse of time and. want of encouragement
band patronage, to. this ancient Hindu
’cu]turc; the. art of dancing is fast.losing its
grip on these chakyars even.
'.(Kathakali): arid
)Krisnanattam aro prevalent and.. familiar
-even now, and they do not need any desoris

twa,

ption
'

.

,natya,’

the ‘Ramanattam

horo,

‘nrtya,

‘nrtta,’

Unfortynately.they

As. the other

vt

‘I ‘have already montioned that .the 'Wordé
‘ narttana,’.

and

‘abhinaya,’ aro synonims, But among those

’gs the word ‘abhinaya *

is moro denotative

vand expressivo, it is fit to be used compre-
hensively for the whole art. The derivatlon
“of the word is from the *

[YII

prenosition
visi!
pinvisi

“visible,”

‘abhi’
ble things and

nin' proooded with
und it means ‘the
subjects are mado

Among the \:'orks in the Sanskrit Litor-

Dature which deal with

)' Naty

Pwhich

Just as the name ' Manusmrti’®
* Bhrgusambhita,’

“to

asastra’

and
“desurve special mention.

* Agnjvesantontra,’
; F)'hunvantarisa.mhitn,' the-name ‘ Bharata-
natyaasstra’ is

hita.’

Brahma

given
took

abhinaya,’ Bharata's
‘ Balaramabharata®

Even these works
are mostly devoted to .
only, make incidental leBlBllCOS to othou‘
“subjects.

‘abhinaya’

_is given

¢ Charakasambhita ’
‘ Susrutasamhita *

to., ”Bxahmn.sam.

vooa]

substance :

thana-sa muv akars '2

Bh
,Sn.ma.vedu

is regarded, as tl}g
spoond, work

core, This is a- lucxd and systemnuqqd_w
on this art yet unpublished. Besides the
all the slandard works “on: zSnngltasasl

B

an's exohe dant,e

(i ool

NafrA SAsita-

.And gestural,”substarite [l oddeas Parvatialsc tauglit ‘Lasyea'-(akind
A.thm:vcwodu, ‘and .coniposod this,; Nai#

susry * ulloy “Natyavodu. This ‘wauv
th. VOle tcxt.s &
a.lgram_khqmtp. is,.a Joi
compogition of Snbu)&mmnvumun. Qm ¥
ther. Ohera prggimho quled oyar«_’l‘rav

o dlncing) to’the daughters of ? Bana’and
ey ta the Gopis, who were- inhabitants of
¢ vnravutt,_ a.nd they to.-the ladiés” of 4 mto cupxtuls and palaces, bu-th ofn st
i prastra- bountryﬁ'and it. becamo famxhu

-The

t‘ull «of

Ap a.ctmg 1s tbe llmtablon of worldly o

davate - 18..Dotkion; ta. deﬁnaxthp modesl i hdnsl 1ts proper theme will bc sub]cctsllke

tabhinayes is If.wq . :enalysa;:;thdogena
subjeot-mnttor -of: ;the. :ayailalile:-Sang
works.in the Sanskrit Literature, we sho t'c;?‘
be: able. to grrange:tiiem into. the followifkt
sovon prominont heads, of which ‘abhinagg
Svara,’.
s Ragavwokn, :(3) .*-Vadya," :(4) * Tala;: o0 or ‘ moksa.".
‘Nn.rta.na, (6) '.Pmba.ndha., (7) Pru.ku'na

or. 'nartana.. alsé is..one. (1) .

karn. who ﬂounshed in the. mxddle ng
deﬂcnbes tho God Siva as '’ Natynsvarup;
tho w011d in which we lxvo ;a8 tho gostu

P

,”‘j HYY TR

The uses of tbe e;.l')rh'muya
‘ghe works as fol}ows —-_’ N N

substanco, the veda, purana, sastras,-e a.m P“’-V”t“kaml

as the vocal substance, tho pla,nets, t.
moon, - otc., ‘as the extxaneous _substang] ammmll

‘of God Siva,

‘This Nu.tya.veda is given by Brahmn.n

lus pupil Bharnta. who after an exhnush

study of it, staged tho pldy ‘Amxtumu
befo;o God Siva ‘ai

T'he stago was or ected )
nyathuJ

Goddess Parvati, '
‘the back ¢f tlie mountain” IIlmavan

and Parvati were much’ entertainod by t
play. Thon Siva "‘commanded ‘tho chief
his * Ganw,” by ndme ' Tandu’ (a. sage) '§
teach Blmlatn tho modcs of ! Tunda.vn ul

(1) “Jagraha pathyam rigvedat” sanmbhy ’.,
gitam ova ch. Yu;urvcdnd u.bhmayu.m wra'
.atharvanad api,”. T S

vore -

(2) “Samavekars is o kind. of. Drama.” 5

< Jahara

RS ST

Naladadnmm

.

L

attle, sport amusemeut, murdex,_‘;lestruc-
L

urestatédl in
] Klrtxpraﬂalbhyasaul)ha"ynva 1d agd hya-

.‘,'/

v Audaryasthanyadhnn ya.nnm vilasasya ch

'

: Dubkhartlsokamrvcda khcd av mhch eda-

: Apl bruhmu.pa.runnndad idam’ ubhyadlu-
kam: -dhruvamM, ° e
chittani katham

E Na kinchid drsyutc loke drsyum sravyam
Btab pu.mm“ "D Lo
i (Sanguaratml\u.\ 710 tg 15)

»dehhnrtanum e smuurlhanun ’
“Bapasvinam.’ \'pl AN

(e

Al & Httopudosuaannnam dhrtik rulasukh'tmkrt

sokartanain

ninings

IR TES

' clasaxﬁed ahhm \y
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+:The occasions for conducting * falyz

considered to be the coronation cerem
‘of Kings, feativala in the Templesn, »r
occasxons, a procession, marriage, ent

And the same 1s stated as follows —

“Nrttam “tvatra’ narendmnam ab:
malxotsavel ) ot

.,,Yatrayam deva) atrnyam vivahe
Fangame e’_,' ‘.‘..:-T::_,- Sl

T

Nagnranam agaranam plavcse pul

on of ovxls“preservatlon of(,oods calamity, ° ma.ml SEe g
he use of ‘this art is, of two' l(mds (1)
Alhika™ (of this ‘world), and (2) amusmika
elc;bgmg to‘tho Poxi or Lhu oLhor world)
A mong these two, the ‘second brmgs §a1vie o
The uses included in Lhe
rst' are,’ bappmess worldly." knowledge.
'oQuiremeut of “dharma,’ete.

WA ﬁ.‘ﬂ-
Sarngadeva. tho authbr of Sangltarat o

L. 2 ..
NPT - PR

Bl;ahm anoktam p1 ay ok tavya m

ynm survukmmnsu“' s, Ca
\.? YRS (Sanglturutnaknm. 7 15
IRPTTR [ A S

,,'.lhg reprasentahon of tho condm_
the yvorld which is mlxcd thh -hap.
a.n(l ,sorrow, by ‘means of the actic
the primary and secondaly llmbs G
body, is called Natya.

L]
S Yo'lyam’ svabhnvo lokasya sukl
‘khasamarvitahl, ..

Songadyabhmayopcto natyam‘-"'i't

dhxyate" v

I s .

(Natyasastra

A'c'clolrt\‘]m‘g' “to bamgadeva, tlw
A natya stands on mbns m its. mam
‘and the, mcamng descrlbed nbovu is
bul)SLdmry one. V):.vauathakunm
author of S&llll)’d (lﬂlpdnd. has defi ir
" us' | tollo\\ $:

0 Bhaved
chaturwdhahl

abhma) 0 \A.lennkar.

e ——

lel:antuana,nam kul:- mtyam chn m 1, .
Dharmyam yasasy a.n ayusy Mn Im.m-
vxv..xrahm.am

Lokopadcsa]annnam naty -ml etad bhav
(Lv,xlyasa stra, J—— [

'I;.,-"\} Tl
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'Angiko Vadikas haivam aharyah satvikas
Fthall”?

Actinz is the imitation of condition, It is
‘t four kinds. (1) gestural, conveyed by *
®,dily actions, (2) Vocal, conveyed by
gords, (J) extraneous, conveyed by dress,
ornaments, docorations ete., (4) internal,
by the manifostation of ‘the
@cling, such as porspiration, thrilling
th- Tive word ‘abhinaya’ has its own
meésnings which are as follows — acting,
,csticulation, any thoatrical action (oxpres-
qve of some sentimoni, passion etc., by
look, gesture, posture, etc.). According to
—urangadeva, the 'abhinaya ' and ‘ nartana’
®-a tho general terms, and. the'_nufﬁf‘
‘Brtta,’ wnd ‘nrtya ' aro their subdivisions,
e delines -tho  difference, botween
@iatya’ and ' nrbla,’ ' nréta *and ‘nrtya? and
'.patya' aud "nrtya.’ Thus the ‘abhinaya’
1s of three kinds,

v

wonveyed

also

4

e Natya® is the name of a dance which
@nsits of four kinds-of ‘abhinaya’—‘angika’
estural), ‘vachika’ (vocal), ‘aharya’
rextrancous), and ‘satvika' (internal).
N rtya contains tho first three alone, and
@ mauifests the ‘bhavas’ (emotion) alone.
Among ' natyavedin’ (who knows ‘' natya’)
viio ‘nrtya’ is known Dby the term ‘ marga,
®lso. The above four kinds of ' abhinaya’
could not be observed in ‘nrtta’ but it
contains the astions of the limbs of the body
®lone, In accordance with the traditional
‘rcscriptions tkat something shquld "be
dona by the actors and audience {itikarta-

® yata or prakaraniyama) in connmection’
.\Htl) the dance, each of these- four kinds of

;blnnaya falls undor two varietips, by
iame ' natyadharmi' and 'lokadhnrmi'
@’hese two aro each divided into two * chit-
&wrtty'\rplkn, bahyavastvanukarini’ and
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* lokopajivi’, * lokasobhakam . These
the minute divisions of tho ‘abhinaya’'s
hence it will be out of placa to descx;'_
them in & general treatmont of thie subj
« and they are dry and difficult for an ordini
student. I have menhoned these hero slmyp
to exhibit the methaod- of dxvnsxon. The oth

‘natya’ and’ nrtya‘*‘nre nlso ‘of two  kin

‘tandava’ and ‘lasya’. In' view of cld
exposiiton, tho above ‘divisions bf Sarn
dova are shown in an annoxuro wlnch w
the form of a table, S : :

Tho author of the commortary Jay
mangalat and Vatsyayana's Kamasut
extraots thd following two verses, w1tho_
mentioning theu- source.” . .

“Karananyangaharas cha
vibhavo bhava eva cha.’
Anubhavo rasas cheti ~ :
samksepan nrtyasamgrahab,
Tad dvividham *natyam' *anatyam’
choti. Tatha Choktam— |
Svarge va martyaloke va
patale va nivasinam . .-
Krtanukeranam natyam . -
anatyam nartakasritam.”, .
(Page 33, Benaros Edition, 1912)

A w.;". S 7.
. e

Here the firat vorse ,doﬁuos the gonor
charactoristics of ‘ nrtl:yu. and the seco
classifies it into two, ‘natya, n,nd anp.ty
with their definitions.

v

The trontment of dxﬁ'oront rasas (sen
ment), postures of the body, gestlculatlo
of limbs, bhavas (emotion), dress, or
menss, qualities of different actors,~colou
construction of * natyamantapu or “naty
sala’ (dancing hall) and many, other deta
oonpected with 'abhinaya’ will be- mg
* appropriate in an detailed study.” ~

YA BASTRA :
NATYA E;?L

ANNEXURE

NARTANA. a'r?}ﬁo-(

or -~
ABHINAYA @ Mﬁ"m

’ R

Natya Nrtyae

|

\ tandava

Lasya tandava

| |

vachika aharya satvika.

Natyadharmi

|

bahyavastvanukarini

Chittavrttyarpika

Lokopajivi Lokasobhakara.



THE TWENTY-TWO SRUTIS OF THE INDIAN GAMUT.

BY
PANDIT S. SUBRAHMANYA SASTRI OF TANJORE.

Gl’ﬁﬁ’ﬂ

So says the author of Sangitaratnakara
and therein implies that the Suddhasvaras
recognised iu the Indian Musical Scale are
thc‘)se'pertaining to the chanting of Sama-
veda. The self-same notes have been
referred to by the great Tyagaraja, in one
of hls famous Krtis, in the following termis

A azﬁqu\mm?mtﬂﬁwﬁﬂﬂﬂfﬂ -?16/9 5{3= 16/15 Slmllarly the frequ
“*ratio of Dvisruti-Risabha will be foun

fA@1@q ’ and demonstrated as such Sa
vants of Indian Music have with one accord
accepted the view propounded by Bhara
t.amum m the following couplet —

' SgmgugET  ToaReIATIAL (F a~
framgararct et Rawdgat 1 which
means that Sadja, Madhyma, and
Pancama notes have each of them four
Srutis (mucical intervals), while Nisada -
."and Gandhara have two Srutis, and Rlsabha
‘and Dhaivata threeveach. -If we should -
play on a Vina the notes of the Samaveda,
‘which occur in two Octaves, in a single
Octa.ve adoptmg the method of Tyagara]a.

we” ~will-find that the Suddha. Sad;a
prodpced by the whole chord, while Suddha-:-
Risabha is produced by ‘the vibration of:
9/10 of -the chord and Similarly Suddha-
Gandhara, ..Suddha-Madhyama,
Pancama, S.uddha.'-Dhai'v_ata., Suddha--
Nisada and Suddha-Sadja (of the next higher.
Octave) result frem the vibration of 27/3@,
3/4, 2/3, 3/5, 9/16, and 1/2 respectively of the

chord.

Again, in accordance with ”\“ follo owing
_paé‘;age from Sesalilavati—* ﬁ'qrq-;'{qrt
amzvrutimaer.
frequency ratio of th'e several notes by adop- "~

we can detersuine the

F g QI M

= Dhaivata, the fifth note therefrom, wnl i

is,'

LIRS

Suddha- -
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: (n‘]anng to Pancama) respectively as the
ffth notes, of Kaisika and Kakali Nisada
(relating 'to Sadja). By adopting this
method we- get frequency ratio of Tivra-
Pancama, as 9/5X3/4=27/20,and of Tivra:
gtara- Madhya.ma the second Srutl thereof,

chord lengtbs viz. 1,/1,10/9, 12/27 4/3, 3/2 P i < 13/8X3/4=45[32 Of the two ratno: thus
16/9 and /1. From these it'will be appard} obtamed even%ough 45/32 may,in a way,

that the mterval for a- Catu’:smti o taken® to” determme Tivra-Madhyama,
the other ratlo of 27{20 cannot by any means

be considered as acceptable. On the other
hand, that these ratios correspond to those
of Risabhe is borne out by Venkata-makhin

ting the reciprocals for _their respecti}

be 1/1x16/15=16/15, that ‘of - Dyis BBy adopting- this process- we arrive at

. Twratara-Madbyama, which’is the second
Sryti of Pancama, is lﬁllaX4[3 64/45 and:

‘found to be 16/15 3/2=8/5, that of Cat§
ruti-Risabba will be 1/1%9/8=9/8 “and]
Catubsruti-Dhaivata, the fifch note the

9/8 % 3/2=27/16. <l Pancama, is 10/9-x 4/3=40/27.

PN i

Further, every one will admit that {{RBE Further, thése modern theorists start from
zfrequency ratio of Sa.dharana Gandhar 2 1\ tara-Gandhara as their basis, in ﬁndmg

at the frequency ratio of 54X 5[4=25/16,
which turns to be that of Ekasruti- Dhan ata
and arrive at . 25/16 -3/2=25/24 "as  the
Q. measure of Ekasruli. Accordmg to thexr
calculation, the frequencyratxos of Ekasruti:
M risaba, cyutamadhva.mavandhara ‘tivral
tama madhyma, Ekasruti Dhaivata and
Cyutasadja'. Nisada . will respectively be

-one. Hence it follows that the freque IR 1/1x25/24=25/24, 43+ 25[24 = 3225, 32+
25/24=36/25, 3/2%25/24=25[16""and 2/l =

: ratio of Trisruti- Panca.ma, which may : N

‘designated Tivratama- Madbyama, is 4!3 { BlU=48/25 ~
10/9 or 5/3 - 9/8=40/27, and that of Dvisruti§
Pancama which may “be desngnete
Tivratara. \Iadhvama 4/3% 16/15= 64/45“

respectively of those tﬁvo' ‘netés, “a
6[3 X312=9’5 and 5[4X3I2=15[8'

But if we follow the method enunciatad
by the.author of Sangita-parijata, wlan lie
fazaugw WA gdigitTais. 59
Uld'start from 40/27, the frcquenc:\ ratio
of Trisruti Pancama. and: p‘ocead
bceording - to  his :Sadja- Eanca.ma ] havd

 Says
In this connection it may be noted th

certain modern theorists fix the: T|v1_'
IMadhyama and the Tivratara- Madhya,p:l

THE TWENTY TWO SRUTKS

who says ‘RN GNP TUF xegAwanr.” Nisada—243/ 128 ;

& (he measure of Ekasruti and thence ﬁx_th’e:' 256/243=256/243
g Antara-Gandbara of the same and arrive”

39.

method, we will obtain 10/9 as the frequency.
ratio of Suddha-Risabha and thence 5/3 as-
the ratio of Suddha-Dhaivata and -arrive
similarly at the following results ——Antara.

39

]\hdhyama, the first of the four Srutis of, Gandhara-5/4; Kakali-. Nxsada—la/S Tivra-

Madhyama—45/32 or 1024/729 which is-a
little Jower but very neatly equivalent
thereto; Ekasruti-Risabha—256/243; Eka-
sruti-Dhaivata—128/81; Suddha-Gandhara
—32/27; Saddha-Nisada—16/9; Suddha-
Madhyama-—4/3; Suddha-Sadja—1/1 or 2/1;
Suddha-Pancama—3/2; -Catubsruti-Risbha-

~-9/8;. Catuhsruti-Dhaivata—27/16;. Cyu-

_tamadhyama.Gandhara-81/64 ; Cyutasedja- ~

Tivratara-Madhyama—

64/45 or 729/512, which is a little higher but

the conclusion; that the frequenoy ratio of very nearly eqmvalent thereto ; Dvisruti-

Rlsabha.—16/15 Drisruti-Dhaivata~&5;
Sadharana Gandhara—6/5; and Lal<1ka.

of Tivratama-Madhyama, the third Sruti of. Nxswda-—9/5

. Now,-lf, to the seventeen Sruti-Sthanas

(ratios) we add the [ollowing five viz.,
" Ekasruti-Risabha, which has its ratio. 1/1x
obtained by adopting =
256/243 (and not 25/21 of the modern the.
orists referred to supra) as our measure for
Ekasruti, Cyutamadhyama-Gandhara with"
its ratio of 4/3+256/243 =81{4, Tivra-Madh-
yama with itsratio of 4/3 X 256/243=1021]729,
Ekasruti-Phaivata- with its ratio of “3/2X ..
256/243=128/81, and Cyutasadja-Nisada ~
with its ratio of 2/1+256/243/=243/128, we
get the ratios of twenty two Srutis. By
adopting 25/24 as the measure of Ekasruti
we obtain as the frequency ratios of . the
latler five 25/24, 32/25,25/18, 25/16 and 4825,
TFrom actual observation in vocal #nusic

or in playing on stringed musical instru-
mens, suchas the Vina, one may occasio-
naliy nofe in the seme Raga, varying |

froquency ratios for the same Svaras,”
during Avohana and Avarohana, while they

are shortened in “contiguity: with other
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Svaras. Tle Risabha and Gandhara notes
-of Todi may be cited as instances in point.

Starting on the basis of the twenty-two
Srutis artrived at according to the calcula-
tions set forth above, if we try to note the
functions of the Svaras, from Ekasruti-
Risabha to Tivratama-Madbyama, in the
several Ragas, one may not be confronted
with any difficulty in dealing with the
remaining Svaras and their functions in the
several Ragas: In this connection the
author of this short note may cite the_.;f.
considered opinion, arrived at after labori- '
ous research, of the late lamented
Brahmasri Pancapagesa Bhagavatar of
Tanjore with whom he collaborated for the
purpose, and which may be summarised as
follows:—

Gandhara
14 Tivra-Madhyama

Lo
Names of Svaras,

10 Sadharana-Gandhara Saveri.
11 Antara-Gandhara

12 Cyutamadhyama-~

15 Tivratara-Madhyama Kalyani.
16 Tivratama-Madhyama Verali.-

Lévers of Indian Music who want
pursue the questxon of twenty-two -S
are referred (o the several notes contribuf
by the author of this note to the Tanjop
Sangitavidya‘mahajana-Sangha® An n u .

~Conferences between May 1912 and Octo

41.
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Ragas. - PH N1 Suddha-Nisada 16,9 .
1 N2 Kaisika-Nisada 975 196//;,9 '13/9
3 N3 Kakali-Nisada 15,8 15/8 15;3
Jhanjhoti o o3 3 1§4 g’;‘jﬁsad”‘-'N’sada 243/128 4825 48/25
' W uddha-Saja 2/1 2/1 2/1
Kambhon_. u ) [
Saurastra. g
Byakita, Ga_'\ MELADHIKARA-LAKSHANA
~+pantu and HE A CRITICAL REVIEW
- mir Kalya nf . g BY

S " MR. T. L. VENKATARAMA IYER, B.A., B.L.

This is a rare treatise on Music, rare not -Ragas and not the northern system. It may
. coly becaose it is not easily availableto be necessary for this purpose to statae ho:/"'.
be general ‘reader, but.also because its the two system differ in the matter of the’
M ntents are altogether different frpm those classification of Ragas. The northern sys.’
the other .‘standard works .on Music. tem divides Ragas into Purusha Ragis,'
pere is a.copy of it in the Tanjore Palace Bharya Ragivisand so forth. In theCarnatx.,"
ibrary, Manuscript No. 11604~ and so far system Ragas are classified accordmg to
B I have been able to enquire there is no the different scales of the component notes.:

Nimes of Svaras. Ragas. 1914 and which are pnnteclﬂmth the repo Bithet copy "of it tg be found ‘anywhere else. ‘The value of the swaras. is. the;
5 Ekasruti-Risabha Gaula. ~of those conferences. H"c’ s is all the™ more tegrettable as the basis’ on which the Carnatie S.Vsteml
6 Dvisruti-Risabha Mayamalava-gaula. 3 anjore Manuscrlpt is imperfect and does classnﬁes its ragas. This dlﬁ'erentlatlon ’
7 Suddha-Risabha  Bhairavi. i The table appended to thisHote will serglot contain thewhole work. But the work seems to be now "bOUt thC‘USﬂnd years, old,:

8 Catuhsrti-Risabha Senkarabhafe‘
9 Suddha-Gandhara Bhairavi'
! Kharaharapriya.

and
. on the same subject.

Frequency ratios according o’

-, further to elucidate the views set forfl
above as distinguished from those of othep

Wppears to have enjoyed considerable: repus’’
htion and someauthority, and a close study:
it reveals’ some original tralts, which- are’

Thus though the Carnatic system w1th
its- distinctive features, is fau-ly old the
classuﬁcatlon of ‘the" Ragas “into 72 Mele.-
. karthas and their Janya-ragas " does not
" appear to be older. than the 17th cent' Fy.

_No. _SymeI& . Names of Svaras. Sastraic  the author’s ./ others’ It was my idea ongmelly to translate the ury.
. : tradition. - ntire treatise .but ‘on ‘going: through :the” It is said that Govmda D‘k“hltal' wa th
48 Suddha-Sadja ‘1 i3k hole of the manuscript 1 have come tothe PersOn who first invented that’ SYSﬁem ¥

g IRlé gkesrutti?.isag)hha 2?25%3 #onclusion that it will be sufficient if I give. the present nathes'‘of * the" B me‘[’;fs"*
visruti-Risabha nldea. of its contents now, leaving tl were really given- by him! H‘s Work S
7 R3  Suddha-Risabha 10/9 - Ing fhe. an
8 R4 Cllllatulisrul:i%R]iiabha 9?8 Riork of translatxon to wait until a complete githa.sudhanidhi is rot availible snd there-
9 ‘Gl . Suddha-Gandhara 3927 anuscnpt is avallable fore, the extent of Govinda leshltars
i? 8§ S&adtbaraéa-(iimdham ) gﬁ gﬁ ' i ! - . 1 contribution must bé a mattér of uhcerta-
Antara.Gandhara N : he hame of the a.uhor of the work is not nity. Sangita- sudha of Raf'hun tha Na
12. G4 C€yutamadhyama-Gandhara ... 81/64 32/25 - 7 32/25 WM & a“Na'Ck
13 . M1 Suddha.Madhyama 4/3 43 A ; . 'fhe md"luscnpt does not mention of Tanjore copiés-of whith are, however
14 M2 Tivra-Madhvama 1204/729 25/18 97720 - Jg- Tradition isalsosilent on it. The date available is a valuable work’ and ifi the
215 M3 Tivratara-Madhyama . 64/45 64/45 4532 3Pl the author is also likewise unknown. prepavation thereof itis not unlikely tiyat
1}9 1\15‘ 'é‘-‘;{?ﬁal%a-Mﬁthﬂma 4(3)//37 43;37 3%35 ut thel'e are features from which we can  the authar detived considerable help- frou
i7 3uddha-Pancama . 2 p p S v e -fr
18 D1 Fkasruti-Dhajvata 128/81 25/16 25I1§ PPFO.mmately fix the date of the composi- Gov'r‘«;'a Dikshitar. 'What we. do. kpow is
19 Do Dvisruti-Dhaivata 85 ‘8/5 -8/5° akon. ‘The  wrork follows _the Lar:\al_ka- that Venkata ‘Maﬂn ‘the "illus
: J Bivaswa - usiriouns sorn of
g? : Bi gﬁf‘fl};:ﬂ?%ﬂi‘l?am 23}?6 23536 ‘: 2%26 stem of. Music in ithe classii‘cation of Govinda Dikshitar, \\rotc about1660AD a
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work calle¢ Chatur-dandi-Prakasika where-

.in he propounded the theory of 72 melas
scientifically. The names by which he
distinguished them have not been adopted,
but othérwise the Carnatic music to-day is
not much different from what it was in the
days of Venkata Makhi. In a word his sys-
tem has since ruled without question.

Now if we take Maladhikara-lakshana
it is obviously flater than Chatur-dandi-
Prakasika, Theauthor takes the system of
Venkate Mzakhi and simply enlarges it. It
was intended by this work to make a further
advance on the system of Chathur-dandi-
Prakesika, as will be clear at the conclu-
sion of this article.

Jt.appears to me that the author delibera-
tely took up the challenge of Venkatamakhi
that ¢ven god Siva could not add to the 72
melas. “‘q & THeTA AES1AALSY wRIa”.
It is further not improbable that the very
idea of 24 srutis which the euthor adopts
was suggented by the Lakshana Githa of
Venkatamakhi for the Raga Gundakriya
in the15th mela, where the author enumera-
ates the 72 melas and adds that the srutis
“are 24. The innovation made by the author

of the Meladhikara-lakshana is to adopt

_ﬁhe 24 srutis, and make them swarasthanas,
and build up a system of melakarthas,
altogether different from the one adopted by

Venkatamakhi. . "

.From the very nature of the treatise,
I am of opinion that it is-a compara-
tively recent work, not earlier than the
18th sentury.

The chief feature of this work lies in this
that it classifies the swarasthanas into 24,
instead of twelve of Venkatamakhi.® The
following chart will explain the scheme of
Venkatamakhi: ' ¢

W

(1) Shadja ‘ he sgstem of Venkatmakhi and there are

chakras in the Shuddha-madhyama group

ctead of 6 chakras as in Chathur-dandi-
rakasika. Unfortunately, the manuscript
 reaks off with the 31st chakra with the
) ames of the first two melas therein, and so
ven the Shuddha-madhyama group is in-
Lomplete. This is a matter for regret as it
aves us with a guess as to how the author
bcalt with the Madhyamas. It appears to
? ¢ to be plain from to general scheme of
e work that it was intended to mark four
b adhyamas and not merely two and their
Bames were shuddha-madhyama, aprati-
adhyama, Parati-madhyama, chyutha-
k. nchama madhyama. It must “Yurther be
B at there were 34 chakras in ‘each of the
P ur madhyamas, thus making up a total of
36 chakras or 4624 mela karthas.

(2) Shuddha Rishabha

(3) Chatusruti Rishabha==
Shuddhagandhara

i D
4) Shatsruti Rishabha=
« Sadharana Gandhara A

(5) Anthara Gandhara
(6) Shuddhamadhyam;
(7) Pratimadhyama
(8) Panchama
“(9) Shuddhls. Dhaivata

(10) Chatusruti Dhaivata=
Shuddhal Wishads =~

(11) Shatsruti Dhaivata=
Kaisika Nishida

l €
(12) Kakali Nishada

The followind chart will elucidate the

Bnsition :—

1) Sllladja.

‘vata,

(2) Prati-Shucllda Rishabha. -
have only 32 melas in all; and in.fac @) Shu@d_a:Rishabha.
position has been taken by some.
musicians of the present day.” But Ve

(4) Prati-Chatusruti Rishabha=
Prati-Shuddhagandhara.
(5) Chafusruti Rishabha=
Shudda Gandhara.

(6) Prati-Shatsruti Rishabha=
Prati-Sadharana gandhara.

o
(7) Shatsruti Rishabha=

seventy two melas . !
Sadharana gandhara.

Thus the
made up. N
{8) Pratyantara Rishabha=

The position taken up by the authbr} 3
Pratyantara gandhara.

the Meladhikara-lakshana' is this. *-T
swarasthanas are twenty four and

twelve. On that principle he has- workll
out the scheme ‘with” ‘the result that®sd
chakra contains 34 Ragas instead of;‘ ’

{9) Anthara-gand'.ara.

. £10) Chyuta-m adhyam;-gandhara.
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(11) Shudda;mhlhyama,
(12) A-pratilmadhyama.
(13) Pratil}nadhyama.
. (14) Chyuta-madh'yama-Pa.nch:;ma.

(15) Parllchama.
(16) Prati Shudldha Dhaivata.
(17) Shuddha-Dhaivata.

(18) Prati-chatusruti=Dhaivatha=
Prati-shudda Nisbada.

(19) Chatusruti Dhaivata=
Shuddha Nishada.

(20) Prati-Shatsruti Dhaivata=
Pratikaisika Nishada.

[ -
(21) Shatsruti Dhaivata=Kajisika &ishadn.

|
®  (22) Prati-kakali Dhaivata=
Prati kakali Nishada.

|
(23) Kakali Nishada.

<
(24) Chyuta Shadja Nishada.
I shall presently explain the arrange-
ment of melas. As in the system "of
Venkatamakhi, in the same chakra, Risha- '
bha and Gandhara are unghanged. - Only
the Dhaivata and Nishada are changed.
In the. chart it will be seen that following
Venkatamakhi the author has giﬁen-:to
..several Swara-Sthanas both 2 Ri.and a
-Ga notation; or « Dha and a Ni notation.
.Rdshabbha extends from sthanas 2 to 8:,
Gandbara extends from .sthanas 4 to 10;
Dhaivata extends from séhanas 16 to.22:
and Nishada from Sthanas 18 to 24. It will
be noticed that overlap.
The author kas adopted the idea of Vopka.
tamakhi and elaborated it thus: In exch
chakra only the Dha and Nivary. In the first
seven malas in a’chakra -the: Dha:: g

.
.

swarasthanas
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o
“ '—tf%g?m-:a ” (No. 16) the nishadas being
respectively ﬂr'%fgzﬁmq, g‘qﬁm,
TRRAFRAT, FRFETNE, TARREEA-

qrF, HFH(EEIT, and  FTATIITF (Nos,

18 to 24). The next seven melas begin with'

“gﬁzﬂa ¥ (No. 17) the nishadas being
respectively Nos. 18 to 24. Melas Nos.
15 to 20 bear ‘' IRATIAMGTXT” (Nos. 18)
and the Nishadas are respectively Nos.
19 to 24." It will be noticed that in this
group there are six melas, and not seven as
in the two previous groups, because the
basic Dhaivata for this group is sthana
No. 18 which is also a Prati-shudda Nishada
sthana ; so in the Nishada group of 7 one is
lost to Dhaivata. "Thus it will be seen that
as ‘Dha successively rises up to Sthana
N_'o. 22, tae Nishada combinations decrease.
‘Thén, we come to melas No. 21 to 25. Here
the basic Dha is chatusrati (No..19) and
Nishadas Nos. 20 to ‘24 constitute
the respective variants. Then in melas
Nos. 26 to 29 the Dhaivata is No. 20

“m%q;egfaaaa” and_the Nishadas are

Jrespectively No. 21.to 24. In melas Nos.-

30 to 32 the- Dhawata. is No.- 21, Shats-
ruthl Dhalvat,a and the Nishadas are
'_Nos 2" to 24. Fma.lly in melas Nos. 33 and
34 the Dha is No 22" qﬁ{m[&wﬁa and
the Nxshadas are: respectwely No. 23 and
.24 Thus the chakra is complele with 34

_mel_a.s “The relative pusition occupied by;
the Dhaivatas and Nishadas are’'the same- :
in all the chakras. While the chakTas .
;differ,'a'mong themselves as regards Ri and

:Ga, the relative «position of Dha and. Niin
‘any .mela in any chakra is the same as
those of the corresponding mela of any other
chakra.. Thus the Dha and Ni will be the
same in melas Nos. 1, 35,69 and so forth ; so

.. also'the. Dha and'Ni in Nos. 2,736, and 70,

will:be identical and so-forth. . ..

We must next take up the position of]
and Ga in the various
stated, that for each chakra Riand Ga
fixed; and I have also stated thut therg]
for the shuddha.madhy
group. This number of 34 for chakr1 ;
deduced in a manner similar to the nupy
of 34 mélas in a chekra, already exp'lal c .
In the first seven chakras the Rishabl}
qﬁg{ (No. 2), only the Gandharas ‘ 3

from qﬁrgm (No. '4) to s _
‘mragre” (No. 10) In chakras Nos. 8 g

the Rishabha is ™ _ :

“No.3 and the gandharas rary
tively from Nos. 4 to 10. Chakras 15
have prati-Chatusruti Rishabha No.
Common, the Gandharas changing
Nos. 5 to-10. Chsakras 21 to 25 bear ch¥
sruti Rishabha (No 5) the Gandharas B
"ing from Nos. ¢ to 10. In chakras
to 29 the Rishabha is,
and the gandharas vary from Nos. 7 €0
In chakras 30 to 32 the Ri is shatshp
'No. 7 and Ga is Nos.8 to 10. Finally
chakras 33 to 34 we have for- icstancey
Pratyantara Gandhra (No. 8) and Pratikakia
-Nishada (No, 22), which are the exfta’
to be found in certain sancharas:in. ‘Sayg
"For the chakras 32. and 33, the Rlsh

s " SRgRaT HTA " (No. 8) and’ the Ga.
‘ras are respectwely Nos. (9) and (10
34 chakras are made up.

AsI have a.lrea.dy observed the ‘mal
cript breaks of at the begmmnv of ﬂxe ]
But there can be no doubt

In tiesthana No'."B'
have not got the swara-name but. on M
analogy of sthana No' 22, I think thd_ '. 9
Ri should be called . Teq7aL WA.” 3 Lik
wise the names of sthana.s Nos 12, 13,

be as set out here.

*available in the portion of the

are not
No. 13 is retained in its

manuscript.

®orizinal name like sthanas Nos. 3, 5, 7, 9

and so forth. No. 14 is named after the ana-

Mooy of No. 24. There remains No. 12 for

which it is probable that the name o
y.pratimadhyama wasgiven. With the frag-
yent of the manuscript now in dur posses-
sjon, it is possible onlg to reconstruct the

k.cheme as above.

The main feature of this scheme is, as
~ill be apparent, the bifurcation of the
welve swarasthanas as ordinarily accepted.
Between each interval, there is ome more
lathana interposed, thus yielding 24 sthanas,
he question at once arises as to whether
be author was right in adopting twenty-
Ifour srutis, as he undoubtedly does. It is
beyond the scape of this article to enter
pon this vexed question fully. Bpt

Bthc point to be observed is that in

practice all the 24 srutis are in vogue.
it can be easily demonstrated that
he 24 srutis are actually in use, and there-
ore ought to be scientifically recognised,
nd the merit- of the -present. work- appears

-

to me to lie m ‘baving done this.-

_v v
.

"It may be. nsked at this stage as to why
each Swarasthana ‘should- be ‘divided - info

* two, and’ why not ‘into four ot ~eight, and it ""
: nar:ms&%a smiga’aaar. g, amﬁzam
'fmaq(w@a FIgATAA Futenr. A A

may be sald thh .considerable force that

' every v1brat10n c n_ be regarded as a srutl,
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“ el R gdtat T gaTe fAafaac |
T AT, AATA qAAARL”.

While there is considerable forle in this

reasoning it must be conceded that the
progress of musical science has been in the

- line of an increasing evolution of srutis.
" From the sapta-swaras which originally
took probably the ‘karaharapria notes, we
have the evolution of the twelve swaras-
‘thanas; and it is only natural that further
developments should be in the dlrectlon of
evolving more srutis. And if the music as«
actually in vogue h_a.s outgrown the 22
srutis and requires a more amplified classifi-
cation it is but legitimate 4hat sciepce
should respound. Only it must be understood
that the srutis should have a distinc.tn.ess.
which will be capable of being appreciated
~bye the ear, -and reproduced by - the
voice, with adequate training. Further.it
“must be also remembered .that.-they
should not be mere artificial pgints falling
right in the mlddle of the .swarathanas,
‘without reference to, melody.” But-if the
.new notes are actually in use and are
_melodious there is. no. r_eason why _they.
- should not be recognised. ..

r.'»

"1 shall quote what Kallmatha sa.ys on'this
N ---'~- .-. ’:

point:—=" " - :iPnE

“orfy ma‘rmr w%&ﬁzmma

BT SERUTATTATAZIAAL: - SAArERATar-
A1 T ARG, Sf-
e EAT N .

et e - } _‘-In my opinion, therefore, a casz has been
grrwra&na?’rorm, a?"t. sfETany -

made ou{ for the recognition of the 24 srutis
and the merit of Meladhikharalakshoa
lies in furnishing tlie scheme.
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But it ¥ a matter for regret that the
.author has not chosen to emunicate the
principles on which his system is founded.
He merely gives the names of the additional
notes in describing the various melas with-
out any explanation and gives a catalogue of
the names of the various melas. The names
- of the melas which form part of the 72 sys-
tem as it prevails now, are adopted and it is
noteworthy that those names are not those
given by Venkatamakhi in his Chaturdandi
"Prakasika but the names which are ‘actually
“in use, and which were probably given by
Govinda Dikshitar. As regards melas
* other than these 72, the author freely gives
“names according to his own fancy. Thus
the names of over 1,000 melas are to be
fonnd in the fragment of the manuscript
which wé have got. It would have been
‘more‘aseful if the author had taken up the
various Ragas which are in actual vogue,
“and determined which of the twenty four
srutis they take. Thus a Raga like Saveri
might have been taken, and it might have

*been shown that its “Ga” is not No. (9) but

‘possibly (8) in his chart, and its ‘NI® is
* not No. (23) but possibly be (22) therein.

"The work has lost much of its practical

utility by reason of the fact that the

the actual Ragas which are in use.

The author does not give any lakshana
-githa for his melas as
‘does. Tt -would "have
“Venkatamakh?'s example had been followed
“in this respect, because then we would have

@
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¢ idea is there and it would be useful to

“and “its - form ~'is ‘here'‘ mentioned:
~-author has not illustrated his system with’, Madhyama, Panchame, Nishada,and sh
’ -, +are shuddha swaras. . The other swar.

-~ prati-shuddakas. -Shadja is‘:grah&;;Ny rest,  From an archaeological specimen of

Venkatamakhi
been better -if.

kb

had the melas and their Janyﬁ ragas vy
all their Lakshanas.

In my opinion the work as it stands :,
comparatively little practical value but$

India is perhaps the one country in the
Before" concluding, I shall translai;é . yorld. Wl.)er.em we come's acro‘ss vinumer-
opening portion of the work so that one le variotiss of musicel instruments.

A hcre are at Jeast a five bundred of them,
M. ., with & distinct name, shape, construc-
Bon, technique and quality of tone. The
arieties are thoroughly representative of
MELADHIKARA :Jhe stringed, wind and percussion groups.
Many western instruments are of eastern
igin. - Instruments, in which # was not
ossible to produce the ‘gamakas’ (graces
r embelishments) by any amount of skil]

it on proper lines.

« Victory To Rama
Meladhikara Lakshana.

its features will be mentioned. Rishalg
is Pratisuddha, Gandhara is Pratishudd}
The MadhyamaandPancha.(ma are Shud Moul of Indign Masic, and in the words of &
The Nishada is styled Pratishuddha, ToBhessic writer, “ Music without gamaka is
(swaras) are (reckoned) in order = fi§
Shuddha shadja. Shadja is the grall
Nyasa and Amsa and this is a- Saﬁ]p:

mela. o
(RN

Rala and the Harp-in Southern India is to be
ccounted -for only in this way. The
waramandala had a hundred strings and
as played by striking the strings with two
t-covered .sticks. This instrument . was
he forerunner of the modern piano of the

2. The second mela is ca'lléa “Su'g 11iA

Bihe 1st cent. B.C., preserved in the Madras
Museum, containing the harp, one can
tonclude that’ the harp is one of the old
ndian Instruments. Since both the Swara.
; andala and the Harp were played on open
Rtrings and there was no provision to stop
gfem, the production of gamakas becamean
nossibility and their use came to be dis-
For the same reason key-bYoard

+and Amsa, and it is a sampurna-mela

. Tt only remains to add that the Saﬁ_’s
“of the author is not of a high order aud .}

manuscript has made him worse,. *--

. raged,
! Strumerzts dic rot develop in India.

The a.veragc,rperson in Southerz India et
e pr'e_'sent' day, is perhaps familiar cnly
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with the concert instruments like the Veena
Rudra  Veena (Bin), Sitar (also called'
Sundari, the beautiful) Dilruba, Sarangs
*Goturvadyam (MahanatakaVeena) Tambura'
Gethu Vadyam, Flute, Jalatarangam, M.
dangam, Thabala and Baya, Dolak, Moursing
Kanjeera, Nagaswaram, Mukhaving (Indian

Oboe) Otthu, Thawmi (Dhol) Jalra (Cymbals)

and Chipla (Castanets). The credit of
having popularised for concert purposes,
the following instruments goes to the per.
sons mentioned against them :— )
... Jagannatha : Bhutgo-
swamy of Tanjore,

Balasaraswati
(Jl{ayuri or
T aroos)

... Gotuvadyam
Srinivasa Rao

Gotuvadyam

Swarabath ... Swarabath Krishnier

¥ I have omitted to mention the V_iélin he;'e .

because it is & western ipstrument. It wag
brought to Southern India, jugtover a century

ago by an [talian. The instrument soon attrac-

ted the attention of the South Indian Musicians.
Bowed instruments are not however foreign to
Indian Music. Rabasiastra mentioned in the old
treatises,” is only a bowed instruments, .The
Violin was soon adapted to the meeds of Ka;-na-
tic Music and its possibilities were deménstrated
by a successive line of musigians like Vadivel
Nattuvanar, Fiddle Pwumsw&m)', Fiddle Subba-
rayar, Narayanaswami Dillai of Shiyali, Wala-
deva Iver of Malabar, Tirvkodikavel Krishnicr,
Narayanasiami Iver of Pudukotz and Kurur
Devudu iver. Note that the Violin is tunec in

_oths and 4ths here and not in Sths only as in-

Western Liusic. -

-
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(Swaragath how.
ever seems to be
the more correct

name)
Flute .. Sarabha Sastrigal
Ghatam .. Polagam Chidambara
Iyer
Sarinda .. Sarinda Naidu
Dolak ... Dolak Nannu Mia
f(anjeera .. Mamundia Pillai

:.But there are countless varieties of instru-
, ments of absorbing interest used in temple
rituals,- religious music, royal processions,
the establishments of Princes and Heads of
Mutts, .rural parts and martial music.

The instruments used by the wandering.

méndicants, jugglers and gipsies are also
of 1i:téi'est " In-this article, I shall deal

with & few -of thé more prominent varletles
S

of this class of instruments.

TEMPLES : _
Stringéd‘ Instruments were rarely used

in temple rituals for the simple reason that_:
theu- tonal volume dwindled into nothing’

- when played along thh the .wind ard per-_.
: cusswn mstruments

Parameswari Temple in George Town p.nd
the .famous Shrine.:at Kunrakudy, bands .
of “musicians, consisting of a vocalist, a
v1ohmst a vaineeka, a mrxdangam player,

a tambura player and a person for Keeping

tinie ate engageddto give music on special

festiva occasions, These musicians are

either paid monthly' salaries or are given
in lieu of their

Qnoms of temp]e land':

ser«nces.__ PR TR

B Tl R DU

- THe~ Indlan ‘band- of ‘wind- mstruments,
druts, cymbals ete. ‘is called & -Melam,
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".who have demonstrated

"The temple instru-:
ments were used on the occasxon of templef_‘
servnces and the processmns of the Deity. In
some institutions like the Jocal Srl Kanya.ka.’

£ mml)als larger than the ovdinary
, known as -Jhanj is used.

The Melam in which the nagaswaram is tig
principal instrument is known as Pe 1 ;
“melam or Peddamelam. This Periamele
--is popularly known at the present day
the Tanjore Band, Besides the Nag®
‘waram (there are generally two play' ) thing to do with the Veena, as its name
.the Otthu  (drone) Thawvil (drum) TalX likely to suggest. This instrument is
(cymbals)and sometimes Sankku (conch) 8 haved in temples to the accompamiment of
also included in the Periamelam. The nagg drone and Maddalam on the occasion of
waram (called also as Nayanaul L j‘ ortain migor services, late in the nights.
is an ideal musical instrument in ek B 0se who have heard the Mukhavina
sense of the term and thhmrecontme Pusic on such occasions, will bear testi-
there have lived adepts in the xnstru ony to its soft, soothing and pleasant
its .tremendg Dhanki is a small side-drum used

The Mukhavinag (known as Alguje in the
orth) is a miniature nagaswaram and has

pOESlbllltleS. The Bari and the 7'l .n accompaniment to Mukhavina.
are the two varieties of the instrum® ' N ‘
Every temple in  Soutbern  In{lM The large metallic cymbals of bell-metal

ked in temples is known as Brahma T'alam.
N is probably Brihatalam.

whether rich or. poor has invariably
Periamelam in its establishment. ‘On &}
night, the nagaswaram could be ‘,héa._.r'd
a‘distance of more than a n‘z_ile; Thei
is sometimes used to play the ja'tié.
Periamelam is also heard at weddin 3
royal processions . and” othef )

The metallxc horns that precede the
emple processnons are of various kinds and
fould be heard at long distances. They are
ither of brass or copper. Rajahs and
foblemen of rank used to have in their
Contrasted with the '_ :
the Chinnamelam,. wh1ch>
Party consisting of the dancmg woma
‘mele musicians who play ‘at’ the b

(W rums, the shell of which was of bell- metal.
Wwo large silver-horns which formed part
Hhf the parapheruaha of the Maharatta
fRajabs of -Tanjore are still to bLe seen
n the Tanjore. Fort. The curved horn

gerves as tke drone) the ﬂute. g
tuted by the ‘western clanonet)
‘and Tala.” The dancing woman “wea
: Wer” Tegs ankle-bells (Gq;]am, or
K'mktm or QQOﬁ) and" Szlambu (
clrcular rings of snlver w1th metal‘ pi
nside) both of which’ rnve a~sweet tin
sound as the dancer moves to and fro 'Th wo thm brass
tala.m used i1 the Chinnamelam cons Ly
a palr of cmall ba<m cymbals of bell met

w3

Ento one anpther. They nre either crescent-
The Kalam, Ekkalamn
kli Tuuclmmam is the name given to
trumpets each of about
3 feet in length. Siruchinnam is a smaller

aricty of the same.

N Bha]gna Partles and in’ Hank_at
" larger’bands, “where. more than the”
number..of " instrumentalists ‘take:pa

Of the granaddha (skin-covered) mdyqs‘
Sed in 'temple processions, the Damarwmn

s the conical

M .

stablishments horus -made of silver and -

drum (a- pair--generally)
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placoa on a bullock and struck with two
sticks. The ftuja radyum (large tambourine)
and the Pot-drum precede the procession.
Following the Deity is a huge kettle-drum
placed on a carriage and drawn by« man.
This is known as Nugara and it is generally
from 214 to 3 feet in diameter. It is covered
with hide and beaten with two curved
sticks. Sometimes the nagara is carried
on an elephant. Frequently the approach
of temple processions is announced earlier
inthe day by & person who passes through
the mada streets beating the Tamuky
(#a@ré®) and loudly proclaiming the appro-
ach of the procession, cautioning the
devotees to be ready with the .usual offer-
ings. The Sannadhol (was @ Cr1é) or the
Othai kottu (péamsgs @sn’®) is the name
given to the drum preceding the Soolapé..ni
procession. The sannadhol is also used in
the temple natanam or dance. The Gongs
and Bells (Ghantamani) are in use in all the
temples. Vandiyam, Suddha Maddadam
Dhanka (the two conical drumg on horse-
back) Dekki waund, Panchamukham (five-
faced drum) are othgr rare drums found
in certain old shrines in- Southern
India. The Udal (2L&) is a long cylindri-
cal drum used on cpecml ceremp’niail
occasions. The Tlruttam “Shrine’ has &
good specimen. It mey be of interest to
note that when thle_ancqstors of Syama
Sastri, the great composer, left Kanchi with
Baungaru Kamakshi, they carefully conceal-
ed the temple riches and jewe]s in the term'p'le;
‘of the waysidée matrauding
plunderers and starvted op their jouruey':
Tdel
drum
fea

known as Thirigai (EAmas),

Jui (Budena) is alarge double-headed
Lk deai Molam

variely, also

uzed in DMalabar.

fewa Cuxovidy) ancthar is.
in some cid
shrines the pracnce of ~oundmg ..hﬂ thi rty-.

two timethonoured mctrnmema of the wind
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and percyssion groups on the occasion of
temple services, continues even now,

in the
chief

Mariamman Temple and
Deities, the

In
templer of Village

avanaddha vadyas used are the Udukkai “

(e @ses), Davandai (sa=wes), Pambai
(vians) and Thappattai (souce). The
Udukkai is a small hour-glass shaped
drum. The name is probably derived from
the sanskrit Dhikka denoting a similar
instrument. In Tamil, it is known as Tudi
(#9¢) and Idai Surungu Parai (@ s@ac
uenp) on account of its peculiar shape,
Davandai is a larger Udukkai, but the skin
is different. Further, Udukkai is played
with the right-hend fingers but the Davan-
dai is played with a stick. Pambai issa
pgir‘of cylindrical drums played with two
stickgs. The Sooryapirat (shaped like the sun
i.e. circular) and the Chandra Pirat (shiaped
like the crescent-moon) are two small
percussion instruments. They are tied on
to the forehead and played with a stick.
‘The Sankhu (conch), Bhuri (a small trum-
- pet), Kombu, VeynLuzhal (Caimzgys) a long
joint flute and crude Nagaswaras aro the -
_other wind- instruments used in
,temples .The' time , is kept wnth rude
cymbals made of i 1ron. :

The Dandai (;am'am_) is an’ oval sha.ped
‘hollow ring of about an ‘inch in thxckness
msxde “hxch there are thin metal Dieces. ‘A
pair of them, otie in each band, is held bet- .
ween the ingers and moved to and fro. ThlS

instrument is se®n in a Karagam Proces-

sion. ®

The Damaru, the instrumefit associated
with Lord Siva, the instrument in
(- Sacred Hands of Sri- Nataraja, is like =
UJul.AaL in §hape huf has a string with a

. -
« -
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knot or pea at the end, which strikes ag"
the two faces alternately when moved]
and fro. ;

Jx<TRUMENTS USED BY WANDERING
MENDICANTS ETC.
Mendicants, Dasaris, Andis, jugglers,
o lad-singers and Gipsies use peculiar
struments. The FEktar and the Tuntina
. two common stringed instruments of
¢ drone class, used by beggars. _Both of
em consist of only one string and the
onators are simple and cheap. The
llad-singers of the Andhra Desa, who
f e singing the ‘ Bobbili Pata® and other
lstoric songs use & crude fambura of four
The Conch e.nd the Thiruchinnam

RURAL PARTS:

(cocoantt-shell ektar played by a 8
bow of horse-hair), Veena Kunju an
Pulluvankudam of Malabar, we do
generally come across stringed instr
in rural parts. The string in the fwo;
instruments consists of cruce twine
Bamboo flutes of the Murali,

common. Aklnd of reed instrument &%
Kural, besides the usual rustic drum
metallic horns is also seen. ed by some mendicants. As they have
B ander from wplace to place to eke out
covered with skin and is used by. chudkl
at their festivals and marriage proces
They have also 'a crude

nagaswaram called Sekkili

resort to the easily portable instruments.
¢ the ones mentioned above, The Pan-
rams, as also. Dasaris, use a small bell-
ptal gong known as Somakalam on account
its being chaped like the moon. ‘
Baten only with a stick of the caltrop
ant. They also use a small skm covered
strument Lnown as Dasari Tlaappattaz._
he VaJudz or the " Pungi is the snake-

bals are also to be seen. The Kot
Savaras use large:: tambourmes

o inserted at the bulbous end of a bottle-

Inr former tlmesr :w‘hén urd. One of f_he pipes has finger-holes

powerful central government
"v1llacres were frequently exposed to
tyranny of marauding robbers. . By way

" protection, the villagers Lept in the Vlllaeur(1 is able to play the music as well as
¢ drone et the same time. Budu-budnule

Look-out, a huge kettle-drum known%

Blert. At the sight of robbers ata dist, asma!l hour-glass shaped drum having a

the dian keeping the watch beat tlre" read with a knot at the end, which strikes

loud]y which awakened tue people'of :he two faces when ratiled. This
¥ u“.“ by gypeies and jugglers. Karanuai is

VIllage and they got ready’ to res 1
robbers attacks. o.lier instrument used by the Jugvlers

mno ]

frves to give the drone note.

o CYI

¢
R
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It is’

. ‘elevated places.

armer’s instrument, in which two ‘pipes’” ©Wn-

playing the music, and the other pipe
The player -

"~ blowing from the other end of the‘: a prominent place
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MARTIAL Music, -

The principal avanaddha vadyas used °
in martial music were the Dundubhi (very
large kettle-drum) Purai, Murasu, Bherigai,

s Damari and Peria Vandiyam., The chief
wind instruments used were the Conch,
Tarai (g7as), Kombu and other loud-sound-
ing horns,

The Heads of Mutts and other Spiritual
Gurus have also various wind and percus.
sion instruments in their estabhshments
according to their rank. '

NAHABET.

Certain Hindu and Mahomedan Chief-
tains and Zerindars have in their establjsh-:
ments, bands of professional musicians who.
perform at stated hours of the day or:
night. This is found also in some important
shrines. This peculiar institution of.
Indien Music is known as the Nahabet. It-
is so called from the instrument of Nahabet
(the largest kettle-drum) associated with it.
The players usually sit in balconies over
the gateways of cities or palaces or in other
Such places are known™
as the Nahabet Khana. The music when_'
heard ata distance has a cha.rm all- 1ts"
We Jlearn from the -* Ain-g -Akbah"
‘that the Nahabet was held in great esteem '
in the time of the Mogul Empire and -that
Emperor Akbar was cven a performer
The performances of the Nahabet occupied
in the daily- palace
routine. A small Nahabet, Party is even
now engaged in rich Indian marriages and
they are scated on an elevated place near
‘the entrance in accordance with custom.

* See Blochmane's transla qon of the Hame
Vol. 1. v .




GHATA VADYA*
BY
THE LATE GHATAM SUNDARA IYER OF UMAYALPURAM.

" Many have been the works written and(
followed in music from ancient times in our
country Most of them contain elaborate
treatises on sruthis, swaras, Ragas and the
like. Butonly a few of them have dealt
with thala; and even in these few very little
is to. be found about the origin, construction.
and method of playmg the Mrrdangamr
Ghatam, Dolak, Kanjeera and the like ins-
truments intended to display Thala and " its
elaboration. It goes without saying that of
these Mridangam is the best. Perhaps many
have written about it and know about it but
to) well. Iwrll only take up another of
these mstruments namely Ghatam which I
lrake eheen practxclng ‘and deal ‘'with its:
ongm, the manner of handlmg lt the - ex-
pei'ts that practrsed lt and the - vanatxons:
in ‘the’ nature of the mstrument in dlﬁ'erent‘-

txmes. e

Unlrke ‘some .of the thala mstruments
vzlnch are of recent orlgm. Ghatam ap—
pears | to. be one of the anclent mstruements.
Menhon is malle of it in_ Sangeetharatna- ’

kara.'., Agam unhLe other 1nstruments
Ghatam is said to be made of the 5 elements’ '

otNeture as follows : Prtthzu (earth) is nnx-.,
ed,WJth Appu (water) and made .into & pot -
It is baked in The_zas (Frre) ‘Al pervading -
Vayu (arr) rs to be found in it also.

akasa. mentioned in our Vedanta works. Ac-.

cordrng to.our shastrasit is from this Akasa
that sound percen‘ed bv the 1st of our ﬁve -'I-r

senses is produced “That sound ~ can be
produced even in ‘substances made of clny

- touch 'it, you can. produce good m

As for ,'-' 0
the Sth elemcnt Akam (space) I need only'_.'}' differs in" various placcs m ‘betwecen thel

quotc the 1dea.s of OlmtaLasa and mrha-‘-,

GHATA

vy tinatam all the ten fingers of the
nails, the palms and wrists of
L o hands are also used.  Hence it is possi-
produce in this instrument more

and, tieir

: . Alle 10
can be shown by another’ instrugi

called Uddukku. Jer instruments. Further it is also feasi-

e to develop and display thala in the
[ ¢cst kalas in such a manner that is not
i Jinarily -possible in other instruments.

Therethave been some methods of pl
the instrument with the mouth of the
All thala instruments are but accompani-
B nts and unless a thala instrument is a
B oper and fit musical instrument, it cannot
B :n accompaniment. Otherwise instead of
ing a pakka (uis) Vadyam (ap eccom-
animent) it wil be considergd a pakai
bens) Vadyam (enimical or discordant
hstrument). The purpose of a ¢hala instru-
ent i3 to follow closely and embelish
e ° principal , vocal or instrumental
usic by producing suitable and resonant
Busical sounds. '

thh the abdomen of the player.

SPECIAL FEATURES IN GHATA V.

Though time~measure£, jat
are the same in all thala inétru_ulents_,}
is one special feature in Ghatam which
not found in others... In other thala.
ments good and proper .musical sour
be produced only in %pecrﬁed pla
speclﬁc ‘methods of ﬁngermg. In. Ghall
wherever and in whatever manne

Considering the time-measure of an
erage musical plece, I have already
hentioned that in tlns instrument, it is pos-
Bble todevelop 1ts vanatrons in very fast

und in'leather mstruments acts as it were
ke a spring and adds a special resonance
d richness, - This humkara sound is .pro-
: ced in different varieties in ghtam alsc
Moreover the mstrun‘ent resembles .adjusting the proportlon of space
earth in its globular shape Just as the e&fotween the eir. inside the pot and that
has got different climatic conditions fiftside at the mouth of - the pot. All the
hc north pole to the south pole, the's Rinds of hmltkara-that aredplayed in instru-
ents like the \,Irlda' gam can be"produccd
: ) chatam alsa. I have myself very often
Equator or in the same latitudes the 88own by means of this Aumbkura the 12
climate prevails so also in the pot t THotes of an octave in rolation to the adhara
the same knd of sound elong the same; a I ,

tudes Ir' other instruments scme of oniy we
fingers’ a.nl the palm of the Nand onl'

sound as the material is not mere raw,
(prrthrvx) but baked clay (Mrrd) i

polea of the pot. Just as all aloug

3i of a music performance.

the ~rr.th-, e'.errone can c‘mt inctly hear

‘s " Translated from Tamil by Mr. E Krrshnq Iver, B.A., B.L. .

said notes,

VADYA .

b ioresting varieties of sound than in the
L

Balas. It might be noted that the humkara,

Vo, the f';anlour metead ofthe harmonivm.
‘many
+ I am .concerned, -I Have been folfowing
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LXPERTS IN GHATA VADYAM.

Though Ghatam is an ancient instru-
ment, just like other ancient instruments,
it was brought to prominence only a few
decades ago. Though we do not know
very much about the earliest pioneers.,
there were some experts whose fame has
been such that we cannot easily forget
them. The first man to my knowledge who
developed the instrument so as to be an ac-
companiment in a music party was Vidwan
Chidambara Iyer of Polagam. He lived about
50 years ago. Even during his last days my -
paternal .uncle the late Narayana [yer of
Umayalpuram had attained high profici-
ency in this instrument, ‘and began to dis-
play great skill and art in it. Chidambara
Iyer himself appears to have slid after
hearing. him play “I have developed this
instfument so as to make it fit for a music
concert. When I hear .you I feel, that it
is left to you as the proper person to further
develop and advance it so as Jdo give it a
prominent place worthy of the imstru-
ment.” As a result of playing in a highly.
refined and beautiful manner, in musical
concerts, the instrument in his hands- v:va.s»
very often included as an accompaniment to.
such famous Vidwans as Malm Vaidyanatha
Iyer (Vocal), Saraba Sastri (Flute), Patnam
Subramania Iyer (Vocal), and- Thirukodi-
kaval Krishna Iyes (Violin Solo). That is
enough . to show that it was given .an
honourable place among thala inefr,umenl;s.

The ncext 1mportant pqrson who _cult'r-l
vated it, was Krishna Iyer of Palni. In his
days, in addition to the methods of blavr
followed by -his predecessors he'deligh.ted'
the andience by new and interes"tiug \rays
of playing. After him there have been .°
-lg practise® this art. So far as,.
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the methods of the carlier vidwans in addi-
_tion to someof the new ones of the late
Krishna Iyer.
- 2
VARIATIONS IN THE NATURE OF THE
INSTRUMENT.

In the days of Polagam Chidambara
Iyer no special pot appears to have
been made for purposes of music. The
players seem to have taken and made use
of any pot that was available in the locality
of the performance. This was not quite
satisfactory as sometimes four to five' pots
used to crack during a performance. Though
my uuncle Narayana Iyer followed in the
wake of his predecessors for some time, in
hig lp.ter days, he began to have special’
pots mafde in Paoruti in South Arcot
Distriet, with special instructions. Even
then, it. was only occasionally-and‘ by
'a.ccident that the sruthi of the pot

. agreed © with- the adhara‘ sruthi
performnnce and there was no guarantee *

_for their agreement in most of the then per- -
-the gkilful and dehght- :

_formances. It wa
ful manner of pla.ymg. combined with close

knowledge of the varrous songs of a concert ;
mqtru--'
"ment strictly as an accompamment that:#
_:'enebled the earlier ‘players tq earn the :

- and " bumility m keeping " the

regard of the pubhc.
L ‘*i— s = t'

In my experlenceI fouud that the pots’
made’ in Manamadura were much better

than those of Panruti in hardiness, durabi- -

lity, and tonal «walue. Further in order

to ma¥e it more and more popular, I have
had made dlﬂ'erent varicties of pots so as .
to suit the different- ‘sruthi$ of various ' Ason: has to produce good and aud'b..

musicians. Mostly, the sruthi’of the pot
. would be the adhara sruthi of a performance

or its Panchama An[/zaragandhara or Chatu-..
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of ' a .

, said.

»;:'-"are strong, durable
7 'also
- firmly believe that - there is absolutely‘

& the nees

with regard to Sruthis the quallt% I“"’”m close by appealing to all those

the performances was greatly enhanphpo have instinet for and knowledge of
b2 and who want to practice Thala

scruments to take up the instrument of

There is one further thing that has
As the instrument is made of}
and as in earlier years many a .pot%
found to crack during a performance, thg
may be a doubt whether it is safe'to iné N
itina performance But do we not 1 A

..

dently
material of a Kan]eera or a ah
giving way? To go further, do wo'lk
find the principal vocalist himself sud tRudle SOUth Indian Music as e have it

den
losing bis woice hopelessly ? "l‘hese ; practlce.! One has however to guard
after all to be considered as unfo e:elf against the danger of the * Spirit of

! : vert
accidents. Moreover it is the experienég] form’ riding roughshod over,the accepted
®8,ihs long connected with the art, These
experts, that, after attammg proﬁcl .
Rfuths have, unfortunately been noted down
they begm to enjoy thelr own play. ;
Sansknﬂ«e }anguage next to unknoWn

of the.instrument and 1ts handhng t,g the Modern University product in the

pculiar.: cercu'n tance h
has a.ttalned hlgh proﬁcxency 1n ghe cult stances of the System of
g ducatlon over_whrch our own men have

-

should crack at all.- I will’ even go to' by
extent. Give -me a' pot cre.cked bur
broken, tI wrl'l; etllé ?jnd ;)ut ;l;st;trlng j 'iayanagar. the author of Svara-Mela-
resonan polais and dispiay a N ea.u alunidhi (wntten in 1550 A. D). Bekara i is

of the mstrument WIthOUt in the “ § abhrevmtlon of Ubhayakara_ i.e., Vag-

“spoiling a concert Now that I have ca 'y _Ja/\araka (a composer and Smger Combined ~

to be made pots of such” special quallty onc)—a “term commonly met- with in
da"d resonant ' “neknt works on Music. The words of
to different sruthi % fania Amatya are highly valuable in that
der are the mature opinions of no abstract

suitable

chance, by the Gracle of God, of anyj:eonser but a practical musician. He has
them bemrr made useless in-a performammmthed to us his immortal work, the

In conclusion I must say that this mstr : Ao
SUTE TAUGICH ; sviewi is
ment cannot be saccessfully handled mere‘ It was for reviewing this

».York i tri Tenk hi
with-the knowledge of technique “of mu‘ﬁl i 'thft the“lllus rfﬁus Venkata Makhin
#oie his FGATISEHROGHT, Ewna  Amatya
bz a practical musiciap, has ably attemp-
to reconcrle in his work the theory of

Wrth the

mus1ctr1 sounds out of clay, one mus-. has

sary health, physical sirengih at{.
-G fusie

He who practises it must alway as all

ractice—just
energy. pra ]
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hatam also and ‘toadd to the pleasure of

quotatlon from Bekara Ranw Amatya of 5 where the theory eppears
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a music performance by handling it proper-
ly as an accompaniment and thus to give
this ancient instrument an honourable
place worthy of it among eccompani-
ments, v

THE MUSIC OF SOUTH INDIA AND GOVINDA DIKSHITER

BY
¥

MR. P. S. SUNDARAM AYYAR, B.A,, L.T.

done in their respectiee works., In the
passage that I propose to quote he has
declared that ‘atheory of Music, f enun-
ciated, should necessaridy conform to the Music
Jacts found in practice.’

The passage reads asfollows:,

asraremgtmmawgm%n e
uqawwﬁmﬁmﬁaﬁa%n

, FEAERATH a9y BT, 0
TREAAsEr I T AT W
TEAIZEARAEA 1+ aﬁ:nem% n-

- W . Svarg! Me{a-Kalamdht
Which means: *“ Musw has its theory :
and it has to abide by 1@1 ‘But,’ in gases

to be'violated, it.

. is found that the swectness suﬁ'ers nothmg

thereby ‘ Practical musw,° the “basis, is

« certainly -more important than its theory.
.Give it up for the sake of-the, theory then
- you lose the pleasant effect due to the art
'side. Therefore it is, that sweet music has
“lived in this world as-an att.”" * - 5
This Statement by the author is a.n in-
valuable Guide to those that have to -deal”
with any discussion on \Musib : :especially,
in these days when too much of theery—
much more than quite necessary—is seen
in the newspapers, lecthr’e-hells. and other
places. Sometimes these new-fangled ideas

however deserving of co’ngratu_lationsffor K

their originality, are subversive of the cur-

.#fhors of works on music have usually . rent ideas of music that have .-been sanc-
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tioned by 4ime-honoured practice and im-
memorial usage and have been handed
'dow'n..t'o our generation through the pro-
fessional Guru parampara musicians. They
are dnf(.-rtunately closetted in corners for
want qf encouragement : but hold placesof
honour-in the world o‘f music even in this’

business-like sceptic world. Let me subs-’ .
. _of South Indien Musie, so loudly advocg

tantmte by a few. m_stances
e THE MELAKARTA

Thé. Melakart came, into 8&ystematic
exlstence dunng,the time of Raghunatha
Nayaks Mlnxster, Lovinda Dikshita and his
son, Vénkata Makhin has immortalised its
existence. The late Maha Vaidyanatha
Ayyar bas left us his Mela-Raga-Malika in
72 modes and “has left his indelible
name: ‘and farhe with us. In the
face of ‘these hard facts, it is a wonder
that'»the - nécessity  for the very 72
e modes “has comé to be publicly questxoned
by the® modern ‘sceptic reformer for queer,
) 1nd1v1dual‘¥easons {1 shall, .ina seperate:
3 paper deal thh 'thxs questlon as itisa bxg“-
Vo pubje ’sct by 1tsel£.]o .
":That there are 1n practlce twelve notes

,‘more from a ‘cmsm-y pomt of view, as

that"have a, ‘retensxonfto ‘know Musi¢

: The ma. ‘an. mst&ument ﬁxed w1th twelve
fre}’s isa lnlng-monumﬂnt to prove it. It
is ~the .Raghunatha—Mela Vina found in San®

l\ gzta.eSudha of Govmda Dsthlta It says:

e T17TA art"ram qT—
' ﬁﬂva’-mvrr w[dﬁ’i?ﬁ’ﬂ n
: , '. v Sangita Suu'lza.

-

: Wlnch means the third vina is the grand
o Raghunatha Mela -Vina.” It has to be, stated}
‘o ‘here that it was Govinda Dikshita’ that pro-t

- yided. the Vmﬂl fwith the twelve frets: and

—— cbesides, jt was hethat modified and armnged'
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"Melakarta is not tampered with. I am‘

"qnestlon It is the oonoord

!‘ ' £

§ “found magro‘tfp C'oncordo

o noted dotyn > by Govinda Dikshita is &
-'matter ofcomtmon Luowledge to all those S

,1- notes are concordant to each other
I

\0\“"'° :
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. .
the AArodee Avarohe list of the Janaka- ,l;.w/'rm/' Vithala and  all the other re- In this oonnection, a spurioms work
and Janyu-foagos wiich is the valuable ¥ piced writers on Music have uniformly  Sungifa-Sara-Sangrahe by name by an

rary treasure in the library of everyp

sional musician of the South even to d
It is, therefore, the duty of -every

rist of South Indian Music to see tha

v_ t;oned only 22 sruti’s as occurring .in
Adiyarkku-Nallar in his com-
ntary on the histeric Tamil work

oo 2+73:2, mentions only 22 Srutis.

B scale.

- 3ur N blind"
in that cuse the encouragement to the caj Bur Nome are so blind'as those that
4l not sec.
would not be welcomed by the ‘P

Theé Melakarta is really the O propounded. It has nosupport in any

opinion’]
. ndard works by those that know music.

IThe western science vouchsafes that the
dian Music ‘provides us with the best
ample for the Natural scale (assopposed
.Mlthe tempered scale) with unequel inter-
two Srutis. That Raga- slng‘mglspecll‘ ' That great authority on ‘Sound'—

South Indiap. Music is a fact known . .
. h .
What is Raga9 Ragaql se been ]mho]tz assaldtha_t equal témperament
; equal nonsense.” It has been observed

thns =
the laboratony that the Indian Musw
W (ﬂ(ﬂ'—(ﬁ'{ ((Tl Rle is the best example for -showmg the.t

music as it'exists in pr‘aét‘iee:‘-
about the Melakarta, . "
TWENTY-TWO SnU'ns

-

sic in placatmg
as without sclentlﬁc demonstratlon

to T or dzsCord has been deﬁned t
g ’Javﬁ ETZAMONET AT = U
mm?a“} dted: gt €mat agt of
T g Sangita Pa‘

W hlch means, ‘where, between two'ngl.
there lie twelve Srutis or exvht Srutis

Surlha, of Ra"hunalha Nayak of
vle Tanjore 2 Vavak dynasty is now to be
aced befere the pubiic—-in part.  The
thor iv Govinda Dekshita his minister and

Su netta-

samvalins—e.g,, T & q‘, and T
{octave).” From the aboxe <tatemen
might be inferred that the scale consisiy

22 ..rut1s in all as follows:— fd"lcr of :Venkata Makhin of 72
) Sa 12 Srutis, Pa, 8 qmtla—qz (tneocf : tas fame as pref scunded 1'\" his
'l?hara‘a fur‘her saysin Ius *T\GIJU Sodrd 7 riprahaul.rz well krown to" the
3'('['-1' T T 'r; world. & The: two Chapters—
% _ ere @ .
Y iy I celhyana th
‘srutis.’ Ivarm]n., Sumn.ga. Devu, - ,Ah ' !,n(/_él and ]?ug dhyaa that are to(be

Itisa wonder thata novel
Wory of 24 Srutis of cqual intervals. has

B¥:he above Sanskrit works accepted as

- later assue, » d

v, SANGITHA SUDHA k

(The follou ing cttracte are fqpm a copy of the manuscrtpt supplleﬂy
1// P. S. Sundaram Iyer, B.A. L.T., and Pandit Sul;raman ya Sastrz of ‘f’gyore —Ed :]2

Introduction, - -'; D

unknown author, in Telugu verses, was
unearihed from the- library of a private
.musician of Tanjore and it is now* lying
with me. It was this.unknown author that
first mentions the names’bdf 24 sruti§ and
talks curiously of the myetic connection bet-
ween 24 srutis and,the number of syllables
in Gayatri. There is g fixing of notes’s snor
anvthing of importance dgservmg of ‘study
by the Musicians in lhat ctirious worl;

~ e 4

The Meladhikara Lak.éhhna is another
work found in the TanJore Palace Library.

"We find in it 'a lisf of ‘Mglas with notes
thereto, with curious name# of sva.ras‘:qmte.
unknown to and so never adopted m"'prac-.

tice by the professmnal musicians ol" ‘thd
South. I sball write a.bout this wor‘k!n a

%i“
’J',- 4‘v

I proposo to produce, ,m th%‘follbwmg
pages parts of the Sangtta-S ha of Govinda-
" \Dikshita for the beneﬁt of u'l,hc w;th a

jpuc a dlsservwe to the cauee e of Iudmn #'translation of the same w erever neceqary
such meanmgless 2 With the assistance" oP’Pan 1tS Sq
)’smanya Sastrl of Tan;orm :

u-.

m-*

Z:m.

cr-;'

rlﬁ .-,

ez

oF
‘placed in posscssxon of the - eaders og,hls -

Journal are the two important* portxons
giving a critical summary 8f all the WOI};S
in Musie.. The references to "several
Samhitas in Music by -Bl‘garata and othera
aud the S(m(/z{a ‘Sura by Madhava Vld\'a.-
ranya" are.. extremely va]uable The
Historical Introductlon is an ,authontahve
document'and is puhhshed ﬁrst in ongmal

e.h-}
,¥' =9

-
.
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TReviews

A Practical course in Karnatic Music, for
inners and for use in Schools, Book I,

Tamil by Mr. P. Sambamurti, B.4., B.L.,
B or in Music, Queen Mary's College,
W 105 ; The Indian Music Publishing House,
. Madras. Price four annas,

This book should be useful for those who
oin at the beginning. The prinjing and
% get-up make it suitable for introduction
elementary schools. There is no doubt
fwill make a pice primer.

e Annual .Rsx;c;;t of .. the Music
fs demy, Madras for the year 1929,

The Academy deserves to be congratulat-
 on the satisfactory. record of work as

o

shown in the report, Model perform'a'nces;
scientific and popular lectures, opportuni-
ties for deserving amateur talent, the
annua!l conferencein March-April of 1929,
and the discussions of the select and expert
committees, are some of the important
features of its aotivities. It is evident that
sound organization, co-operation of the
musicians and scholars and the confidence
of the public have already made the Aca-
demy a power for good in the world of
music. It is a pity that certain  proposals
for starting a college of Music a.nd specxa.]
classes, bhave been held up for want of
funds., We trust .that the public and the
munificent donors of pubhc endowments
will help the Academy to reahze its ldeals.l P

Cy

COCOROOCOOO0K

’

IFIot'é‘s anb |

Com ments.
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Sim

randhara Das and Tyagaraja celebra-
ne: It is very gratifying to note that
th India lias'thovght fit to celebrate the
grnatic Music as it prevails to-day is

cclebrations in honour of Tyagaraja in
uvayar, Madras and other places, deserve

Flodenmy on 29th Janue ary 1930, helda very

mory of Purandhara Das and Tyagaraja.:
much the gi# of these eminent singers.’

persons and institutions who organised..

th ks of the public. It gives us great:
-, disfa-hon ta record that the, Music

impressive function in’ honour of the
memory ofPurandhara Das, the greatest of
‘the kirthana composers His compositions "
number lens of thousands every one of which
is a jewel. A carefu] study and comparison
of the songs of Pura.ndhara. Das and Tyaga-
raja will reveal thatthe latfer faithfally
fHllowed the standards of the former both
,in sahltya.‘and'sangltha There is another
pomt of view from Whlch both these
master-smgem deserve even a hlgher' ap-
precxatlon. It 1s a plty.lt is not widely
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known that these musicians are great
Acharyas who are pte-eminéntly teachers
of men. The musicians and music loving
public should take great interestiin _the'

sahityk of their songs end ledrn the mean-

ing thoroughly. Their compositions embody " -

the highest thoughts that are found in the
Upanisha ds together with all the liberalis-
ing ‘and re fining principles ofBu:dh_ism and
Jainism. ' They reveal a beautiful reconci-
liation of the ideal with the practical life in
the .'spiri,t ‘of the greatest of ‘all books,
th'e Bhegavat-Gita. Further, the songs of
both contain high poetic merit. One can
fnd in them the same love of nature, over-
flowing imagination, & wealth of happy
similitades and the haunting beauty of
word-melody tbat one finds in Valmiki or
kaiidas, Shakespeare or Shelly. Unspeaka-
ble is the joy that one feels in singiog the
gongs of these great masters with_.a
't’};:o"rc;ugh réalization of their meaning. At
aiiy_;gte. there is nothing like it this side of
life.,

Music Classes in the B.A. Course. We
understand that arrangements .have not
been made in the Queen Mary’s college
for opening (musicv clzsses in the B.A.
course, next academic year. That this will
entail great hardship upon the students will
be_easily realized. - We trust the Director
of Public Instruction ¢nd the Minister of
Education will rise above the limitations of
départmenta) end official routine and with
their sympathy and imagication lelp the
students ~ out ,of.‘ph.gint_.'gléi‘fﬁcﬁlty.jv In this
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A,qut'stan_divng' problems.

connection may weask the Governm‘
they think that musicis a subject resg
for ladies only? ;

nbomynmmmmmmmwmm&om '

Greetings and (dessages.

13

cosacsed

regret that we have to-record the pg 00500

away of Nagaswaram Pounusami
of Matura. He was a musician of ‘ay
order and took considerable “inte
the theoritical side of ‘the art. He @§
distinction and reward from the "My
Samasthanam. He was a member 2K
expert committee of the Music Acag
always willing to co-operats in an'y_
As a man he was unfid

Vo

Jitary Secretary, Government Houee
dras :—Her excellency Lady Beatrix
nley desires me to acknowledge your
er of the 20th December. She wishes
to say that she is very much ig sympa-
b ith any effort to bring to the notice of
general public any branch of Indian
M re. Her excellency is personally very
Lorested in music and is glad to hear of
organization of “ The Music Academy
B dras "’ and its efforts to popularise, study
i develop Indian Music. I em to-assure
) that you have Her Excellency's warm-
sympathy in your endeavours.

activities.

the sub-committee on srutis and
shana, hes not been wide.  Such
members as have not sent in their
will be so good as to send them e

~

scholars is more: likely to
than the expression of opinion ‘of Jpgehness will-’,jvﬁ'tt_:h"wi_th_ interest itscareer.
duals however eminent.’ It is ih m.also to request you to arrange fora
necessary that in: the nexi cohfe‘;;v py of the journal being regularly sent to
our experts should gather and co‘ntnb r Highness.

the discussion and find solutions. for

for

“faharaja of Travancore:—Her Highness
#fo Junior Maharani senda (you her best

: Brt 3 qua‘rtérly journal.~’

10

hes for the success of your endeavour to- P el
© " ascientific study of Indian misic and en-

(oncler our sincere thanks to dll the distinguished lwlies and gentlemen who have
boen so good as to sewd their kind greetings and wessages which we have great
. pleasure in publishing below.—The Editor,

The Dewan of Baroda:—It is an excell-
ent idea of yours to start a journal exclu-
sively devoted to music and I trust you
will get wide support - for your venture, I
have issued instructions to the commis-
sioner of Education to subscribe for copies

of your journal for the music schools in
the state.

Secretary to Dr. Rabindranath Tago;e:—
Dr. Tagore wishes your endeavour the
success which it so richly deserves and

conveys to you all his greetings of fellow-
ship. ) =

Dr. Annie Besant, Theosophical Society
Adyar:--I have not sufficient technical
knowledge of Indian music to admire it as.

.it deserves to be admired, judging by the.

‘enjoyment of my lnd.ia.n friends, nor to write
about it. But I am very glad that'a journal.
written by competent musicians is to. be
published. . ' ‘

AP
.oy :

Sir P.S. Siva_’swémi ly'cl_'_:;'.;'l am pleased
to learn from your letter of the 19th Dec. that
thle Music A‘cade'n;y'of_ Medras has resql ved
to start a quarterl'y'r"j"ourné;l_ dealing wiiﬁ
the science and art of music. I trust that
your jqurnal will ,b.e'a.'mqagis":bf stimulating’

couraging the practice of it agin fine art. ' I
C. A B T PRI s FEPTI
wish evory success tq your veature.

5 L . -

r
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Sir. C. P. Ramaswami Iyer: -1 welcome
- the inaguration of the Journal of the
Madras Music Academy. The finest ex-
pression of the genius of a country and its
race are to be found in itsarts and amongst
the arts the appeal of music is at once the
most universal and the most individual.
Whereas western orchestral music and the
opera are intended to appeal to and evoke
the emotions of a large number of men
gathered together, Indian Music needs for
its enjoyment a cultivated taste and a
knowledge of the subtleties of musical
rhythm and is thus, to a large extent,
dependent for its effect upon a small and
trained audience. Like Indian philosophy
Indian Music is intrinsically personal in
character. Music in this country has
fallen from its high estate and to effect a
renafssance, careful study of its past and its
possibilities is required. I, therefore, consi-
der the Journal one of the most timely and
useful contributions to the New Life that
is coming t¢ being.

‘Mr. M.R. Jayakar, Bombay:—I am in
thomugh svmpathy with the object of your
musmal journdl. - Its want has been felt for

.2 long time and I hope you will succeed in

your eﬂ'ort You have'my best wishes for:

its success. .

+ Mr. S. Sat)tnurthy Iyer M\L.C.:—I am
very happy that, the Musnc Academy,
Mddras is bnnf‘ing out a quarterlv journal
dealmr' with the science and art of musie,
under the able. edltorshlp of Mr. T. V.
Subba Rao. -I notice with pleasure that the
object of the journal is nothing less than to’
aer\e as an authoritative medium of ex-

prc::snon of their lhouvhui for the Les! minds.

THE JOURNAL OF THE MUSIC ACADEMY

paint-

dcve]opment} jth  which Indian Music and

1 carng g are being restored to the place of
nour which they occupied in the past,
¢ from which they had been dethroned

engaged in the study,
may 1 add, practice of musiec.
trust that every nttempt wxll be ma

bars 880 I lived amongst an exactly"
: milal‘ revival of national art and art-crafts

Iroland I heard and saw the ancient

musxca] revival of India and especm :
South India, not only forlts own sa A memberance of a peop]e from whom a

ing the self respect and the patriotil§
India. Music hasalways played a lar

B8 That Geelic movement for the art gave
BBlance and emotional inspiration and out-
it to a resurgent nation. The work of the

other countries. May it not be so

country also ?

peal to tke elemental emotions of
woman. There is no artistic pleas
can derive sweeter than that fror
our good musi¢, But we must P
great asour heritage is, we cannot
live on that except at the peril of sta
Moreover.

gv:mfh-?ra T Qg |9
ATSIY FT AIYAIIL ) I
Fa: QEAFIACETA 5,

qT: TOrEARagi:

I look forwatd to the journal
fresh fields and pastures new m t.he
of music. [ wish the journal a long
perous and epoch-making career

Jusic Academies and Sanghams as well as
schools and exhibitions will do the
me valuable service in India in this

f Icongrafulate the Madras Music Aca-
emy on the way it is mouldmg pubhc

fusic on a basns of common-seme reform
Ml popular “organisation. Madras Presi-
Alency has reason to be proud of the celerity

ith which it has secured the inclusion of
mdian Music in the curricula of schools

It also safeguards
‘he scientific aspect of Music. The publica-
m of a quarterly Music Journal will
Annensely strengthen the whole move-

ent for the advancement of Music

Music, Royal University of Ireland, .
‘ h India, i
TURAL NATION-BUILDING :~There. ia. It will also prove a bridges over
o . . e lhich Western and Eastern musicians may,
more  authentic evidence of the- Xl view one another’s musical king-~
national revival than. the -enthusiffom.

GREETINGS AND MESSAGES

--merits universal, appreciation
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Without mutual understanding of the
souls of nations how can there be true
friendship? Music is the laguage of the:
soul, of the emotions. We may hear the
music of other nations, such as the Japa-
nese, the Chinese, the Russian, the African.
as we may hear various spoken languages,
but unless we have had some instruction in
them, their beauty, their message eludes.
In addition to hearing we must have also
intellectual understanding of the matter.
Indian Music has notable rich gifts to
bestow on the music lovers of the world—
its rhythms, combinations of sounds {raga
as contrasted with scales), psychological
valuations, unexplored by other systems of
music. This Music Journal wil] be a valua-
ble factor in supplying missing hnks ‘of
exrlanation needed forinter- national appre-
ciation of aesthetical and spiritual musxo
expression. Thus it may fulfill g necessary
“and honourable share in both national and
inter-national Peace, Purity and Prosperity,

I consider ‘it an honour to ‘ve connected
with the initial nurnber of the Journal and
I wish it and every activity of the Madras
.Academy of Music ever-increasing influ-’
ence and success.,

| —— c
.

/ Mrs. Ethel Rosenthal F.R.G.S, AR.CM:
Author of * The story of Indian Music and its
‘l tustruments’, * Polish Music and its com-
posers’ cte :—With a thrill of arctistic satis.
faction I learnt the decisicn of the Musie
Academy Madras to inaugurate a quarterly
musical journal. With « its soul-stirring
beauty and elaborate science Indian music
and of a
certainty, the proposed journal, with its
noble_aims, will be::ome knowr catside the
confines of Indin.pj Gper. The new publica- -
tion therzfore can :'looI‘; forward to llfe time
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when it will have the satisfaction of

furthering the Caus2 of [ndia’s Divine Art

‘in‘the West as well as in the East.

I esteem it a great honour that I a
foreigner should be permitted to greet the

musical quarterly at birth. Filled with
affectionate admiration for Indian Music I
sincerely wish the magazine the great

measure of prosperity and success that it
deserves and congratulate the Music Aca-
demy Madras upon the progressive and
enterprising spirit demonstrated by this,
its latest venture.

Rev. H. A. Popley. Calcutta:—1 am glad
to'hear from the President and Secretary
of 4he Music Academy Madras that it has
been decided to start a quarterly journal
dealinfg with the science and art of Music.

Since the demise of the Indian Musical -

Journal some years ago we have had no
mt-!.gazine whatever in India with any
special interest in music. During the past
few years Indian music has been receiving
very much greater attention from bhoth its
friends and its critics, and has come to have
" recognised place in the education of the
young. It is therefora ouly right and proper
that a journal should be started devoted to
this subject.

I am quite sure that'this journal will
help music scholars in different parts of
India to get into touch witli one another
and will also bé very valuable in bringing
before peoples of other countries something
of the meaning ahd value of Indian muosie.
It is dnly fitting that this Journal should
be started by the Music g\cadcmy of
Meadras and I frustit will come to have a
recognized place among the music journels

L

T
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Bahmasri Vidwan Swaminatha lyer
Umayalpuram:—I am extremely delizR
ed over the Journal of the ‘
Academy Madras. I shall write i
musical matters in the Journal.

parli Work of music in its theoritical

d pmclical side.

BN ahmasri Vidwan Vedantha Baga-

Journal of the Music Academy

Brahmiasri Vidwan TigerVaradach': adras with long life and success and

Mudras:—You  have undertaken #Minz to it the whole hearted and loving
task of editing, a journal in. thegpport of all patrons of Art and Sangitha
of Music for which I beleive, §idwens. I shall helpit to the best of my

jlity.

music loving public and also {’-'
sionals should be thankful. [
very important and it should be popilfprahmasri Keerthanacharya C.R.Sree-
because it_is a long felt want among) vasa lyengar, Mylapore :— I . heartily
general public especielly in the field ‘ALHl athise with the objects of the quarter.

South Indian Music. I promise that 1l ,nd wish it godspeed and a bright

‘Brahmasri Vidwan T. S. Sabesa
Principal Rajah Sir Annamalai
of Music. Chidambaram:—1 am
glad to hear of the proposed JoQ
and I shall heartily give ‘
help that I can. May God bleél
journal with long life and prosi
career so that it may bring out fresh’
ledge and be a source of immense.
to the public. T

jademy which I think is an absolute
cessity. I will help the journal by con-
uting articles to the best of my ability,

. But till now
fre has not been any journal devoted to

Bhagavathar:—I am glad that & aiefusic. It is & matter for great delight that
8 Music Academy Madras has come for-

Journal is to be started by the Acade

am sure it will be welcomed by the pubigd to undertake that task and fill up the
. X nt. But writing about Music and put-

May it prosper. : !

ginto practice what is said and written
0 very difficult things. All the same,
Brahmasri Mahakathaka kan

Chidimbara Bhagavathar :—1 fully ag
ciate your idea of:starting the Journal|

If trouble is taken there is baund
I shall give what help I

'

be pleasyre.

the benefit of the Lest minds engaged i

GREETINGS AND MESSAGES-~

i thar, Kallidaikurichi :—May God bless *

w

Frofessor D.Venkataswami Maidu, 1.
lonist u}ul profesior  of music Vizya-
nagarain  College:— 1 heartily commend
the idea to start a journal devoted
exclusively to our music wnd I
feel highly honoured Wwhen yon call
upon me to make contributions to it and I
shall help you to the best of my ability.

Brahmasri Vidwan Hulgur Krishﬂa«_
charya, Bharat Sangeetha Swla, Hubli:— ™
You have my full sympathies with the

activities of the Academy and I shall
continue to help it in whatever manner
possible for me. I wish every success to
the journal and hope it will have a long life
of useful service to the public.

Brahmasri Vidwan Musiri Subun;anya
lyer, Madras :—I am extremely delighted to
hear that the Music Academy is starting a
journal of Music. When, owing to various
causes, our glorious heritage of Music is
apparently being affected by adverse forces,
the establishment of the Music Academy in
Madras with & view to preserve and improve
the Art on proper lines is & welcome sign of
great relief and hope to thec Music world.
All are watching with interest the useful
activities of the Academy and the proposed‘
journal, a long felt want in the country is a
new venture in the right direction and
richly deserves the support of all. I wish
all success and a glorious future for the
journal.

Prof. R. Srinivasan, M. A. Mchardjeh’s
College, Trivawlrum :—Music is a Divine
gift to man: it is the finest of the fine erts
and enables mj.n to rise from the national
ta the spiritued regiors. India disabled as

‘ she has beén (¢ ud p_ex;har,s is still so) fo1 long

s
{
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has all the time treasured this Divine gift.
With life awakening around us in all phases
of our national activity it is but natural that
a new ere of increased vitality should dawn
even i the field of music.
journal of Music is a sure indication that
the heart of our musical culture is sound
and the votaries at the shrine of the great
muse are not wanting. May this endeavour
be blessed with all success and may the
journal be verily a messenger sent from on
High to soothe the hearts that are hunger-
ing for the nectar of music.

Mr. P. Sambamurti, B.A,, B, L, Lecturer
tn Music, Queen Mary's College, Madras:—
I.lqok forward with great eagerness to the
publication of your journal. A well con-
ducted Music journal has been a long felt
desideratum in our country. I hope it will
help to collate research work and bring
into existence a useful and valuable litera-
ture on the,subject of Indian Music. [ wish
the new venture all success and a long life
of usefulness.

Mr. Varaha Narasimbacharlu (Coco-
"‘nada):—It gives me immense pleasure
to hear, after all, of the long felt want of a
Music Magazine being filled up and
T will do all the help that I can
to the organ of the Academy. It is
a laudable attempt .of the Academy
and I pray to God that it may meet with
great success. It is also a boon to
Music lovers.

. Mr. K. B. Deval of Sangli, Hon.
‘Secretary, Fhidharmonic Society of Western
:Indiai—1 am very glad to kear from your
‘Jetter dated 2nd: Dec)

The proposed

that your Music

Academy at Madras have s‘tariedhquq Lo namphlets of a highly educative
ly journal dealing with the science “Iut‘ wo received of late from the Academy
of Music. (Rl pire the confidence that the Journal has
reat future before it, if it deals with the
structive side of Music. At such a
 cture as et present when there is not
% 1y (rading upon Music but also dumping
R ounterfeit goods, one of thesad duties
1930 a quartarly Jour -‘i Journal shall have to perform would be
Ml purge much of the trash that is of late

- {1y and increasingly devoured by many.
Public mind is growing everyly
favour of Musical Education and}
are insatiably ethirst for kn
Music, as an art, ought tofind a p
place in the National life of our
Under its protecting wings, the
find shelter; in its expansive surfa
acrimony and animosity submerge, '
its medium, the jubilant sxng thexr
triumph.

Assistant Secretary, the Krishns®
Sabha, Trichinopoly :—We heartily

their adventurom cnterprise to star
January,
Music.
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cal and critical focus, embracingal} schools
of thought but converging toa common

ideal The journal deserves the sympathy
and support of the public in a large
measure.

We sincere!y join with the Editor of the
journal, Mr. T.V. Subba Rao, in praving for
a long healthy life tothe young and greatly
promising magazine,

May * Saraswathi'’ the presiding Deity-
of the Fine Arts shower her bounteous
blessings on this young baby !

Every effort, therefore, to ar BY
downward progress on the _iq THE HON'BLE DR. U. RAMA RAU.
musical degeneration in our Pr
Pregident

will be hailed with joy as the presgn

ditions in that respact are a.ppallm_g. On this momentous and auspicious occa-
conscience. Musical Sabhas as ourSil ¢ (o birth of the Journal of the
presidency are by nature fit “for onl¥ Pcic Academy, Madras, it will be my
work. It may be argued they dobep . . duty as the President, to give a
elovate the standard of taste to‘, igume of the origin, aims and achieve-
But the work of Pl°',1'~’e""$ - ents of thie Academy and to urge its claims
rgenerous support from the charitably-

rest in such an executive body
Music Academy with a wide field ned and music-loving public and musi-
:pos in India and in other parts of the

periment. A Sunday performan
pleasantly beguile the afternoo
lholiday. Only a journal of the kind that
appear with the dawn of the * ‘New Ye ‘

we trust, will lift all lovers of Muswfl'fhc Music Academy was established in

the rest of a weekly . routine to a 7ef dras in August 1928, in pursuance of the
ing atmosphere of Art and L‘;te‘_'at? bommendations of the All-India Music.
iference; held at Madras in:1927 duing:
Gongress ‘Week and was registered in
¥ under.the Societies Registration Act.

THE ORIG'N OF THE ACADEMY.

We think so” far as the kaep
maintenance of a high idesl is conge
the journal w1|l be frankly propagandl

THE AIMS OF THE ACADEMY

The Aims of the Academy have been
clearly set forth in several of its previous:
publications; but it will not be out of place.
to reiterate hzte some of the more import-
ant amongthem. They are (1) to arrange
for exposition of the Art by competent:
artists and to encourage new and deserving:
talent, (2) to provide facilities for wide--
spread instruction in Music on proper lines
by establihing a College' of Music and-
(3) to promote the study and
practice of music by instituting competi-.

otherwise,

tions and scholarships and awarding prizes-
(4) to'fo'm and maiatain & Music library’
aud nujseum, (5) to collect and preserve..
compos.tivns in (8) to organize:

¢
'

Masie,
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annual corferences and (7) to construcl a
Music Hall.

SOME OF THE ACHIEVEMENTS OF THE
ACADEMY

‘

The Achievements of the Academy
even during this shor: period of its existence
have been many and varied. There have

been 25 musical perforinances given under

the auspices of the Academy up till now
and the best artists in Music have been
invited. In addition to the exposition of
the Art by leading and well-known profess-
ional Vidwans, many a new and deserving
talent has been brought out. Amateurs
of a high order have also been encouraged
and a healthy competition has thus been
set up. The University of Madras having
included Music in the curriculum of studies
prescpibed for Examination, the establish-
ment of a College of Music becomes
urgent and imperative. At Chidam-
baram, the patron of our Academy, Raja

Sir S. R. M. Annamalai Chettiar, has

founded a Music College, and more Colleges

are needed in Madras and elsewhere. But
that means money and the present resources

of the Academy do not permit of its im-

mediate accomphshment. The Academy,

therefore, depenids entirely for the tulfilment
of this object on the generosity aud munifi-
cence of the Maharajas, Kajas and

Zamindars of the land, the merchant prin-

ces and wealthy land lords of the country

and others who have a taste for and a mind
to revive this hodry Art and restore iz to its
pristine glory. Lectures have Leen arranged
an:gl demonstrations held with a viow to
disserninate useful knowledae about Music.

A library of Music books is being formed. An

expert Committee consisting of sonie 0. the

leading scholars and riusicians has besn
- constituted to suggest
music.performances, to correlate the theory

t desirabie reforms in

JQURNAL OF THE MUSIC ACADEMY

'ﬁrst Conference held during Easte,

ot

. . wa TNCS
Conferences are being orgainzed ang} ar

year was a grand success, thoughly this
financially but from the point of vle
learned discourses held and scholarly pj
on the technique of music read at the
Three competitions in Music were heldS
medals awarded. Last, but no{
least, is the launching of this Jourdig
Journal of the .Music Academy, Madrl
voice forth the views of the Music)
and interpret the right kind of Musiq .
readers. In consequence of the j

may

Rnpce.

n](‘ln'lpr‘
he Academy and enrich its coffers, itx

ess cannot be easy.
t appeal to all music

. Jiberally

k unhampered by
Under the rules and regulations
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of the-Academy, a patron has to pay not
less than Re. 500, a life member Rs. 100, an
ordinary member an entrance fee of Rs. 2

and half yearly subscription of Rs. 5 or a

and more of other members

I therefore make
lovers and

icians to take an abiding interest monthly subscription of Re.l. Ladies are
premier institution and contri- ,admitted as members on a monthly sub-

to its funds so that scription of annas 8 without any entrance

go on doing its , uscful fee. The Office of the Academy is at pre-

sent located at No. 323, Thambu Chetty
Street, G.T., Madras,

considerations of

N

demand for space, the lay press ere i
to belp us in this direction and a JoWH
intended soley for the discussion of
topics and for the enlightenment o
lovers who can be counted .i
thousands, is a great desidératu_ -
Journal will be issued quarterly f
present and when it acquires ’
support, it may be converted into e mg
The subscription has been fixed
as to be within the means of even the ml
class people, it being, Inland Rs. 4 ; Fo
8 sh. a year; single copy Rs. 1-4 pos
It is hoped that it will bave sufficien
rbnage and prove to be a succe’ss._

The

AN APPEAL .

has cornnnenced well and is growin
gathering strength. In order that :
reach the adolescent stage, and be a

‘

Hindu':—*“The Music Conference
pised by the Music Academy in Easter week
acted considerable attention at the time, not

8 moot pointe of musical theory and practice
ich were held. The Academy bas done a
al Service to the music-loving publlc by
senling in this report a readable and authori-
live account of these discussions which must
of great “vahue ‘to the student and to the
fessional alike.
intial .addresses. on the various days of the
ference as well as summaries. of the papers
#ad are also given.
frinted and neatly got up.”

*The Indian Daily Mail,’ Bombay :—* The
®port of the Madras nfusic Conference cf 1929

REPORT OF THE MADRAS MUSIC CONFERENCE 1929
(ORGANISED BY THE Music ACADEMY)
Published by le Music Acwdemy Madras As. 8 per Copy.
SELECT OPINIONS.

organised by the Music Academy contains much
food for thought for those intented in the revn a.

"

of Indian Music... I

‘Matrimonial Review':—"Only a year ago
was formed an Academy of Music in Madras and
the Conference that was held in Madras undec
its nuspices is symbolical of the rapid progress
that the Academy has made during such a short
‘the Confererice bringing together all

period,
the taiented

those enthusiastic about the art,
musicians, the research worker's and the refor-
mers and the patrons, the Zamindar of Seithur
and Raja Sir Avnamalai Chef..tin.r lending  their
sapport in all ways.....coco..o A quarterly
Review for Masic is a serious and urgent neces-
sity and we are sure that such a review will be

published without much delay.”

"The full texts of the presi-

Tue pamphlet is well

—_—
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B.A., B.L., L.T., Madura

FOR INDIAN MUSIC.—By Rev. H. A. Popley.

SYAMA SASTRI.—A Short Sketch. (1763-1827).-~By Mr. P. Samba-
moorthy, B.A., B.L., Madras '

Sastri of Tanjore

Sarman, University of Madras.

College of Music, Vizianagaram
SANGEETA SUDHA.—(Translation of the Music Passages only)
SANGEETA SUDHA SANSKRIT—(continued) o
TRANSLATIOY OF SANGEETA SUDHA.—(continued) ~~ Lo
.lj’URAND;\RADAS.—(in Tamil.) By Bhagavathar Sownthararaja
Aiyangar '
Greetings and Message;
Correspondence

Notes and Comments

yeecumsee Chabildoss & Sons.,

THE PLACE OF MUSIC IN EDUCATION.—By Mr. M. S. Ramaswami Aiyar, il

PLEA FOR AN ALL-INDIA SYSTEM OF NOTATION AND CLASSIFICATION

SQME ANOMALIES OF SOUTH INDIAN MUSIC.—By PanditS. Subramanya g

A NOTE OX NADA, SRUTI, AND SVARA.—By Pandit V. Venkatarama 38
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BOOKS
ON

KARNATIC MUSIC
VIDWAN K. V. SRINIVASA IYENGAI

*Adi Sri Thyagaraja Hridayam (with Swarams and } (3 vols.) Rs. 10
4

Notes, 3 Vols.) (in Telugu and Tamil separately) (each) .
*Adi Thyagaraja Keertanams (650 Kritis Telugu & Tamil) each 3
*Adi Gana Bhaskaram (Telugu) ” 7
“Adi ‘Sangita Sudambudhi (Telugu) } 3

« (2nd edition revised & enlarged.)

Bharata Keertanams (Tamil) - 3

*Adi Sangita Ratnavali (Tamil) } 3
4th Edition—a Self instructor. »

*Adi Sangita Rasarnavam (Tamil) }
3rd Edition revised and enlarged.

*Adi Sangita Chitrambari (Tamil), . 1

<

BY VIDWAN P. B. SRINIVASA IYENGAR, B.A.

Adi Sangita Sarvartha Chimtamani R
(with Swarams and Tatparyams) in Tamil s

2 8 %

* These books have been approved for class use by the Tewt Book Committee:df|

M. AD1 & CO,,
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11,286, Esplanade, Appa Buildings, Madras.
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