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A discussion about the place of music in 
t scheme of education involves two 
irits:—(1) why. has music been found to 
incompatible with the present system of 
iication ?

(2) How can the present system of 
lucation be so modified as to make music 
i integral part thereof?
i
.Just as Sir John Simon and his colleagues 
lumph 3 n 11 y marched throughout the 
ng’th ami breadth of our land, though ve 
icd from house-tops and condemned the 
atutuorv Commission from the very time 
| its inception, so too, our present system 

education triumphantly flourishes all 
lund our country, though we have been 
7>ng from house-tops and condemning it 
»m the very time of its formation. *

A distinguished friend of mine onCetnald^ 
what seemed to be an astounding remark 
that all the graduates the Senate House 
manufactures, year after year, are so many 
RAvanas incarnating time after time. Wh'en 
called upon to explain his metaphor; he 
came forth with a thundering reply.: 
“ Mind you that Ravana fras a person ;o.f 
very mighty intellect. Just as a.:steam- 
engine is ciilied 100 horse power.and just as 
a Washington Light is called 100 candle 
power, so too, Ravana was, and may even 
now be, culled lO-Hoad Tower. Not that he 
had literally ten different heads over his 
shoulders but that ho bad, in his one head, 
the brains of ten highly inteclletual persons 
all rolled into one. Unfortunately, bis head 
alone was developed, and not his heart. So, 
if any aggrieved person cried before him

I •' * A Texture delivered pvfore ihe royal p; eser.ee of Ti.K. the Manacaja of
•fair of Mysore, on the night . November 1, iS'2S ; at :he efld of which His'Hi 
ĉompliment the lecturer' s'

dysore, in Summer 
ll-.ness' was pleased
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and slicd tears; he would forthwith collect 
all those tears in a bottle and run to the 
nearest laboratory for chemical examina­
tion. He hardly knew that those tears 
were the outpourings of an injured heart.”

When, therefore, my friend characterised 
the graduates in terms of the mighty, but 
heartless, Ravana; he but emphasised the 
injustice of the one-sided education that 
obtains now, as well as the fact that the 
exclusive development of the head, at the 
expense of the heart and even of the hand, 
threatens to make a permanent home in 
our schools and colleges, with the result 
that, in the words of Rousseau, “ our young 
boys and girls have been taught, not what 
they should practise when they come to be 
men and- women, but what they ought to 
forget.”

May I attempt to give you a reason 
for the prevalence of this “  injustice 
hoping thereby that I shall be able to find 
out the needed remedy ?

Schools and colleges form but a part'o f 
whole machinery of the human society and, 
as such, cannot, ordinarily, but reflect the 
mentality of that big soceity. What is 
tbe mentality of the big human society but 
•that which continues, even in this twentieth 
century, to prefer ornament to utility, 
decoration to dress, appearance to function, 
and display to use ?

Ask, for instance, a tatooed barbarian as 
to why lie took extraordinary pains to 
procure pigment; and he will answer; 
“ To .make myself admired.” Ask a savage 
chief as to why he paints himself so formid­
ably; and he will reply; “ To strike awe 
into my inferior's.” Ask a fashionable 
belle as to why she labours to plaster her 
hair with pomatum and resorts t-p all kinds 
<jf ruffling, pinking, and patching; and she

will hasten to tell you ; “ To 
conquests.”  Ask, again, an Indian 1̂  
to why she wears so many diamqi 
over her body ; and forthwith conja 
defence ; “ My neighbouring lady|
more ". Ask also a student as to wl 
strains .himself to remember a string 
many useless pieces ofknow ldge; 
will exclaim: “ To pass the examil
and secure a position of influence.”  ̂
a prince, as Ruskin observes in his ; 
and Lilies, “ desires to sit on the threm 
because he believes none else c m  
because he wishes to be addressed 
Majesty by as many lips as may be ra 
to such utterance.”  In the samej 
Herbert Spencer remarks, in his J 
Education, “  To get above some ■ j
reverenced by them and to propitiatj 
who are above us—is the universal! 
in which the chief energies 
are expended. By the accumulai' 
wealth, by style of living, by bdM 
dress, by display of knowledge^ 
tries to subjugate others. We ar 
of us content with quietly unfoldip 
own individualities, to the fu ll;! 
directions, but have a.restless cravli 
impress our individualities upon othep 
in some way, subordinate them.'

“ And thus it is which determini 
character of our education. As, throng

],ii h u t 's unpalatable to them.
- rims the trend of humanity’s mind jnee 111113
been more for display than use; it is 
wonder that the trend of our school- 

d-colleSe education has been, all along,
in ihe same direction and largely

■ ihe preference of intellectual 
those that are calculated to 

Since music comes

II) ti
[ccomits . 
iudies to
kvelop the feelings
ider the" latter category, it goes without
Lying that it has been found incompatible
fitli the present system of education.
[Dr. Rabindranath Tagore only backs me
iwhen, in his centre of Indian Culture, he ob-

Lrvcs ; “ Like the moon, we present, to the
in of world-culture, only onfi side of our
ft, which is intellectual side. We do not yet
Hy realize that our other sides also
luire the same lightfor their illumination.
>m the educational point of view, we

[ow Europe where it is scientific or, at
it, literary. So, our notion of the modern

ilturc is limited within the boundary
[nes of grammar and laboratory.
Te almost completely ignore the aesthetic
fe of man, leaving it uncultivated, allow-
ig weeds to grow there. Therefore,

iin, I have to give utterance to a truism
id say with profound seriousness that
[asic and the fine arts are among the
ighest means of national self-expression,
illiout which the people remain inarticu-

...ale. Our conscious mind occupies or.lv a 
life, not what we are but what we shal , ,.L- ,'AS ipcrlicial layer of lite: the suo-conscious thought of is the question; so, in eduet . . .  , ,,{a und is almost fathomless in its depth, 
the question is not the intrinsic vain , ,, . , ,• ft here the wisdom of countless ages grows
knowledge so much as the extrinsic # ■ , . , ,p horn its base, like the great continents 
on others.” S' : . , „  . . „ .-Hi eyonr] our ken. Our conscious mind finds •3The head—education, so to speak jig s expression in numerous deliberate acti- 
alonp is given in our schoo}s and coWtics which pass and repass beforj our 
enables the students to make a full Our sub-conij ticus mind, where
of their intellect, in which act-they .nawrcfls our soul, niust.jaUo have its adequate­
ly take delight; while, the heart —eduo®9dia of expression. These media are 
will compell ihqm to exercise sclf-co®<dry. music, and thjh arts; wherein the

complete personality of the man finds its 
utterance. The timber merchant may 
think that the flowers and foliage are mere 
frivolous decorations of a tree ; but he will 
know, to his cost, that, if these are 
suppressed, the timber also follows them.

“ During the Moghul Period, music 
and art in India found a great impetus 
from the rulers, because their whole life 
was in this land, not merely their official 
life; and it is from the wholeness of a man 
that art originates. Our English teachers 
are birds of passage ; they cackle to us, but 
do not sing—their true heart is not in this 
land of their exile. The natural place of 
their art and music is in Europe, where 
they are so deep in the soil that they can­
not be transferred to a distant land, unless
the soil itself is removed. We see the«
European, where he is learned, where he 
is masterful, where he is busily construc­
tive in his trade and politics, but not where 
he is artistically creative. .  That is the 
reason why modern Europe has not been 
revealed to us in her complete personality 
but only in her intellectual power and 
utilitarian activities and therefore she has 
only touched our intellect and evoked our 
utilitarian ambitions.”  •

Due to this narrowness of culture, that 
now obtains in our country, I again repeat
that music has bvon found incompatible
w i t h  th e  p r . 's e n :  i i i  ■co i i '-c :- .vd sy . - to m  o f  

education.
Tt now remains for me to consider the 

other question as to how tIjc present system 
of education can he so modified âs to 
include music as an integral part thereof.

It is said tliat the three essential parts of 
a nuluan body, each of which requires 
development ir. its own way, are the .' 
stomach,-the heed, and the heart. Corres­
pondingly, all the' arts, which man is
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required to learn on the face of the earth 
fall exactly into three divisions, namely, 
the mechanical arts, the liberal arts, and 
the.fine arts. The mechanical arts, I need 
hardly tell you, enable man to develop his 
stomach; the liberal arts, his head; and 
the fine arts, his heart. Since the stomach, 
the head, and the heart are each of them 
important for man ; all the three divisions 
of the arts assume therefore equal impor­
tance. Any system of education that does 
not concern itself with all the three divi­
sions of the arts cannot, in the nature of 
things, be deemed to be perfect. Education 
in the strictest sense of the term, is a matter 
of trilateral development. Whoever learns 
to think for himself, feel for others, and act 
for the good of the world, all the while, earn­
ing his own honest and independent liveli­
hood—-is the most finished product of educa­
tion that ever walks upon'tbe earth.

On ultimate analysis, the mechanical 
arts point to this world, and the fine arts 
point to the other; while the liberal arts 
stand midway between the two and merely 
cultivate the head-power of man, even to a 
stiffening degree. On account of the mid­
dling, thrisanku—like position which the 
liberal arts occupy, having nothing directly 
to do with this or the other world; the 
modern students of the liberal arts are said 
to be undergoing useless, and godless edu­
cation — useless, because the problem of 
unemployment stares them in the face, here 
below ; and godless, because the problem of 
irreligion stares them in the face, there 
above.

In his Discourse oil .Iris and Sciences, Jean 
Jacques Rousseau made a tirade against 
the liberal arts and, in the fervour of his 

.enthusiasm, went even to the extent of 
declaiming in a little exaggerated form; 
“ Astronomy is born o*f superstition; elo-

,, ions '! And what hotter work 
|Ur Sehool-and-College libraries do even

quence, of ambition ; geometry, of avi 
physics, of an idle curiosity; and: 
philosophy, of human pride. Till 
(liberal) arts and sciences owe theii 

,to our very vices. Their evil ori| 
indeed but too plainly reproduced in­
objects.” .

Apart from this exaggeration, one: 
is certain that, wherever the libera] 
went singly and unaccompanied 
other two, the temples of virtue' 
invariably converted into so many thl 
of vice.

So lont* as a country did not 
a fetish of „ learning but, like 
had an eye on the development of ▼] 
that country flourished. But the 
when the learned men, pure and 
appeared, honest inen were eclipsed, 
much of philosophy ruined Greet 
much of eloquence ruined Rom e: t< 
of commerce ruined Europe; and toô  
of communalism now ruins India.

The exclusive teaching of the liber; 
must, therefore, go; and they int 
supplemented by the other, two 
mechanical and fine, without which] 
liberal arts will unnecessarily heigh! 
importance of scholarship, wit, and' 
nuity over and above commoa n, what wcfuld you think of such a flo- 
honesty and magnanimity- and wiltp f ?
mischievously make learning more iriij f0w. if education is regarded as a plant 
tant to the learned than goodness tty iich of us is requi red to c ul t i va t e ,  
6°°d-- -dii l mechanical acts will form its roots ; the

What better proof is required to sutet cral arts, its leaves ; and the fine arts, its 
tiate the futility of the liberal arts, unai ’vcr'i- Indeed, the fine arts have been 
by the other two than the shrewdness.^ 'led " the efflorescence of civilised life 
which the. Goths, when they ravsi stasa plant is the product of the roots 
Greece, left only the libraries unhoit ileaves which, when carefully cultivated, 
the flames, so that the enemies .might dd the desire-i flower; sc too, wliat is

ce I contend that the one-sided 
ioPii now in vogue, must be made

Mow?

beautiful simile, employed by Herbert 
,lCOr in his Education, furnishes us with 

answ er. A florist cultivates a 
t fortlie sake of its flower and regards 
0ts and leaves as of value chiefly 
ise they are instrumental in producing 

Ifiower. While, as an ultimate product 
ower is the thing to which evpry thing 
s subordinate ; the florist konws that 

roots and leaves are intrinsically of 
ter importance, because on them the 
ution of the flower depends. He fur- 
knows that it would be a great folly 
is part,, if, in his anxiety to obtain the 
er, be were to neglect the plant. He, 

[refore, bestows every care in rearing a 
Jthy plant, though the ultimate object is 
flower. If on the other hand, he allows 
roots of the plant to rot and its leaves 
;ade and if he, nevertheless, takes elabo- 

pains to beautifully paint such rotting 
ts and fading leaves and thus makes it 
olutely impossible for the plant to blos-

left with a possesioii calculated to ;<fii M the civilisJ.-J life is the product of the 
their attention from all useful purpose !̂ chanical anv liberal arts which, when 
keep them engaged in indolent and',$w 'efuily cultivated, yield the desired efflo-

rcscenco of the fine arts. It is thus clear 
that though a study, not unaccompanied 
by practice, of the mechanical and liberal 
arts is of greater importance than and must 

, tbereforo precede, that of the fine arts ; yet, 
in rearing the roots of the mechanical alrts 
and the leaves of the liberal arts, one must 
ever hear in mind that the ultimate object is 
the efflorescence of the fine arts.

I shall pursue the same point in another 
way. The leading kinds of human activity 
fall, according to Herbert Spencer, into five 
divisions, viz.,

(1) those that directly minister to self- 
preservation.

(2) those that indirectly minister to seif-
preservation. :i

(3) those that pertain to the rearing of
children. • '

(4) those that pertain to social and poli- 
cal relations.
and * ■

(5) those that fill up the leisure parts of
life. i ;

On close scrutiny, the first four kinds 
point to this world; while the last alone 
points to the other. I yield to none in 
maintaining that the first four kinds of hu: 
lnan activity are very important; yet," I 
maintain that the Jast one is equally very 
important.

Ir, fact, it has been said tha.t the suminunt 
bonuin of well-conducted life is well-earned 
leisure; that the chief object of education 
is to enable that life to fully enjoy ., that 
leisure; and that the only means whereby 
such enjoyment can be most satisfactorily 
produced is the most serious cultivation"of 
the fine'arts from infancy onward.

A wordiahout ‘ Leisure ’ will not be here 
out of place and will indeed elucidate the

OF MUSIC
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point raised. It should have occurred to you, 
in your everyday’s observation, that men 
are truly what they are only in their lei­
sure hours and that the turn their character 
takes largely depends upon how they era-, 
ploy those leisure hours. In business hours, 
they arc slaves—though willing, yet slaves 
after all. In the field or the office, in the 
street or the school, and in the mill or the 
shop, each assumes his place among the 
ranks of those that toil and moil. There he 
has to show the straw in the direction in 
which his employer blows. He is not free. 
But when the duty of the day is over, when 
the day deepens into the night, and when 
all the hours of the night are at his own 
disposal; does he return straight up to his 
houce to be welcomed there with the beam­
ing face of his wife and her sweet voice ? 
Or hoes he wend his way right up to 
an arrackrshop to lie welcomed there 
with the nauseating froth of the toddy 
and its effervescing noise? The origi­
nal statement is only too true that a 
person’s real character is evidenced by the 
employment of his leisure as well as by the 
enjoyment of his pleasure. Hence, to the 
observation made by Sir Joshua Reynolds 
that the real character of a man is found out 
by his amusements, Dr. Johnson added 
-‘ No man can be a hypocrite in his own 
pleasures". Again, Bacon and Bhartrhari 
rightly observed, ns though by mutual agree­
ment; the latter in his Vairajya Salakatn, 
“ a secluded place (for enjoing leisure) 
leads to salvation, only in the case of self- 
restraining persons ; hut in the case of love­
sick persons, it is a further Incentive to that 
low passion"*; the former, in his essay on

raRirer trfirnf
' Ih < d, <J OTf ITTcf*, I 1 ■Llir

■Bhartrhari,

Friendship “ whoever is delighted inj 
(for enjoying leisure) is either a wild 
or a God ” .

Any scheme of education, wor 
name, must enable the students, thi 
themselves of it, first to satisfactory 
form their DUTIES of securing anj 
and independent means of livelibq 
discharging their parental functions 
regulating their social and politic 
duct; and secondly to wisely enjf 
PLEASURES of life which theirj 
hours, deservedly earned, are cat 
to furnish, namely, the fine arts.^ 
wise, the education is defective; 
life, devoted thereto, is not full.

Having realised the necessity of j  
the fine arts an integral part of ed| 
and having also suggested a prop 
for them in a good scheme of-edit 
the next question is :—“ What is the 
whish music occupies in the galaxy 
fine arts ?”

Now, the fine arts cover a wide r< 
subjects. But the classical division! 
is only fivefold, viz, Architecture, See 
Painting, Poetry, and Music. Whit 
these five fine arts commands the fii 
foremost place ?

This, indeed, is a a controversial quest
whereupon no definite conclusion, or 
sensus ol opinion, has been arrived at. 
at the same time, we cannot shut ourf

beautiful and why-certain proportitjo
light and shade gave a sense* of hirB

(flty!i-in. >ml finally concluded that all 
hen expressed but the message of music, 
flter I’ater, in his Renaissance, described 

the typical, or ideally consum- 
r, towards the condition of which 
... ;i.-is constantly aspire. That 

L nitiln.-ophor, Plato, and his successor, 
r , s.K)i;e mainly of music as the first 

foremost study in their academies. 
I Confucius, the Chinese Plato, but 
Led the senLiments of his Greek proto- 

That keen thinker, Hegel, gave the 
place to music; and that keener 

Utcr, Schopenhaur, thought it right to 
Classify the fine arts as to give»the first 

to music and the last rank to architec- 
I and to place the other three between 
, two. Even the modern thinker, Her- 

[Spencer chose to label music as “ the 
■t of the fine arts." Finally, our own 
Kents described Saraswathi, the Goddess 

earning, not as rearing architecture, 
[as carving a stone, not as painting a 
Jscape, not even as composing poetry, 
[as producing sweet music from her 

Bno Vina.

ideed, all the fine arts may be soarrang- 
n a series as to correspond to a series of 
clopnieni in the human mind itself. At 
tage when man thought of everything 

fe hut himself and was attracted moro 
extern-/ mature than .by his internal 
f, the only art that could possibly deve- 
itsclf was Architecture. When man

to the fact that the greatest artists tens no to think of himself, the human form 
more and more speak of all ether fine ail -notice ; and slowly, the 
terms of music. Architecture, for insU ManN'ic spirit exhibited itself in the fine

,
recognition of man by hinifclf. 

bn ■; ;n, iiumanity was conceived in

is called Frozen Music; Sculpture, SI* (
Painting, Color-Music; andPfl* Pcrpluxc 

Word-Music. A great American areni Icn,
Bragdon, showed why certain- pillars? v-erj-ting way and when a happy

idc-a rid was conceived in the place
this d: r-as-dust world; Sculpture gave

way to Pa inti ig and Poetry. When, above 
all these worlds practical and ideal, the soul 
began to soar and yearn to speak; music 
was born. •

• It is not impossible for us to distinguish, 
in the first four fine arts, the matter from 
the form, or the means from the end. 
But, in the fifth fine art, the distinc­
tion between matter and form, or between 
the means and the end, will be seen 
to have been quite obliterated. That 
is why we find it written that a beauti­
ful structure, statue, picture, or poem is 
anchored to the ground by the neoessary 
asssociations of its subject-matter while, 
music has no such anchor; and it is therefore 
free to soar. Indeed, soar it does, bearing 
with it the listening soul into regions that 
have no relations with the things of every, 
day life. That is, again, why Mr. Schwab 
wrote: “ There is a reach to music that the 
other arts have n ot; it seems to get to you 
in an exhausted mood and quiets and 
refreshes where a book or a picture is not 
so sure".*

Hence, music is the pinnacle of 
humanity's achievement leading us to the 
very last boundaries of our world of thought 
and feeling and enabling us to gaze into 
the wonder of another world/ Hence) 
also, Carlyle very truly said: "Music takes 
man to the very edge of the indefinite and 
then h-;? him gaze, as over a wall, into its 
wonder."

A certain geometrician came to the 
same conclusion in his ojvn geometrical 
way. Take a point A ; r.m! draw a 
straight line A B. Draw another straight 
line A C. • perpendicular to A B. 
From • the centre A at the distance 
A B, draw a cirle. We have thus the

* cf Chawss M. Senwaji’s Where Business 
Men are Wrong.
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quadrant'C A B. Biseot the angle C A B  
with another straight line A D; and let A D 
meet the circumference at D.

(
C

• Now, let A  B .indicate the nerve—power; 
and let A  C indicate the will power. Then; 
ilie J[ine A  D stands midway between the 
Will-power and the nerve-power and re­
presents a well-balanced mind. It is what 
Carlyle oalls the “ Wall,” over which 
rnan is let,, to gaze into the wonder of the 
indefinite. It is what I would call the 
Cultural Line. The capacity to appreciate 
music; depends upon the position ;qne 
occupies in the quadrant. The more a 
person moves from A D and .marches to­
wards A C, Vhe stronger his will-power 
develops; and his nerve-power, if any, 
yveakens correspondingly. Softer feelings 
disappear; and music {loes not move him. 
But if he moves from A D to A B, his will­
power decreases and nerve-power increases. 
He then yields to emotion and is, in fact, 
carried away by music. . Shyloctf for 
instance, stood, exactly on A C ; while,

Bemeo and Juliet stood exactly on- 
All the three—Shy lock, Romeo, and J 
lived therefore a care-worn life and d’ 
a sad death. Again, Kaikeyi stood on 
while Dasaratha stood on A B. H 
Kaikeyi easily out-beat Dasaratha.

Botfr-the extremes A B and A C ar ' 
and must therefore be avoided. Those 
a re on AC, the line of will-poweri will 
the slogan—“ I have no taste for musi 
will, like Shy lock, mercilessly insist 
their pound of flesh; or, again, like a ‘ 
count and recount their hoards only i‘ . 
that the hoards are wanting stilL O 
other hand, those that are on A B, the 
of nerve-power, will go to the other 
treme; become helpless slaves to music, 
even part with tlieir property for aft

Hence it was that I said that hot 
extremes, A C and A B, are bad and. 
be avoided. General education takes . 
from A B to A D; while, musical educa 
enables him to move from A C  .to. 
Thus the general and musical teach 
are both absolutely necessary . for a 
cultural life.

** To sum up: Man, it is Baid,.- 
animal, a human being-and ah' angel 
rolled into one. The mechanical arts' 
him only as an animal; the liberal 
humanise h im ; but it is the fine 
tend to angelise him. Even as an ange 
Has to pass through different grades o f 
dition; and the highest of those grad 
reached only under the influence‘ o f 
finest of the fine arts—Mudic;

arts

PLEA FOR AN ALL-INDIA SYSTEM OF NOTATION AND CLASSIFICATION •
FOR INDIAN MUSIC

b y ,

R e v . H. a ,  P o p l e y

India suffers from exaggerated communa- 
ism in political life’,' from excessive. varia- 
jon 'in language i .and culture, and from 
osry localism in. many, forms.. Music un- 
rtunately has not been able to escape this 
-alising • and dividing influence, and the 
suit.is that; there is no one standard or 

ystem for Indian music in different parts 
India. Just as beneath all Indian’s com- 

unalism and her religious and racial 
ariations there is an underly ing unity, so 
ho in Indian music beneath all its varia- 
!ons is therea.fundamental unity. Other- 
ise the task that I have set before , myself 

n this paper would be. a hopeless one. 
veil now I am afraid that it will have 
hort shrift from those advocates ofsection-
I diversity who prefer the varieties of local 
nd territorrial expression to the idea of
ified system.
Perhaps I may be.permitted to give some 
lustrations of the difficulties which arise 
'm these variations of nomenclature and 
lyle in music. To begin with we may take 
he very great differences in nomenclature 
tween the north and the south. The 

imcs of the seven svaras are the same for
II India. That is something to be thankful 
or and is evidence of the . fundamental 
nity in Indian music. But their vikrits or 
ariations are named quite differently in 
he north and the south. The south re­
ins the old Sanskrit names, referring to

acts which have no significance . for med-
rn music. .The U mis shatsruti, chaturs-
ti,-artara,?.kaisi:\i and fJukali- have Jost^ 
■ ’ ’ -w '■••S’-r ua Tnpaer^8-ani| meaning that.they once T
ust haye^Jiad.h O

13
,-perhqps .'We 'Tnay'say -'

that the meaning has gone to Indraloka 
with Gandhara Grama. At any rate they 
do npt indicate anything to us today. 
In the north for these same vikrits the term 
koraal and tivra'are used, which are equi­
valent to ‘ flat ‘ sharp’. Then take the 
term ‘ suddha ’. In the south this is applied 
to the flat of every svara, that is to the 
lowest vikrit, probably because at some 
time Kanakangi was the primary scale in 
use. However that may be, Kanakangi is' 
not now in common use and it is hardly 
likely that it will come into favour with 
either the musicians or the populace as^he 
fundamental scale. In the north the term 
suddha is applied to the middle variety of 
the svara, that is the one that occurs in 
Alaiya or Sankarabharana. So it means 
natural as in western music. The use of 
the term in two absolutely different senses 
at once causes confusion.

To take the names of the ragas. In the 
south Bhairavi is quite different from ‘the 
Bhairavi of the north. Or again, the Bihag 
of the north is different from the Bihag of 
the south. The former uses tivra ma, 
whereas the latter never does so. So also 
the Todi of the north is different from the 
Todi of the south. In many cases distinct 
names are used for the same ragas. Thus 
Mohana in the south is Bhupali of the 
north and Mayamalavagaula of the south is 
Bhairava or Bhairav of the north. This 
leads to much difficulty in one part of India 
understanding the other’s music.

|4dAgain in the' north -itself: there jis. great' 
^Vi'etyi-' i-Tlie <?Megh'' of .' B en ga lis  -.very.; 
different from,"the Megh of :Lucknow-;:ftof
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also with Bibhae, Malkos, Hindol and many 
other ragas. Bombay also seems to have its 
own differences from both these places.

Ta,ke again the raga classification. In 
the south we have a carefully worked out 
system which is accepted all through the 
c ountry. I am not hero attempting to hold 
it upas a model. I simply state the fact. 
'It certainly helps the progress and orderly 
development of music in South India to 
have this one system, which has come down 
from Venkatamakhi, who may be called 

- the father of the present Carnatic system. 
In the north however there are almost as 
many systems as schools. The rag-ragni- 
putra system, if it can be so called, holds 
the field. Each school has a different series 
of'six rags, which are supposed to form the 
fundamental ragas. I have not been able 
to find any intelligible reasons for joining 
the various ragnis to the rags, but that may 
be due to my ignorance. At any rate even 
pandits ha.ve not been able to give them to 
'me. And now we have Pandit N. V. Bhat- 
khande with a new classification. Then in 
Bombay Pandit Vishnu Digambar alsohas 
his own system of classification.

We have the same great difference bet­
ween the north and the south in the Tala 
system. The nomenclature is quite differ­
ent. Many of the northern talas are not 
used in the south a t‘ all. Still those that 
are used have different names. The Rupaka 
of the north,is quite unlike the Rupaka of 
of the south. It is really the Triputa of 
the south. T,he Chachar of the north is 
similar to the Misra Cliapu of the south. 
So the two systems are quite unintelligible 
to one another students.

When we come to notation wo Hnd one 
underlying uniting fact. The names of the 
svaras and therefore the solfa ryllables are 
flip same for the whole of India, This (s q

most important fact. The same sym. 
used throughout India for the seve 
of the scale. Each vernacular of 
uses its own letters but apart from t 
sounds are the same, except for mino 
variations. But methods of n6 
differ  ̂ widely. The vikrits are - 
in different ways, the gamakas 
different signs, and the time lei 
cated in ways that diffe'r from 
other very widely even in the same 
In the south there are great diffe 
between different musicians in the' 
of time-indications and the varieties 
north (.re many. This makes Itc, 
impossible for a student of music $ 
place to read properly the music of an 
An all-India system of notation is p' 
one of the greatest needs of India to-da 
music of one language area is a seals 
to the musio of another. Even in th' 
there are many who cannot read the, 
of the Telugu or the Kanarese o 
Malayalam country because different! 
are used. All this greatly hamper 
progress of music and the interchan 
ideas and compositions.

I. C o m m o n  N o m e n c l a t u r e  f o b  
N o t e s . ^

The first thing necessary is Id 
common names for the vikrits of the i 
throughout India. In this matter i 
think, advisable to follow the noi 
system. The facts behind the p 
names in the Carnatic system have 
lost in the past and we are never lik 
recover them. Even if we could they'; 
not be of very great value to modern i 
I suggest therefore that we should 
the notes of the SANKARABHAf 
scale as the suddha notes and nla 
others komal or tivra of these, as is d 
the' porthefn ; system,'• -This'-js^pei
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itnpl°
gst
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and intelligible to all, both in the 
nd the cast. The scale of twelve 
to the octave will then run aB

Hows:
Sliadja, Komal ri, Suddha ri.
Komal ga, Suddha ga,
Suddha ma, Tivra ma, 
panchama,'
Komal dha, Suddha dha,
Komal ni, Suddha ni

I have only provided for twelve vikrits 
cause these are the once ordinarily used, 
however anyone wants to add to these it 
quite possible to do so on the same

odel. TIVRA RI. TIVRA GA; TIVRA 
HA, TIVRA NI can be added as derni- 

emitones or whatever they may be called, 
r if we want a lower GA and NI we can
II them ATIKOMAL GA and ATI- 
OMAL NI. This is quite logical and 
iinple and can bo understood by all.
Let us not fear that by doing this we are 

browing away our precious heritage. Our 
ritage is in our South Indian music and 

in the names and the music will still 
ours and also that of the north as well.

I Co m m o n  c l a s s if ic a t io n  f o r  R a o a

a n d  T a l a

I have already shown the difficulties of 
be present systems found in different parts 
f India. In the north there is hopeless 
nfusion in raga nomenclature. How are 
e to proceed to find the best classification, 

or ragas ?
It seems to me that the south has 
logical and a simple principle ,of 

hssification, based on Vcnkatamakhi’s 
hieh ‘should be adopted in some modified 

orm. for l,'ie whole of India. Pandit 
.V. -Bhat^ landc has already-suggested a.

modified form for northern music based on 
the southern system and this is being fol­
lowed in all the schools that he has founded 
in variouk places in North India. Previously 
some northern scholars had made some 
approximation to the southern system in 
their classification of tho ragas. Among 
these may be named Pundarika Vitthala, 
Ahobala Pandit, and Bhavabhatta; so 
Pandit Bhatkhande was therefore only 
following good precedents in adopting this 
course.

Venkatamakhi recognised 16 vikrits in 
the scale and worked out his ragas on this 
basis. That gives 72 janaka or primary 
ragas. If however we reduce these 16 
vikrits to 12 we need only 32 janaka ragas. 
I would suggest that we should adopt these 
as the 32 fundamental modes, keeping„the 
others, if wo wish to do so, as special 
variations. It does not mean that we 
throw away the others, but we refuse to 
overload our science with material that has 
largely become obsolete. These 32 Janaka 
ragas or Melakartas will be classified 
into four groups: namely the Todi group 
using the Todi vikrits in the first tetra- 
chord ; the Mayamalavagaula group using 
the vikrits of that raga; the K'liaraharapria 
group; and the Sankarabhurana group. 
1 have here adopted the southern names 
without in any way prejudicing the ques­
tion as to whether we should do that or 
take the northern names. Then these 32 
ragas will also he in two corresponding 
series of 16 each according to whether they 
use Suddha Ma or Tivra Ma. This is sim­
ple and logical . All of these primary ragas 
use all the seven svaras in regular order in 
both ascent and descent and therefore corre­
spond roughly to the scales of western music.

Pandit Bliatkhande haj adopted a some- 
.what. different arrangbiuent, ..;IIa_;Clas$ifios{.
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the ragas under twelve fundamental thats.
These are as follows :

Bilaval group having the first tetrachord 
df Sankarabharana, i, e. the western 
major scale. The second half may* 
have one or other of the Nishadas.

The Yaman or Kalyani group having the 
same notes as the Bilaval group with 
the exception of Ma, which is Tivra- 
N. B. Unfortunately in Bengal Bila­
val is always surg with Tivra Ma; 
Alaiya is the variety which uses Sud- 
dha Ma.

3. The Ehamaj group similar to south­
ern Harikambuoji having komal Ni 
always. Some of the ragas use both

• vajieties of Ni.
4., The Bhairava group (i.e. Mayamalava- 

gaula) haviog the first half similar to 
Mayamalavagaula and using in the 
second half either variety of Dha and
Ni r

5. The Purvi group (i. e. Kamavardhani) 
similar to no. 4 except that TiVra Ma 
is used, and Komal Dha.

6. The Marva group (i. e. Gamanasrama) 
similar ,to no. 5 except that suddha 
dha is used always or Tivra Dha.

7. The Kaphi group (i.e. Kharaharapriya), 
similar to southern Kharaharapriya.

8. The Asavthri group (i. e. Nateabhai- 
ravi) similar to no. 7 except that 
Komal Dha is always used.

9. Bhairavi^ group (i.e. Hanumatodi) 
using both Komal Ri and Komal Dha.;

. * V i ,
10. The Todi group using various vikrits

somewhat similar to No. 9 but with 
Tivra Ma and other microtonal 
vikrits. ' '

.•-Pundit Bhatkhande himself admits that

the line of the southern classification 
is certainly the best system now in y« 
in the north, and is immensely superi] 
the rag-ragni-putra system. Howevg 
seems to me, if I may. say so 
presumption, that it still leads to 
confusion for two reasons. First, alii 
ragas are not necessarily sampurna] 
surely it is better that the primary *  
should be sampurna. And secondly, 
are variations in the different groups i 
do not always come under a general! 
For instance Bihag under the Bilaval \ 
often uses Tivra Ma and a number 
others hiakes use of different vikrits' 
those in the fundamental That.

I cannot help feeling that the north 
be wise if it adopts the southern syst'e 
ragas, modified as I- have suggeste 
perhaps in some other way so as to m 
simpler. This would not be a great 
tion from the system adopted by ,1 
Bhatkhande and would make for un 
The north cannot expect the south ini 
matter to adopt its methods, as that 
entirely confuse all our southern mus 
would be quite impossible. It is not how3 
impossible for the north to adopt a i 
form of the southern - system as 
Bhatkhande has already'shown.

As regards the names of the pri 
ragas, I feel that I cannot make any defi] 
suggestions. The southern namos are d' 
ed from Sanskrit, , while the nortl 
names are from various sources. I 
that there should be give and take, 
might- Well adopt the more eupho 
Bhairava for the long and cum 
Mayamalavagaula. So with Purvi, Maf 
and perhaps Kaphi. Bhairavi is a ditii 
as the name denotes.two different';

sjfe'has worked thesa; out-Bomewhafc^aiong:lfcthevtiorth^dd|^sbuthj^^^al3̂ ^ ith j
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' Qnly a conference of pandits and musicians 
drawn from both areas can work this out.

With regard to the Janya or derivative 
ragas, it is not such an easy matter. 
Where, as in a number of cases, the two 
ragas are exactly the same as Mohana and 
Bhupali, one of the names may bq adopted. 
In many cases however there are slight 
variations wh.ich will probably mean that 
both names and both varieties will have to 
stay. They may however all be grouped 
under their respective Janaka Ragas and 
this -will make it comparatively easy for 
anyone in the north or in the south to have 
access to the music of the otiler section 
Gradually as a result each 'half will be 
enriched in its musical material. This 
intermixture is already taking place on a 
fairly- wide scale, ragas from the north 
coming into the south with their northern 
names and vice versa.

As regards the Tala system it is not so 
easy to suggest tho means of bringing 
together the northern and southern musical 
'ideas. The beat and the Khali are very 
important for the northern system, while in 
in the south they do not play that part. It 
-should not however be impossible for a 
group of scholars who represent all the 
various systems to work out something 
which, while allowing for the varieties that 
are peculiar to both north and south, will 
yet arrive at some harmonious arrangement 
under which the regular Talas of each 
system may be classified. Here again the 
south liasa logical arrangement which may 
be adapted so as to include the northern 
talas. The number of Matras in a time- 
measure will have to be the deciding factor 
together with the way that they are 
divided. . Thus Rupaka of the north has 7 
tt’.ajras like Triputa of the south. Jhabtala 
•r tho north has 10 inatras, separated into 
2, 3, 2, 3.£8 two bars of tisfh^rupakti of-the ;

south. The Dadra of the north has 6 
matras, divided into two bars of 3, thus 
being equal to two bars of tisra eka tala. 
Thus* we may work out a classification of 
talas based on thenumberof matras begin­
ning with 3 up to 16, which will give us all 
the talas in common use in both north and 
south. Here again there will have to be 
give and take on both sides. Conservative 
musicians will of course object to any 
chango whatever, but change is of the very 
essence of life and it is high time that music 
and especially tala- in India was unified. 
Nomenclature here will also be a diffi­
culty, but with a little adjustment some 
agreement may be arrived at.

III. A C o m m o n  N o t a t io n  *

Perhaps a common notation is on: of the 
greatest needs of Indian m usictoday. 
Without such a notation it is hardly pos­
sible for music in India to devolop into full 
and rich maturity. We are hampered more 
by the lack of an all-India system of 
notation than by any thing else. This 
system will have to comprise both note and 
tal«f signs, and also signs for the regular 
gamakas, as far as they nqed signs.

Mr. Chinnaswamy Mudaliar of Madras 
advocated the staff notation system of 
western music, which is a universal system 
with many advantages. To my mind there 
is no inherent reason why tho staff nota­
tion should not be used for Indian music. 
It can be adapted to that purpose and it can 
express all the shaded of melody and 
variation that Indian music delights in. 
There are however semeobvious disadvan­
tages in the system, from the point of 
exact pitch, whereas Indian music is not 
at all worried about exact pitch. The key­
note or.itonic of the Indian scale is npt fixed, 
but -imay .-vary >-with .̂th9--flingef.,*nd:..thaii
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instrument. The staff notation registers a 
note of a certain pitch and if Indian music 
adopts it, it will have to be understood that 
it does not. necessarily fix the pitch of 
notes. Then again, the staff notation rests 
upon certain scales, which will not always 
fit into Indian music. Considerable vio­
lence will have to be done to western ideas 
if the staff is adopted for Indian music. 
For instance if we make D the key-note and 
use no sharps and flats we get the scale of 
Eaphi or Kharaharapriya, with its two flats. 
Tbe westerner however seeing a staff with­
out sharps or flats would nrturally think of 
the scale of C and would be left wondering 
where he was at the use of a familiar 
instrument for unfamiliar purposes. For 
this reason it is sometimes exteremely 
difficult for one who knows both Indian and 
western music to be clear as to the scales 
used by Cbinnaswamy Mudaliar because 
there is no indication of key-note. If the 
staff is used it is absolutely essential to 
indicate the Key-note and not only the 
sharps and flats.

Mr. M. S. Ramaswamy Aiyer in an 
article in the Hindu has given a number of 
other weighty reasons against the use of 
the staff notation for Indian Music. A 
.part from the scientific reasons the 
strongest reason to me against its use' is 
that it would shut out tbe hiajority of the 
Indian people from developing a musical 
culture. It is not a notation that is natural 
either to Indian music or to the Indian 
people and for that reason I should be 
against its general adoption at the present 
'stage.

1 Various other notations have been sug­
gested. In my book ‘ The Music of Itfdia’

■J have suggested an English notation based 
,on the. initial letter§ of the Indian notes .. being shown as without sharps or flats! i. 
andjpsing capital jand^iP.rdinaryjlgtteraiAo j ^ a turahhotes.'life8iBtt^iMfly&faSite-. ^

indicate sharps and flats. That was writt 
some years ago and I do not (hink tha 
would be prepared to advocate that syste 
to-day. One ingenious writer has sugges' 
p. combination of the staff notation and t 
Indian solfa, using the initial letters 
the svarQ. names instead of the black 
white note symbols of the staff. T 
however still has against it most of 
reasons which have been brought forw 
against the staff notation and it would.' 
be of any use for the west, which wa 
not understand the new symbols. So frl* 
the universal point of view there\ 
nothing in'its favour.

The first All India Music Conferen 
which met at Baroda in the year 1916 a 
pointed a committee to devise an all-In' 
system of notation, but I have never se 
its report to this day. I therefore app 
to the Music Academy, Madras to appoint 
committee and to instruct it to get to wo' 
and evolve in consultation with musical e 
perts from different parts of the country* 
system of all-India notation. This is lo 
overdue and indeed is very necessary at t 
present stage if Indian music is to devel 
We cannot afford to wait any longer  ̂
should like here, if I may do so witho 
being accused of rashness and presum 
tuousness, to suggest some of the lines alo 
which such an all-India notation may 
worked out.

1, It should be a solfa notation, maki 
use of the initial syllables or letters of t 
svara flames common to all India. It see 
to me that nothing else is possible at 't 
present time and for a long time to come,

a
2. Sankarabharana should be adopted 

the cuddha scale, the notes cf this sea
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J 3. Any variations from these notes may 
be shown by lines either above or below the 
notes; the lines below showing the komal 
notes and the lines above, the tivra notes.

4. The Tara Sthayi may be shown by a
dot above the note and the Mandra Sthayi 
by a dot below the note. •

5. The Nagari script should be used. 
Hindi is n"ow coming to be known all over 
India as a result of Mahatmaji's Hindi Pra- 
char movement and so there is an increas­
ing number of people who are learning this 
script. Further these letters are very clear 
and distinctive in print and ve?y easy to 
read.

The question arises here as to whether 
we should use the initial letter or the initial 
syllable of the svara name. For instance 
should we use N or NI ? From the point 
of view of ease of printing I should prefer 
the letter only. Everyone will at once 
understand the syllable in his own mind 
and the inclusion of vowel only adds to the 
'space occupied. It must however be admit­
ted that the practice at present is to use the 
whole syllable. This is the case in all ver­
naculars.

G. It does not seem to me to be neces­
sary to use" the komal and tivra marks 
throughout the piece. They may be placed 
on the top of each piece and then it will be 
understood that they apply to all the notes 
of the piece unless otherwise shown. Not 
only so, but the name of the raga itself will 
in most cases tell the performer what vik- 
rits are to be used. If the note used devi­
ates from the key-signature, as for example 
in the case of the use of Komal Ni in 
southern Bihag on some occasions' then 
tl.iis«shoufd be specially indicated.

■7. With regard to Tala symbols the bar 
stroke! has*come.'intoI’faiflyi'genelalKisqli

throughout India and may be adopted. The 
angas of the bar may be shown by shorter 
strokes as in the western tonic solfa. The 
question of how to indicate the exact 
lengths of lengthened notes and reBts needs 
to be worked out by a committee. Pandit 
Vishnu Digambar uses one method and 
Pandit N. V. Bhatkhande another. The 
southern musicians, such as Pandit 
K. V. Srinivasa Iyengar, use a combination 
of commas, colons, semi-colons, etc. It 
should not however be difficult for a group 
of men drawn from the north and south to 
come to some agreement on this point, 
especially as no traditional principles are 
at stake. One thing however is certain : we 
shall have to discontinue the use of the long 
vowel for long notes as is now dime in 
Tamil and Telugu.

•

8. As regards the various gamakas we • 
may as far as possible adopt the western 
signs for these. Where these are not 
adequate wc may either invent our own or 
else put in the notes in small print as is 
now generally done. There should be no 
difficulty in this.

One word of caution must be mentioned 
here. It is not claimed that any notation 
can adequat ely represent all the curves and 
graces given to the notes and the melody by 
Indian musicians and singers. The notation 
will still represent what may be called the 
bones of the melody. The singer will have 
to clothe it in suitable flesh.* One of the dis­
tinctions that has been made between Indian 
and western music is th%t the. former, is 
curved while the latter is linear, meaning 
that the former delights in all kinds of 
slurs and ornaments while the latter em­
phasises more especially the exactness of 
the pitcl). This is^not of course to be taken-" 
strictly for. even in western music %great- 
imany.gracesard'us'ed ■andimod^ripi^inging;'1
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makega great deal of the tremolo, but in 
Indian music the curvature is very much 
more marked and one rarely uses a clear 
sharp note. This .is. due partly. to the 
absence of harmony and to the necessity for 
avoiding.monotony in this way as well as 
to the Indian love for ornament.

. In presenting these suggestions I have 
to confess that I do not claim any right 
.either of knowledge or of experience. It is 
only as . a humble learner and one whose 
knowledge is all too inadequate for the task 
that I express my views. The only right I

have is that of a lover of Indian music 
as one who has tried by constant appli 

. lion to understand it and to help it forwa 
However long I may be in India I 

..never be more than a learner and an . 
competent learner at that, as I have notlj. 
the advaptage of so many of her sons in tj 
study and practice of this art from, 
childhood upwards at the feet of ber grj 
musicians. In offering my suggestions 
-would lay at the feet of India my pral 
and gratitude for all the joy and conscu 
tion that the music of India has given!
my soul.

SYAMA SASTRI-A SHORT SKETCH (1763-1827) j

BY
M r . P. S a m b a m o o r t h y  b . a . ,  b .l . i

Lecturer in Indian Music, Queen Mary’s College, Madras. Jj

GENEOLOGICAL TABLE.
Venkatadri Iyer 

Viswanatba Iyer 

Syama Sastri (1763*1827)

i Panju Sastri (Married two wives)

r
(By 1st wife) 

I •
I

(By 2nd wife)

Subbaraya Sastri a 
(1803.1862) ' 

(Adopted bis brothe' 
third son by first w*

*Bamakrisbna
Sastri

I
Katcsa Sastri 
(rtow living)

Sambasiva
Sastri

(Died without 
< issue)

Annaswamy 
Sastri 

(Given in 
adoption to 
Subbaraya 

Sastri

Annaswamy
Sastri

(Died without 
issue)

Subramanya
Sastry

I
Ganapathi Sastri 

(now living)

Arunachaln
Sastri

Annastcam
Sastri

( 1627.1900)
I TSyama Seat 

(now living)

" Syama Sastri, one of the Musical Trinity 
of Southern India was born at Tiruvafur* 
(called also'as Srinagar) in Tar.jore District 
in the year 1763 corresponding to the Tamil 
year Chitrabhanu, in the . Mesh a . ravi,

Krithika Nakshatra. His ancestors ori 
nally lived only in Conjeevaram, but aft 
the fall of the mighty Vijianagar Empi 
troublous times arose, and they migrate 
towards the South. They were not tepip

* {t will be of interest to . note- that hie two illuetrious 
Muthuswainy Dikshitar wefe^qlso bornjn the.same place,

contemporaries, 1 yagaraja -a
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,rchakas by profession, for they belonged 
jhe sect of Tamil speaking Brahmins of 

goUthern India known as Vada desathu 
Vadamal aii-wira). When Sri
gaiikaracharya came to Kanchi, he reno­
vated the temple of Sri Bangaru Kamakshi 
#nd commanded that thenceforward there 
,hould be Smartha Vaideeka Puja to the 
pejty. The ancestors of Syama Sastri were 
chosen for ttis purpose. Since that time, 
(he right of Puja, which carried with it 

\artain valuable privileges passed on to their 
Jescendants according to the laws of 

[primogeniture.

From the time of our hero’s* birth, his 
parents knew that lie was destined to 
become great, but they rarely guessed that 
music was the field in which he was to 
make his name. When he came of age he 
was given a sound education in Sanskrit 
and Telugu. He learnt the rudiments of 
music from his maternal uncle who was by 
the way, not a great musician. In the year 
1731. Syama's father came over to Tanjore, 
long with his son to take charge of his 

Saties in the newly built Sri Kamakshi 
Amman Temple.

Even as the Divine Minstrel Narada 
came in the guise of a Sanyasin to initiate 
Tyagaraja into the mysteries of Apurva 
ragns by presenting hnn with the work 
Swumrnava. even as a sage in the person of 
Chidambaranath yogi came to Muthuswamy 
Dikshitar to initiate him to the secrets of 
Nija Sangita (True Music), so also & 
Sanyasin, Saiigila Swami by name came to 
our hero to initiate him into the unknown 
regions of raga and tala prastara. Sapgita 
Swanii left.Benares on a pilgrimage to the 
Sout'r,and when he came to Tanjore he had 
to halt there as it was the Chatur Masya 
period. -..There he came. across his chosen

disciple and after the period of tutelage 
blessed him and went away.

From that time onwards, Syamo  ̂Sastri 
began to compose kritis and swarajatis. 
His composition soon attracted the atten­
tion of all his contemporaries. Tyagaraja 
greatly admired the beauty of Sastri’s 
composition. The wonderful skill with 
which he manipulated even the most intri­
cate time—measures and the freedom he 
exhibited in handling many apurva ragas 
brought on him the encomiums of his many 
uncompromising contemporaries. He took 
a special delight in composing kritis in the 
chapu tala. The kritis “ Brovavamma 
Tamasamele " in Manji raga and “ Devi- 
brova samayamide” in Chintamani -raga 
stand as monumental proofs of his great 
genius and rare originality. Being* less 
laborious than those of Dikshitar, his com­
positions have all the superb excellence and 
charm of Tyagaraja. Many of them were 
composed in his inspired moments and as 
such abound in pathos and feeling and 
have a powerful appeal. He has in all 
composed 300 pieces; but of these, only 
about 30 are well known. He has compos­
ed both in Sanskrit and Telugu.

Being very well placed in life from the 
beginning Syama Sastri devoted his whole 
time to composing new pieces and record­
ing many of the principles of tala prastara 
in writing. Mr. Natesa Sastri bis great 
grandson now living in Tanjore was 
kind enough to lend me ono of those Auto- 
M S S on Tala Prastara in December<1927, 
which I exhibited at the Music Exhibition 
held in connection with the All India Musio 
confefcncc held at lliat time. Syama Sastri 
was an* intensely pious man and a Maha 
Purusha ip every sense of the term. He had 
a.beautiful complexion, majestic appearanQb
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and a commanding personality. The clean 
white slightly lace bordered cloth and the 
bright colored shawl that he always wore, 
the saffron-mark on his forehead, the 
Rudraksha-mala mounted in gold round his 
neck and the diamond ear-rings, all contri­
buted to his impressive personality. As he 
passed along the streets with a walking 
stick in his hand the people seated on the 
pials of the houses on both the sides used to 
get up iu reverence. The people going in 
front made way for him to pass through. 
"Truly he is the king of musicians" every 
one exclaimed. Like Tyagaraja and Muthu- 
swamy Dikshitarhe was also an adept in 
Mantra Sastra, Yantra Sastra and Jyotisha.
- While on a holiday visit to Pudukota, a 

certain unknown person came to him and re­
quested bim to go to Madura and sing a few 
kritb in praise of Sri Meenakshi Amman. 
He thought that it was a command from 
above and composed nine kritis on the 
way and called them "Naoaratna malika' 
(garland of 9 Gems). When he sang these 
9 pieces in the Madura Temple, he was 
honoured with many Temple Honours. 
The famous song “Saroja dala netri” in 
Sankarabharana raga is one of these nine 
songs.

There are many interesting ane~ 
related about Syama Sastri. Of the 
historic contest between him and B 
Kesavayya, who arrogated to himse 
title of B/iooloka chapra chulti is 
known.

Syama Sastri had two sons:—,, * r - N
Sastri and Subbaraya Sastri. Of, 
only the latter attained great profi 
in music and has composed seve 
kritis, which abound in technical be 
Peramb.ir Erishnayya and Alasur 
ayya were two of the prominent disc 
our hero, besides his own son. Sub 
Sastri wt.s a pious person and a wort 
of a worthy father. He did much to 
larise his father's musical compositio' 
Syama Sastri had only cared to tea 
compositions to many more disciple 
as his two illustrious contemporaries' 
should at the present day have, 
possession of many more of his co 
tions.

Like his two contemporaries Syama 
also predicted the time of his death. 
Sukla Dasami Day of the Makara m 
(he Vijaya Samvatsara (in the yea 
the immortal composer of Tanjore sb 
his mortal coil in his 64th year.

SOME ANOMALIES OF SOUTH INDIAN MUSIC.

BY

P a n d it  S. S u b r a m a n y a  S a s t r i , T a n j o r e .

The impression seems to have gained 
ground among several South Indian musici­
ans cf the present day that' the 12 Svaras of 
..equal intervals in an Qctftve of the Vina have 
been designed on the same principles as in 
ithe harmonium. It is only superficial 
•observers that think so. Nowadays there 
-are very few people who have /he ear for 
binding out if thei Shadja and Panchama are

quite concordant and to adjust the 6 
a Tambara accordingly. I believe 
want of capacity in this direction is: 
due to their having got accustomed 
hab|t of singing to the accompahime 
the harmonium. This capacity hadb 
extraordinarily developed -by thet 
Srimjin Narayanaswami Appa < 
dangr.ru fame as to baffle even the
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'griimwi Krishna Bhagavatar of Tanjore, a 
contemporary of his, during Harikatha 
erforniances. To this day some makers of 

Musical instruments in Tanjore make use 
„fthis capacity in fixing the frets of the 
Vina. This will convince any one that it 
jS wrong to conclude that the 12 Svara- 
jlhanas of the Vina have any bearing on or 
.re similar to those of the harmonium.

In this connection the observations of 
Kevd. Jhon Curwen in page 52 of the 
‘Popular Educator", wherein he discusses 
the relationship between the notes of the 

■ Major Scale of European Music ̂ nd their 
corresponding intervals are noteworthy:—

“ It is better to regard the scale as composed 
0f 474 degrees, containing three “great tones” of 

I degrees, two “ small tones”  of 72 degrees, and 
two "tomiles" of 45 degrees" and this is the 
iniallcst perfect measurement of the scale in 
plain figures. But if the pupil will go one step 
furl her. and divide each of these intervals by nine, 
ho will -ee how we obtain the proximate scale of 
(fly-three degrees. The tonule will be exactly 5 
Ygreef. the small tone exactly 8 degrees, and 
io gnat tone only one-ninth of a degree less 

than 9 degrees. Adding these together, as 
before, yon will have the “ Index-Scale," as 
Colonel Thompson calls it, “of fifty-three,” and 
you will see that it is three-ninths or one third 
of a degree too large. W e strongly advise the 
pupil to construct a “ monochord," and try for 
himself whether this is not in truth an accurate 
description of lirat scale of related notes which 
liod has made most suitable to human ears and 
souls. All the books of science are agreed that 
It is: and experience bears the same teslimony.
It is the more important that you should under­
stand these points, because the true scale is * 
dreadfully abused by the common Keyed-instru­
ments. Many of these are tuned by whjit is 
failed “ equal temperament;”  that is, the scale is, 
dividifll into -twelve equal semitones, audit 
follows that that the tones are all 79 degfecs of 
the perfect scale of 474, while-tlicy ought to be

sometimes 80 and sometimes 72 degrees 1 and the 
tonules (semitones) are both 39Jc<> instead of 4511 
They might a9 well cut down the fingers pf a 
statue to “ equal temperament I" Human inge­
nuity will surely deliver us soon from this mons­
trous distortion. You will understand now, why 
it is so often pleasanter to sing without the 
piano."

While this is the considered opinion of 
recognised exponents of western musical 
theories, we shall be merely making our­
selves the laughing stock of the world, if 
we should still persist in our ignorance. 
The right course to be adopted regarding 
12 Svarasthanas of the Indian Vina is that 
they should be fixed according to the 
Shadja-panchama method, determined by 
the requisite ear-capacity and by no means 
confounded with their coun terparts of the 
harmonium. *

It will be evident even to super­
ficial observes that while Shadja and 
Panchama are constant, th  ̂ other five 
intermediate Svaras have two variants each. 
While this is so, more advanced people who 
have developed their musical faculty will 
be able to make out two more variants of 
each of those svaras which are closely akin 
to them, and which may bh described as 
their twins. It is on these ten pairs of twins 
and the two constants that the time- 
hallowed theory of twenty-two Srutis is 
based. I do not propose to dilate on this 
aspect, as I have dwelt on it at length in a 
previous article. ‘

The view that the tw,elve superficial 
Svaras with their sixteen names forp the 
basis of the now extant Ragas is'quite a 
modern one and cannot hold water on closer - 
scrutiny. As music is a fine art, it is but 
fair that every votary of it should be allowed 
full freedom of its expression and expansion 
in various directions, and should not be
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handicapped by any hide-bound doctrines. 
As every lover of Music has to take into 
acoount every concordant note which is 
sweet to the ear, even though it would 
infringe the canons of Music, he should 
be given the fullest liberty to develop 
on his own line. For instance any one 
listening to professors of Hindustani Music 
singing south Indian tunes will surely note 
some musical effects produced which strike 
an original path not recognised by Karnatic 
musicians. It would be unwise to discard 
these features and lovers of Indian Musio 
would be well advised in according their 
recognition to them in the interest of the 
advancement of Indian Music. I have 
heard from some of the disciples of the great 
Tyagarajayya that he used to listen to the 
songs sutig by wandering minstrels with 
avidity and make use of their noteworthy 
features in bis compositions. Hence I 
venture to suggest that adaptations of this 
kind, from whichever source they may be, 
would go to enrich Indian Music, even 
though they may militate against the ortho­
dox views. One has to deplore the state to 
which our Music has drifted, when one sees

how it is made to be subservient to Mrid 
gam, Ganjira, Ghata, Konakkol, etc. wh 
are after all but accessaries. It is a ca~ 
the tail wagging the dog. Further it wo 
be a mistake to seek to differentiate betw 
male and female, Brahmin andNon-Brah 
etc., or to brand musicians with inferio 
merely because they take part in ope 
dances or Orchestra. One should rat 
think that in the republic of Music, tb 
should be complete equality,- liberty 
fraternity and this alone would condu ' 
the broadening of one's vision and the at 
ment of eternal Bliss.

I,
The following table contains the 

Svaras (based on so many Srutis) 
their significant names which, I beli 
faithfully represent the traditional 
The symbols noted against each refe 
the middle octave, and by placing a 
either above or below the symbol, t 
may be made to signify the higher or' 
lower octave respectively. They 
designed chiefly with a view to h 
students of Music in writing out so 
in musical notation.

TABLE SHOWING SYMBOLS AND SAMVADA OF SVARAS.

4. Shdja S.
5. Ekasruti Rishabha r.
6. Dvisruti Rishabha r.
7. Suddha Richabha R.
8. Chatussruti Rishabha R.
9. Suddha Gandhara g.

10. Sadharana Gandhara g:
11. Antara Gandhara O.
12. Chyutamadhyama

Gandhara G.
13. Suddha Madhyama m.

13. Suddha Madhyama m.
14. Tivra Madhy ama in.
15. Tivratara Madhyama M.
16. Tivratama Madhyama M.

17. Panchama
18. Ekasruti Dhivata
19. Dvisruti Dhaivata
20. Suddha Dhaivata
21. Chatussruti Dhaiva'
22. Suddha Nishada
1. Eaisika Nishada
2. Kakali Nishada
3. Chyutashadja

Nishada
4. Tara Sbadja

A NOTE ON NADA. SRUTI, AND SVARA.

BY

M a h o p a d h y a y a  P a n d it  V . V e n k a t r a m a  S a r m a n  V id y a b h u b a n a ,  ̂
O r ie n t a l  R e s e a r c h  I n s t it u t e , U n iv e r s it y  o f  M a d r a s .

There is no information traceable any­
where to enable us to say when Sanftita was 
grst practised in Bh&ratavarsha or when its 
,bstract treatment was first begun. Among 
4he ancient writers on Music in India are 
Matanga, Kasyapa, Tumburu, Anjaneya, 

attila, and Kohala. As we know from their 
works, it may be inferred that Music was 
.practised in India from the dawn of History. 
Among the various Departments of Sans­
krit literature, Music belongs to Kalavidya. 
The fact that Saugita did not become as 
popular as other branches of learning 
namely, Veda, Purana, the systems of 
philosophy, ganita, mantra, tantra, and 
ayurvedai was due to two main causes. 
One was the lack of interest in musical 
literature on the part of the people and the 
other was the arid and mystify ing manner 
in which it was treated by early writers. 
Almost every portion of the subject was 
divided and sub-divided and the characteri­
stics of each division or sub-division were 
given; but it was difficut to distinguish them 
by these characteristics, owing to defective 
definition or excessive sub-division. The 
technical words and phrases used in these
discussions have lost in these times the 
exact significance that belonged to them. 
It is perhaps due to this that modern music 
lias wandered a great deal from that 
discussed in these Lakshanagranthas.

There is nothing to show that in the 
Middle Ages scientific treatises were_writ- * S

lAbbreviations:—S R = Sangitaratnakara, Adh 
= Adhyaya, Pr = Prakarana, Com -  Commentary
S D = Sanvitadarpana, MB = Matanga’s Brliaddesi,
S R L = Sa:i-.-;iijrat:uivaii.l * *

ten. After the very early works on the 
subject, written by the Risis, other works 
on music which are known to exist, are 
comparatively modern ; and no works have 
been obtained which belong to the long 
interval between very ancient and recent 
times.

Among these later works nearly all 
belong to South India. Of these Sangtta- 
ratnakara * of S&rangadeva by reasons of its 
popularity and merit is easily the first. 
An indication of its importance will be 
found in the fact that most of Ihe later 
authors like Chaturad&m&dara the atithor 
of Sangitadarpana make reference to him 
as an authority on the subject and no less 
than seven different commentaries of his 
work by eminent scholars haVte up till now 
been discovered.

There is, as might well bo expected, 
considerable disparity between the ideas 
regarding sound as contained in these works 
and as developed by modera physics. On 
the other hand, the authors of Pr&tis&khya 
whose works have been of great assistance 
in building up the Science of Phonetics had 
a more accurate conception regarding the 
origin ofSabda and Varna.

The treatment of the subject of Sangita 
in Sanskrit Literature may be divided into 
chapters as follows;—(I) ^varadhaya ; (2) 
Ragavivekadhyaya; (3) T&lidhyiyh (4)
PrabhandhftyAya ; (5) Prakirnakddhydya ;
(6) Vadyadhyaya and (7) Narttan&dhy&ya. 
I have given as an appendix to this paper the 
full contents of each chapter dealt with.
" •» •

♦Anandasrajna Sanskrit scries No. 35, •
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I condense below what the Ancients say 
regarding the relation between n&da, Sruti 
and Svara.

In t]pe literature of music in Sanskrit the 
word sangita connoted not merely gita or 
song, but nrtta, gita and v&dya. || Of these 
three, gita was considered the impoitant 
factor and the other two its auxiliaries, as 
shown by the proposition ‘ sam ’ of the word 
sangita, This was emphasised by describ­
ing nrtta and v&dya as the limbs and gita 
as the head of the body music. Sangita 
was thus a figure ofspeechforthe combina­
tion of the above three elements, nrtta, 
gita and vadya. The combination of these 
three was also known as ‘ Tauryatrika.'

Sangita was recognised to be of two kinds 
m&rgi* and desi. Of these m&rgi was 
the jnusio scientifically evolved by the 
labour of Virincin and popularised by 
Nandikesvara, Bharata, Anjaneya, Matanga 
Yastika, Sdrdula, Kohala and Kasyapa; 
while desi »vas • evolved among different 
communities in accordance with their pre­
ferences.

V&dya keeps time with gita and the 
postures of nrtta are governed by the 
rytbm of botlj, a fact which justified the 
assignment of the premier place to gita in 
the art of sangita. There is a legend about 
Brahma creating sangita out of S4maveda,t

II 3T?x cTOT 3 ^  a v  i
■> Sr. Adh : I. Pr. I. verse, 21.

* The word ‘ Margi ’ is derived from the root 
JTPT indicating that it was formed
by Brahma and other teachers by assembling 
materials from the four vedas.
. 1 fit is said in reciting samaveda, seven svaras 
were used, namely:—Utkrsta, Trathama, 
Dvitiya, Trtiya, Caturtha, Mandadi, and svartha 
Bramba adopted these seven svaras jn sangita- 
sastra changing their natties. into sadja etc..

but it is here unnecessary to dilate up* 
to any extent.

g 'r e r T 'g ^ ^ * f f a  <?i3rfa'5ftfa<
“  V g fffa  J||>R« Tifor:

We have either heard of or have no 
the facts mentioned in the above vers-

In keeping with the tendency to exa 
ration on the part of some ancient wr 
is the cldim put forward in some w 
that sangit'a could confer on its vota 
the four fulfilments (the caturvidha-p 
s&rtha) of human existence. From 
lino ‘ brdhmanau vinagayinau g4ya 
in Asvamedhaprakarana of the veda it 
deduced that gita could forth a pa 
dharma. Music has always been a pay 
profession, and from the sastra ‘ gayan 
striyah kamayante’ it was argued tha 
was possible to attain kama also tbroj; 
music.

The verse
“  <rwrcr:

^ fasrrfa fw rcg : 1
ciios^ny

lff?THT*T R^ufa |

in yijnavalkyasmrti showed that mo 
-was within the reach of devotee of mti 
We should now interpret the above clai 
to music as merely an emphatic for 
saying that music was worth the pursui 
the learned.
- Gita is the expression of art in sou 
(n&da), vadya is the rythmic combinat’ 
of sounds ; and Nritta obeys .the movemeh 
of bof.h. It is probably from an appreciate 
of tha impq'tance of sound in their art tb
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Writers on music have created the concep- 
lion of n&dabrama.

jjada is of two kinds, Ahata and Anahata 
,nd is impossible of production except by 
„ living being. Of these Ahata creates 
mu9ic through Srutis. We will here briefly 
state the views of these writers ahout the 
origin of n&da and its connection with 
srutis and svaras.

It'is said in ancient works on sangita, 
that Brahma, Vishnu, and Mahesvara by 
ong devotion to n&da were transformed 
nto nadasvarupa, and continue even now 
to exist in that form. U

In the production of sound the jfva prompts 
the mind (manah), the mind fans the 
sariragrj which sends forth maruta, whose 
seat is in the Bramhagrandhi.* Maruta 
rises and touches five points in its course 
rustling past the n&bhi, the hrdaya and the 
kantha touching the murdha and then 
passing out through the asya. t With 
reference to this theory an analysis of the 
word nada has been made in Mantrasastra ; 

a' is explained as meaning agni and ‘da' 
s meaning prana, so that nada indicates 

the combination of agni and prana.

g g  it
S. R. Adh: I. Pr. H i. Verse. 2 

* Bramhagraudhi is a region four angula 
square round the nabhi.

g  Sfr?5ir<JT'7ft»J5T< I
S R. Adh: I. Pr: II. Verse 146 —17. 

t arfcJTT far*4TfT(0TiV *T*T: I
arcvfa n1

erra rrfTrr^u^ ^neg i

• ;  S R. Adh: I Pr : III. verse.C—4.

Nada has been classified into’five kinds 
with reference to the region of its origin 
which was believed to be one or the other 
of the points mentioned above.

The nada originating from the n&bhi is 
called atisuksma, that from the hrdaya 
suksma, from kantha, pusta, and from 
murdhA, apusta and that from Asya, krtrima. 
It is of course difficult to realize the exact 
significance of these five classes of n&da in 
actual practice.

Therefore ndda is generally classified into 
three well-known divisions mandra, madhya 
and tara. * Of these mandra is said to have 
originated from the hrdaya, madhya from 
the kantha and t&ra from the murdhA The 
pitches progress geometrically, the factors 
being two. It will be seen that Ibe n&da 
from Asya and from the region of fiabhi 
have not been included here, otherwise the 
number of nadns would be five instead of 
three as here. The omission is due to the 
fact that in nabhi and asya there are no 
nadis capable of producing different srutis 
and consequently the nada produced in 
these regions are wanting in sruti.

Sruti comes from nada and the reason for 
different.srutis being formed is, that there 
are many nadis in the places where the - 
nada is generated. Sarangadeva says that 
when the air strikes against different nadis 
different srutis are produced. There are no 
nadis in the mouth or in the umbilical regibn 
so that this theory cannot be'accepted with 
regard to nada produced in these places. 
Therefore, these two origins have been 
eliminated, and it has been accepted that 
forall the various srutis the bases are the

* The apparent differences of sound or nada 
are only assigned not essential, and are due to 
the difference of their origin.

Com: on S D. Part I. 2G.
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three nadas which are determined by 
their place of origin. There are said to be 
twenty-two nadis in each of the three 
places of origin above mentioned, so that 
each nada can produce twenty-two sruties. 
The nada arising from hrdaya was called 
suksma, that from the kantha ucca, and 
that from the murdha uccatara. Each of 
of these has 22 variations. The terminology 
of classification here given was often used 
in practice whereas the previous classifi­
cation was used only in the discussion of 
theory. Sruti is the common name for all 
these variations.

Sruti was by one school regarded as 
altogether different from n&da and by 
anothef as merely a modification of sound.

The authors of works like Sangita- 
ratnAkara and Sangitasamayasdra II illus­
trated the identity of various srutis in 
the following manner. The corresponding 
strings of two vinas (one called Dhruvavina 
and the other Calavina,) identical in every 
respect each with 22 strings, so graded that 
no intermediate sruti is possible emit the 
identical sounds.

It has been seen how each nada has 22 
srutis. These,: srutis have been assigned 
names as follows:—

1. Tivr& ;2 , Kumudvati; 3, Mandd ; 4, 
Chanddvatf: 5, DayAvatf: 6, Ranjanf; 7, 
Ratikd ; 8. Raudri; 9, Kroiha ; 10. Vajrika; 
11. Prasarini; 12, Pritih : 13. Marjjani ; 14, 
Esitih; 15, Rakta; 16. Sandipani ; 17,
Alapini ; 18. MAdanli : 19, Rohini ; 20, 
Ramya ; 21, UgV'-a ; 22, KsAbhini,

Srutis can be of five varieties; viz., 1. 
Dfpta ; 2. Ayata; 3. Karuna; 4. Mrduh ; and
5. Madhya.
. The 22 srutis have been arranged into 

seven groups of 4,3, 2; 4, 4, 3, 2. and each i

of them belong in order to seven svar- 
Sadja, Rsabha, Gandhara, Madny 
Pancama, Dhaivata, Ni.ada, which 
from the srutis. Each Svara rests i 
last struti. II

For clearness tables showing the i 
relations among svaras, srutis and sruti 
are give in Appendix.

There is no general agreement a 
the writers regarding the connection 
ween sruti and nada. There are in the 
five views on the point:—

(1) V^svavasu says that as sruti 
dhvani are both audible they may be 
sidered identical, and that they ma 
sub-divided into classes *

(2) Some others hold the view,*’ 
there are only two kinds of srutis which 
determined by the place of origin.

(3) Still some others say, that srutis 
three on account of the imperfection in 
Indriyas. They are, sahaja, doshaja, 
abhighataja. Owing to imperfection of 
mind caused by satva, rajas, tamas,' 
ainladirasa the resulting sounds are sah 
doshaja and abhighataja respectively.

(4) Tumburuand some others, hold 
srutis are four due to the influence of 
vata, pitta, kapha and sannipatat

||3Tf^rf1 ^g«rr g
tt'-o+Ml n ro r t f  •TSTJTI

S. R. L. Srutiprakar

gV %'Ttt fefavrr i m  
t g ^ :

*niqVr *pr;fts^g farr^t gtj: It 
f e f 'y  y  fis-iTKsj t r w  ^ r r ii  Y=ifg: ii Trivendram Sanskrit series. .
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• |5) Venavadil and others say that srutis 
#re of nine kinds with which view Bharata II 
agrees.

A.11 the above five views are based on the 
theory that nada and sruti are not different. 
5̂ nada is audible and distinguishable to us 

from sruti, Catura-Kallinatha says that it 
;s not correct to say that there is no 
difference between nada and sruti, There 
tre two vidws, that srutis are 66 (3 x 22), 
•tnd another that srutis are infinite. In the 
following verse K6hala condenses all these 
views:—
‘jrfsRTffr sjflr sjf?r$rTH

II

srfci'fye^ «T cTT̂ rnTT’lTr: II
Of these two the contention that srutis 

are infinite in number is the most accepted 
as in the last two verses quoted above, 
which say that they are as numerous as the 
waves of the ocean or the manifold echoes 
of the air. Anyhow as 22 srutis can be 
distinguished, we may accept this number 
for scientific .purposes.

As we have seen, the svaras arising from 
the srutis have been called the shadja and 
other six names. There are five different 
views expressed on this point : —

(1) Sruti and svara whose relations are 
those of species taut individmils are botli

II i
«t,cUJ4: ^nf'-«^.'|lctl gtj: II

III fgftfferer a g ^ g  sm  i
^PTiTT^T^grTrr$i ^Thy^TJjrc^ru:'ii

sfran; ^  i
• Com : on S.R. by Kaliinatha, Srutiprakirana.
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audible, and therefore they canftot be but 
identical.

(2) A svara may manifest itself in the 
shape of different srutis just as, it is 
said, the same face may be reflected in 
different mirrors.

(3) Sruti is karana and svara is kdrya 
just as the clay and the potters-wheel are 
the karana of pot.

(4) Sruti is transformed into svara as 
milk is into curds.

(5) Svaras enable us to distinguish 
srutis as light does the objects placed in 
darkness.

The shadja series of names have been 
considered by Matanga and others as 
descriptive *. As in singing it would be 
difficult to mention the fullnaiqesof the 
svaras they have been replaced by the 
initial letters of the words sa, ri, ga, ma.pa, 
dha, and ni. When sruti is consequent, 
smooth, pliant and pleasing to the ear, it is 
called svara. The seven svaras have, been 
com pared respectively to the voices of the 
pea-cock, the cataka (name of a bird which 
is supposed to live only on raindrops), the 
goat, the curlew, the Indian cuckoo, the 
frog, and the elephant.
-------------------------------------- '• --- . . .
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Table showing the relation between nada, sruti and svaro,

S A N G I T A

Margl

Nrtta Gita is Vddya 
N&da

Deaf

Do.

Ahata Anabata

Hrdaya Kantha Murdha

(Mandran&dasth&na) (Madhyanidasthana) (TaranadasthAna)

1. ...Tivra.
2. ...Kumudvati.
3 ........ Mandd.
4 ........ Chanddvati.(

1.
2.
3.
4.

1. Sliadja.

1 ...............Daydvati.
2 ...........Ranjani.
3 ...........Ratikd. 2. Rishahha. Do.

1. ... 8.)
2. ... ......KrcMha. £>.} 3.

1. ... 10.1
2. ... 11.1
3. ... 12. / 4.

'4. ... 13J

1. ... 14.12. ... 15. 13. ... 16. ( 5.
4. ... 17. J

1. ... 18.)2........ 19.1 £
3........ 20.) l

1........ 21.12........ 22. J 7.a

Gdtidha ra.

Madliyama.

Panchama.

Dhaivata.

Nishada.

Do.

Do'

10+

APPENDIX II.

The srutijdtis and sruti/̂  belonging to the different svaras.

Svaras. Srutijalis. Srutis.

•
Sliadja First—Dipta 1. Tivra

ft Second—Ayata 2. Kumudvati
ft Third—Mrduh 3. Manda
ft Fourth — Madhya 4. Chanddvati

Rishabha First-*>Karuna 5. Dayavatf
ft Second —Madhya 6. Ranjani
V Hiird—Mrudh 7. Ratika

Gdndhdra First—Dipta 8. Raudri
It Second -Ayata 9. Krodha

Madliyama First—Dipta 10. Vajrika
ft Second—Ayata 11. Prasarini
It Third—Mrduh 12. Pritih
It Fourth— Madhya 13. Marjjani

Panchama First —Mrduh 1.4. Ksilih
*t Second-- Madhya 15. Rakta
II Third -Ayata 16. Sandipani
ft Fourth—Karuna 17. Alapint

Dhaivata First—Karuna 18. Madanti
If Second—Ayata 19. Rohini
ft _ .. Third —Madhya 20. Ramya

Nish ad a First—Dipta 21. Ugra
tl Second—Madhya. 22. Kshdbhini

Svaras : 7 Srutijatis : 5 Srutis: 22.
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The Srutia awl Svaraa Curres/tondinf/ to the different Srutijatis.

Srutijatis Srulis. SVaras . . a  
'-9̂ 1

Dipta Tivra In Ehadja
It Raudri „ Gandharjfl
ft Vajrika „ MadhyanjB
»l Ugra „ NisbadasH

Ayata Kumudvati „ Shadja -JH
»» Krodha ,. GandharaH

Prasarini „ Mad hyaena
Sandipani „ PanchamS

>1 Rohini „ DhaivataS
* Karuna Dayavati „ Rishabhafl

»t Alapini „ PanchamSB
n Madanti „ DhaivataB

Mrduh Manda „ Shadja ,- f̂l
II Ratika „ Rishabha_B
ll Pritih „ MadhyamB
tl Kshitih „ PanchamaB

Madhya Chandovati „ Shadja J B
Ranjani „ RishabhaB

♦» Marjjani „ MadhyamH
#♦ Rakta „. PancharnaB
II Ramya „ Dhaivata^J
M Kshobhini „ Nishada

Srutijatis 5 Srutis : 22 Svaras. 7 |K

mi

APPENDIX IV

T o p ic s  t r e a t e d  in  w o r k s  o n  s a n g it a  in  s a m s k r it .

S u a r d d h y u y a 1

1. Anatomy, 2. Origin of Nada, 3. 
Characteristics and varieties of Svara, 
sruti, grama, mflrcchan&, kuatana, eJankara 
jjti and gita, 4. Description of Suddhas- 
vara And vi^rtasvara.

'II. Rdyddhydya

1. Characteristics of R&gas, 2. Raganga, 
l Bhas&nga, 4. Kriyanga, 5. Up&nga. 
I Kandarana, 7. RAgas-classified into three 
according to Matanga. 8. Names*of Ragas 
9. Their origin. 10. The time of the day 
specified to several R&gas. 11. Determina­
tion of seasons for R&g&s. 12. Classification 
of Melakartr. 13. Janya RagAs allied to 
Melakartr. 14. Methods of arohana and 
avarohana of each raga. 15. Originalragas 
are 20 according to the views of some 
others.

III. Tdlddhydya : -
1. Characteristics of Tala and Lava,

2. Divisions of Margatala and Desitala,
3. Drutameru, Laghumeru etc.

IV. Prabhandhadhyaya:—
.1. Characteristics of Prabhandha, Gana, 

Talaniyama and Gadyaprabhandha. 2. 
Divisions of Prabhanda and Gana. 3. De­
fects and qualities of Gita.
V. Prakirnakddhydya : —

1. Characteristics of Vaggeyakara, 
Sabdabheda, Sarira, Gamka, and Sthaya, 
2. Defects of GAyana and Sabda, 3. Quali­
ties of Sabda etc.
VI. Vddyddhydya:—

1.. Vadya covers the defects in gita and 
nrtta. 2. Vadya Is classified as four:

1 Tata, Susira, Avanaddha and Ghana. 3. All 
the stringed instruments are called1 Tata- 
vadya. 4. Their divisions:—Ekatantri, 
Nnkula, Tritantrika, Citro, Vina, Vipanchi 
Mattakokila, Alapini, Kinnari, Pinaki etc., 
5. Instruments having holes are called 
Susiravadya. G. Their divisions :—Vamsa, 
Pava, Pavik.a, Murali, Madbukari, Kahala, 
Tundukini, Cukka. Srnga. Samkha etc., 
7. Leather-faced Instruments are called 
Avanaddhavadya. 8. Their divisions:— 
Pataha, Mardala, Hudukka, Earata, Ghata, 
Ghadasa, Dhavasa, Dhakka, Selluka, 
Ghallari, Bhana, Trivali, Dhundubhi, Bheri, 
Nissana, Tumbaki etc. 9. The instruments 
which produce clinking sound are called 
Ghanavadya. 10. Their divisionssTala, 
Kamsyatala, Ghanta, Kshudraghantika, 
Jayaghanta, Eainra etc. 11. Measure­
ments for the construction of instruments. 
12. Selection of timber for*Tata instru­
ments and their construction. 13. How to 
construct Kurmapratha in Vina. 14. Charac­
teristics of Suska, Gitanuga, and Nrttanuga 
instruments. 15. Special Vinas for; some 
particular ragas, 16. Selection.of .bamboo, 
khadira, ivory, sandal-wood, iron, white 
copper, ‘ and silver for. susirvadya, 17. 
Measurements. 18. Differences in sounds 
according to measurements. 19. Classifi­
cation of susiravadyas according to the 
difference in measurement b e t w e e n  
Mukharandhra and Tarayandbra. 20. Cons­
truction of seven holes^ which .represent 
saptasvara 21. Directions for the use of 
different susiravadyas. 22. Characteristics 
of Avanaddha instruments and their cons­
truction 23. Qualities of Kashtha- and 
Charman, 24. How to purify the metals for 
Ghanavadya 25. Their qualities.
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VII. Narttanaihyaya:—

1. Three divisions of Narttana i. e. 
Natya, Nrtya and Nrtta. 2. Their charac­
teristics. 3. The origin of Natyaveda.
4. How these three cause the manifesta­
tion of Rasa. 5. Differences of gesticula­
tion. 6. Limbs useful in narttana. 7. 
Nineteen postures of the head. 8. Different 
viewe of actions by hand :—64, 66, & 70.

9. Their characteristics. 10. Actionu 
hand are the principal parts in abhinr
11. Varieties of abhinaya by each 1m
12. Rasadrshti 13. Bhavadrshti 14. Sthr
bheda 15. Characteristics, qualities 1 
faults of an actor. 16. Karanabhe 
17. Formation and arrangement of Sr' 
for dance 18. Characteristics and clai 
cations of Rasa, sthayibhava, and satv 
bhava. . ^

APPENDIX V *
BIBLIOGRAPHY.

Author.

Anantanarayana.
It

Applacharya.
Arjuna.
Asokamalla.
Ahobala.
Kamdalochana.

Eallinatha.
Kumbhakarna.
Kumbhakarnanarendra.
Kubhakarnamahimahendra
Kshemakarana.
Gangaramf..

II
Ganapatldevasena.
Oanesadeva.
Gandharvaraja.

II
Chandrasekhara.
Chinnabommabhupala.
Tippabhupah.
Tulaji Raja of Tanjore. 
Dattilakohala.
Damodara.
Damodara.

...Work.

. * This Bibliography, which includes most of the
in Saraskrit literature hitherto known; is intended only

Gitalankara.
Gitasankara (B). 
Sangitasangrahachintamani (E) 
Arjunabharata.
Nrttyadhyaya.
Sangitaparijata *.
Sangitachintamani.
Sangitamrta.
Sangitaratnakarakalanidhi.
Sangitaraja.
Sangitaratnakaratika. 
Sangitamimamsa.
Ragamala or Ratnainala. 
Saugitaratnaaratika. !■
Sangitasetu.
Nrtyaranavali. •'. si
Kalpataru.
Ragaratnakara (B). 
Sangitasastrasamkshepa (E). 1
Taladasapranadipika(B). 
Bharatasarasangraha.
Sangitaraghava (B).
Taladipika (B).
Sangitasaramrta (B).
Dattilakohaliya (B).
Sangitadarpana.
printed books and manuscripts on sangfiST 

for general information.

Author.
Devannacharya
Devendra
Dhundivyasa
Nandikesvara

«r
Narada

»»

11
II

Nimbabhupala
Nyayadeva
Parsvadeva
Pundarikavittalila

A NOTE N NADA,

Purushotamamisra
Bhattacharya
Bharatamuni

Bharatacharya
Bhanudatta
Bbanudattaniisra
Balaramavarman
Bhavabhatta

II
It

Bhimadeva
Mandapala Raja
Mum mad ichikkiibhupala
Raghunathadasaprasada
Uaghunatlia
Ragliunathabhupa
Ramakrisnabatta
Ramamaty a
Lakshmanabhaskara
Vithala
Vimala
Vis van a tli a si mlia 
V asudeva

Work.
Sangitamuktavali (D) 
Sangitamuktavali (B) and I 
Shahavitasa (?) (B) 
Talabhinayalakshana 
Talalaksana (B)
Raganirupana
Pancliamasarasanihita
Chatvarimsacchatarnganirupana (B)
Sarasamhita
Naradisiksha
Sangitadipika
fiharatabhashya
Sangitasamayasara
Ragamanjari ( I )
Sadragachandrodaya ( I ) 
Narttakanirnaya (W),
Ragamala
Narttananirnaya
Sangitanarayana
Nadadipika
Bharatasastrasamgraha (E) 
Bharatanatyasastra 
Adibharata 
Rasatarangini (S)
Gitagaurisangita (V) 
Balaramabharata (E)
Dhruvadipika 
Abhinayasangitavilasa • 
Murliprakasa ( 1)
Srutibhaskara (1 )
Anandasanjivana ( ll)
Abhina vabharatasamgraha 
Ragadisvaranirnaya 
Bliaratasastra (B)
Sangitasudha 
Ragakautuhala ( II ) '*
Svaramelakalanidhi (E) 
Matangabharata 
Sangitavrttaratnakara (B) 
Kagachandrodaya 
Sangitaraghunandana (E) 
Viragarakraraa'
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Author.

Veda
Vbmabhupala 
Saradatanaya 
Sarangadeva 
Sukambhara 

. Srinivasa 
Sri ram a
Sadasivadikshita
Simhabhupala

It
Sudhakalasa

II
Somanatha 
Saurendramohana 

. Hamsabhupala 
Haripala 

JHaribhatta
tt

Harivallabha
Hrdayanarayandeva
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Work.

Sangitamakaranda (B) 
Sangitaraghava 
Bhavaprakasa (E) 
Sangitaratnakara 
Sangitadamodara (?) 
Ragatattvaabodha (t) 
Ragavichara 
Sangitasundara (B) 
Sangitasudhakara 
Sangitaratnakaratika 
Sangitopanishatsara (*) 
Sarfgitopanisliat 
Ragavibhodha 
Sangitasarsangraba (W) 
Sangitaratnakaratika 
Sangitasudhakara 
Sangitadarpana (B) 
Sangitasaroddhara (?) 
Sangitadarpana 
Hrdayaprakasa (?)

Abhinayamukura 
Abhinayadarpana (B) 
Anupasangitavilasa (?)
Ash tottararasatatalalakshana 
Kalpatarutika (?) 
Gayanaratnakara (D) 
Gandharvaveda (D) 
Talaprasthana 
Talaprastara 
Taladilakshana 
Talavidhana 
Panchakalpa ( II )
Trakrtagana (D) 
Bharatalaksbana 
Bharatasastrasangita 
Muktavaliprakasik 
Muraliprakara 
Meladhikaralakshar.a 
Rasaratnavali ( II ) 

•Ragadhyanadikatlnnadhyaya

(R)

Work

Ragaprastara (B)
Ragabodhaviveka (E)
Ragaratnakara (D)
Ragalakshana (B)
Ragavibodhaviveka ( II)
Ragaviveka
Ragbavaprabhanda (B) 
Rudratamarubhavasutravivarana 
Laligita (E)
Vadyakhanda (x )
Sankirnaragadhyaya 
Sankirnaragalaksana (x )
Sangitasara ( D)
Sangitasara ( I )
Sangitasaravali 
Sangitasa rvarthasarasasangrab 
Sangitasiromani (0 )
Sangitavinoda ( I )
Sangitakamada (E)
Sangitanarayana 
Sangitapatha 
Sangitapushpanjali ( I ) 
Sangitartnamala 
Sangitakalpataru
Sankitamuktavali Sangitasarvasara (D) 
Saptasangalakshana 
Saragachandrodaya 
Svaraprastara 
Svaramanjari

(+) = Vide catalogue of Sanskrit Mss. India Office, Part 1 page 31(f.
(?) =  Vide-catalogue of Sanskrit Mss. in the Library of His Highness the Maharaja of 

|Bikanir 1880 by Rajendralal Mitra pages 509—530.
( x ) =  Vide Notices of Sanskrit Mss. Vol. X I. Haraprasad Sastri 1895.
( II ) =  Vide Notices of Sanskrit Mss. Rajendralal Mitra Vol. 1880.
(D) =  Vide Gaekwar’s Oriental series No. X V II  page 31. *
(V) =  Vide catalogue of Mss. in the Library of H. H. The Maharaja of Ulwar. Peterson,
(B) =  Vide Sanskrit M9S. in the palace at Tanjore. Burnell pages 59 61.
(S) =  Nidc katalog der Sanskrit—Handschriften der Universitats—Biblothek Zer Leepzig 

[roii Thesder Aufrecht 1901. *
(W ) ±= Vide catalogues of printed books and Mss. in Sanskrit belonging to the Oriental 

library of the Asiatic Society of Bengal. Kunjavihari Karyatirtha 1904. .
(E) =  Vide a catalogue of Sanskrit Mss. in the Adyar Library Part II.
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THE IDEAL GAYAKA

b y

M r . A . N a r a y a n d a s

'Principal Maharaja’s College of Music Vizianagaram.
Music is the noblest of all arts. A scien­

tist states " music stands in a much closer 
connectiou to the pure sensation than any 
other art ” . The scriptures ordain “ God is 
embodied music ”. The epics state “ Vocal 
music is a thing aspired to by men. ”

A Gayaka should necessarily be well 
versed in literature and music and a good 
author of both metrical and lyrical pieces. 
He is born and not made. Proficiency is 
developed by instruction and practice. 
Poetry and love would be pleasing if only 
when they come ;freely ; but if they are 
forced the taste would surely be spoiled.

It is said that unless one is endowed with 
the musical nerve, he can neither sing nor 
appreciate music. Those who are not bless­
ed with the musical nerve should necess­
arily be quite defective as the poet says 
“ the man that hath no music in himself; 
rtor is not moved with concord of sweet 
sounds, is fit for treasons, stratagems and 
spoils” . One who cannot appreciate music 
and rhetoric is a mere brute without tail and 
horns.

The sacred scriptures ordain that “ there­
fore a learned Gayaka should sing accom­
panied by two learned lutists, Vinhikas who 
sing their ow’n compositions; the Gayaka 
should keep the master cf sacred celebra­
tions awake thrbughout the night by singing 
songs of his own composition relating to 
the. deedd of, virtuous ancient kings. The 
master's wives too much assist the Gayaka 
with their harps ”,

The pleasure of a Gr.vaka is a hundred­
fold'more than that of a king. A man

should aspire to be a Gayaka. A Gay 
that is c learned man, must sing and da 
so that the public may supply his wants 
his person waited on by many disciple 
Gayaka should be a poet and an attra' 
person. A Gayaka is like a celestial 
amongst men. The two learned Vin 
who accompany should be well vers* 
both music and rhetoric.

( ,r .

A Gayaka must be a poet and music 
and his speech, verses, songs and ac 
should be original. A born Gayaka will n 
recite any songs or verses compose' 
others except those from the scriptur 
he at all wants to quote authorities for 
own compositions. A Gayaka should,' 
teacher and teach the theory of both lite 
ture and music to his children and discip 
and he must necessarily be a class 
scholar. False notes bring calamity to, 
hearers. Both the Gayaka and the audieS 
obtain salvation by systematical v? 
music. The expression of a Gayafc 
itself a true poem.

A Gayaka should wear a special-' 
authorised by the consecrated ancient: 
tom at the time of his performance -so’*' 
the devotional feelings of the audiences, 
be encouraged and the audience plea” 
A Gayaka should be of a very good cha 
ter, self-effacing and sing purely, devotio 
songs only of his own composition. 1 M 
comprises vocal, instrumental and gest 
lar performances and of the three the y 
music is the most important. Vocal m 
and action are natural and ■ instrurfien 
music is artificial. Vocal music is ,the
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gjaal. instrumental music is but a copy. 
•Vocal music is a Living thing, instrumental 
n)usio is but a mere painting. A Gayaka 
can express various moods of the artioulate 
joiinds he produces but a simple player lof I 
ĥe artificial instrument such as Veena is 

quite unable to produce such living, sounds. 
.The gestures of the Gayaka- appeal to the 
4ud*ence> but the dumb-show of an instru­
ment.player is merely a waste of labour. 
The natural voice is intended for the 
cultured taste and the sound of a musi­
cal instrument and paintings are only 
for the average class. A Gayaka should be 
not only a perfect scholar welf-versed in 
literature and music but also be unrivalled, 
independent and original. Some practice 
with ordinary intellect can produce a splen­
did player of mere musical inrtruments. 
But a Gayaka must show his originality 
more than a mere player of the artificial 
instruments. A mere money-gathering 
singer who seeks the favour of the illiterate 
rich by false praise does not all deserve the 
gifts which are to be conferred on learned 

^Gayakas. Those who are ill-bred, sing­
ing loose songs and leading unrighteous 
lives are only rural and secular musicians 
unworthy of the high honour due to Gaya- 
kas.
. The chief object of a good Gayaka is to 

-promote unity in human society by develop­
ing its sense iof concord and harmony and 
where there is a unity tlure is also present 
the salvation which people crave for. Per­
fect mental peace is attainable through 
music and righteous conduct. A philoso­
pher says “ you will there see a unity which 
admits of no:duality in which the distinc­
tion of persons (literally we-ism and thou-, 
ism) can have no place. In this^world 
where you exist there is the appearance of 
duality but in the next world there will be 
nothing but the unity of God”, *

As men are not wise naturally it is 
ordained in the scriptures that they should 
strive for wisdom. A Gayaka will help 
people in the attainment of that wisdom 
and is a wise man for he loves all and is 
respected by all.

I believe in the scriptures but I am quite 
unequal to the task of fully realising the 
spirit of their divine utterance. Of what 
consequence is a man with his little and 
imperfect knowledge, and that even acquir­
ed with great pains if he uses it as a means 
of satisfying the evanescent sensual .plea­
sures ?

A man who stores food sufficient-for a 
day’s consumption and who learns the arts 
only for the sake of acquiring knowledge 
and not as a means for securing riches is 
rightly to be respected. Such musi­
cians of genius adorn only the goldeh age 

- in large numbers. It is no learning if it is 
made a means of satisfying one’s own 
pleasures. The human voice corrupted by 
selfishness is totally unfit to produce the 
pure divine melody which only can gene­
rate perfect mental peace and social 
harmony. The poet says “ in sweet music 
is such art, killing care and grief of heart. 
When gripping grief the he^rt doth wound ; 
and doefull dumps the mind oppress; then 
music with her silver sound,' with speedy 
help doth lend redress’.’,

All the univerbe is an. embodiment of 
music. Every man or woman has his or 
her own vocal grace and as a duty one 
should adjust one's bodily movements - and 
voice to express best one’s thoughts. Men 
differ not in the nature of their souls but 
they do differ in their mental and physical 
characteristics. Soul is' the immaterial 
cause of material substances both perceiva­
ble apd unperceivable. The relation of 
soul to matter is similar to that of the sun 
to other-planets and the magnet to tlje iron,



Soon aft6r the child is born it cries. 
Infant's cry is the first manifestation of 
human voice. Vocal sound consists of four 
stages, namely the atomic stage in the navel 
cavity ‘called the Para which is only to be 
imagined; the second which is produced in 
the cavity between the navel and the heart 
Is called Pasyanti and is twice the Para and 
it is also to be imagined ; the third which 
arises in the cavity between the breast and 
larynx is named Madhyama and it is 
audible to oneself if one closes one’s ears 
with one's fingers ; and the fourth and the 
last is the human voice which is produced 
from the top-most parts of the wind-pipe 
and is called the Vaikhari.

The roots of the vocal chords are in the 
navel and their top ends are in the throat. 
Human yoice is of twenty two kinds, for 
the vocal chords are twenty two.

The chief mood of the human voice is 
mercy and the other eight moods 6uch as 
humour, gentleness, love, merriment, 
marvel, wrath, austerity and timidity are 
only the different aspects of mercy; 
and therefore the first sounds produced by 
a new born baby is recognised as a cry. 
The poet saying that “ when we are born 
we cry that we are come to this great stage 
of fools" and the bard repeating that ‘ man 
is born but to mourn ' give the reason why 
the infant cries soon as it is born. The 
voice of a healthy child is musical and his 
gestures are full of native grace. So it is 
that a healthy child, whom-so-ever it may 
belong to, inyites & kiss from all. As 
selfishness grows with the advance of age, 
the physical ai\d mental harmony of a 
person gradually decrease and finally dis­
appear with him. If a true-hearted person 
always working for the good of society is 

^endowed with a musical nerve, a graceful 
.^voice and an attractive personality he can 

surely command a cultured audience, A

critic of vocal music should himself 
gifted musician and a perfect gentle 
One cannot be a gentleman unless on 
pure, unselfish and contented. The 
says “ Contend not sir, we are gentld 
that neither in our hearts nor, 
ward ê yes, envy the great nor do 
low despise". An able teaoher 
guide a person gifted with a gra 
voice and good intellect and the 
should develop and bring out the 
himself. Music is a synonym for g 
ness. Every nobody sings, plays on i 
ments, and dances for pure pleasure be 
he passes through his teens, and 
selfishness and envy grow and mat 
beauty of harmony. After the age of tw 
a man becomes logical, natural. 
begins to wane, and his simple and 
heart is agitated by family troubles, 
agitated and afflicted mind can never, 
for the good of society. The physical 
mental harmony fade away with the' 
vance of age. The wise desire soli 
while the foolish crave for society, 
poet says “ the fool doth think he is ■ 
but the wise-man knows himself to 
fool”. It is the infant lying in the lap 
his mother, and the wise that can en 
the best music for they are always al 
and they can recognise and appreciate: 
celestial sounds called Para and Pa 
They can create perfect bliss all aro 
them. .

A gifted Gayaka who is endowed wit 
full voice.which could have as an 'acco 
paniment any musical instrument which 
correct in its metronome, whose physi 
features and graceful action attract t 
young and old irrespective of colour a 
creed, who with his intellectual gifts'; 
master any science, art or literature 
dependency, who has led a long, useful a 
righteous life is in deed a rarity, seen p
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once in cycles of ages. Such a gifted
(yaka is above all criticism.

 ̂liouse-wife is music embodied whether 
0nng ° r old. All men [without exception 
oSe their merit in the iron age but even in 
bat *8® some women remain perfectly 
tient, truthful and virtuous. The po4t 

‘ It is beauty that doth oft’ make 
often proud ; it is virtue that doth make 
hem most admired, it is government that 
ekes them seem divine’’. “  Her voice was 
er soft gentle and low—an excellent 
jog in woman". Boys before they are 

#e|ve and family women before they 
ttain their puberty are naturally‘ musical 
nd all their physical movements are full of 

ce and harmony. Everything that pleases 
he mind is itself music whether it be mate­
'll or ideal, and therefore music is defined as 
hat without which (harmony) the world is 
all and void. The scientist says that the 
reation and the creator are nothing other 

musio. In a particular condition 
rery animate or inanimate object is plea- 
jhg to the observer and that lively state of 
th the observer and the observed is a 

enuine form of music.
The best music is reclusion, for the phi- 

osopher says “ Every state except reclu- 
ion is affrighting ’’. The poet says “ It is 
tier to be lowly born and range with 

amble livers in content than to be perked 
p in a glittering grief and wear a golden 
rrow.” Thought is common human pro- 
rty as the poet observes “ there is nothing 
od or bad but thinking makes it so ". 

'aturally every one thinks in his own way. 
lie poet says “ but thoughts the slaves of 
ife. and life time's fool, and time that takes 
urrey of all the world, must have a stop, 
hy, what is pomp, rule, reign but earth 
d dfist? And live we how we can> yet

die we’ must." What is music if it is not 
but the contented mind and mental peace ? 
The poet says “ Comfort is in heaven and 
we are on the earth, where nothing lives 
but crosses, care and grief ” .

The word voice is derived from the 
•Sanskrit root Vach to speak. Every 
man should not be allowed to speak 
or to sing in public except a person 
who always works for universal good. 
Such an unselfish man’s oareer is true 
music, his speech is the only oorreot 
Sanskrit. The poet says “ He sits amongst 
men like a descended god; he was a man 
take him for all in al l : His life was 
gentle ; and the elements so mixed in him 
that nature might stand up, and say to all 
the world 'This was a man.’ He is a 
true Gayaka who teaches his disciples how

C

:o speak, sing and act to please and instruot 
his contemporary Rociety. Truly the past 
is a guide for the present and science leads 
to good when it is followed correctly. The 
present and the future differ from the past 
and therefore it is the duty of a learned 
Gayaka to please the society by following 
wbat is pure and good and train his young 
disciples so that they realise that all of 
them work for the promotion of universal 
good. In a world of differing tastes where 
“ The gentlemen like steadiness of char­
acter, the learned men desire' right applica­
tion, ladies wish for sweetness and the . 
multitude wants gratification,” he is best 
qualified to achieve unity. ‘

The ancient Risliis realised not only the 
high place which music has'in well-ordered 
human life, but also recognised the great 
work of a true musician in the life of a 
nation. The musician has a mission in 
life. lie,is to discharge a sacred duty. Like 
the poet he sings because he must,
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[Translation o f the music passages only.]
History.

. (SI. 1-14) In the Chola country is the
Champakaranya (Mnnnargudi) were] 
true ted by him.

City of T&njore under the sway of King 
Raghunatha—the centre of all wealth and 
prosperity. ' There - were Sanskrit poets 
equal to Kalidasa, Mayura, Sanmilla and 
Murari.; as also pilots in Karnataka, Andhra 
and Dravida languages.

. 15 .  . There were many Vaggeyakaras 
(composer-yocalists), experts in all ;the 
musioal arts, and players on' the Vina and 
other musical instruments.

'■ (16-26). A  set of Vidwans waited, one 
day, at the door of Uagunatha’s Court. 
They were respectfully received and seated 
by the King. After the usual inquiry was 
over they addressed the King:—

; (27-34). “ Your Grandsire, King Chinna 
GHeva was the first vassal at Tanjore under 
Karnataka suzerainty. He built the temple 
towers in Sonachala (Tiruvanamalai) and 
also the ElAmranatba temple tower at 
(Conjeevaram) and did like holy service at 

' Dirgha Saila, Vriddhachalam and Srisailam. 
-He was a promoter of arts and literature.

J  „

- (35-146). “ Of him was born King Achyhta 
by Murtyamba. He was a devotee of Ran- 
ganatha at Srirangam. He built the gold 
canopy and made the coat of percious 
stories and the throne of gems for God 
-Ranganatha. He made also several jewels 
for. Lakshmi. The flight of steps at the 
Kaveri Ghat was decorated by him. -The 
towers in . the temples at Mayavaram,

;7
(47-61). “  You are born of Achyulii 

have been trained in the use o f waM 
in the art of music, poetry and c o id m  
in the vernacular languages. Y ou  
built the temple of Rama at Ramesw 
Kumbakonam and Srirangam. ' ‘

(62-63). “ Your poetical works, P «  
paharana, Valmiki Charitra, AchyuS 
bhyudaya, Gajendramoksha, Nala CbJ 
Rukmini Krishna Vivaha—Yakshl 
have already earned you a fame as a j

64. “ You have sung the new Rafg 
yantasena and others. You have in? 
Ramananda and the other new..Tala» 
are teaching music to Vina experts. 39

65. “ You have codified the new Id
Righunatha Mela by name. You^ 
clearly classified all the Ragas in thaE 
system. M

(66-76). “ Several Music works hatre 
written from Sadasiva downwards.' 
them have made the science morel 
telligible in their works. There is seem 
ance in the practice of Music. The the 
propounded do not agree with what isJj 
in practice. We request you to wt 
music work where in practice and'‘fl 
go hand in hand with each other-sinp 
are found to be competent for: the' u 
your learning and Culture and-givevu| 
Sangita Sudha ’ (nectar) after-ch'urnln

Madhyarjuna (Tiruvidaimarudur) and -the^ocean of Music literature,"
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Thereupon, king Raghunatha in re- 
j. accepted the request with all due respect 
„d expressep that the wishes of the Vid- 
(nS would be obeyed. And he wrote the 
>ngita Sudha for the benefit of the man-

Preface.

]. Salutations to the tutelar deity 
amachandra, the lover of Sita. Then I 
foceed.to write Sangita-Sudba for my fame 
nd as part of my permanent Dharma 
duty)-

(2-4). I should first name of the music 
authors, to merely pronounce whose names 
brings honour and fame to one—Sadasiva, 
Parvati, Brahma, Nandikesvara, Bharata, 
Durga, Sakti, Sardula, Kohala, v ayu, 
Kasyapa, Hanumat, Kambha, Arjuna, Nara- 
da, Thumhuru, Ravana, . Visvavasu, Dattila 
Kambala and Asvatara (the kundalas of 
Siva), Yastika and Devaraja.

5. I churn the ocean of the music 
works of the above authors with my in­
tellect to serve as the churning handle and 
offer you the Sangita Sudha (Nectar./.

Brahma extracted Sangita from the 
Sama Veda and codified the science of 
Music.

(11-16), Siva who could not be won by 
Yajna, Dana and Tapas was appeased : and 

I Ravana, with his music, pleased him and 
got his boons. Vishnu and Brahma were 
blessed by Siva by singing the Jyeshtha- 
Saman and the Flute of Krishna charmed 
even the animals at Brindavan. The. Gopas 
and Gopis were enraptured. Saraswati 
plays on her Vina for the Gods. Yaksbas, 
Nagas, Kumaras and Gandharvas especially 
are drowned in music. The child in -fhe 
cradle stops crying under the influence of 
music. It is not only men but even animals 
are pleased to hear music.

17. I therefore treat Gita as my chief 
subject in the following seven chapters?

Introductory.

1. In the first chapter will “be dealt the' 
origin of sounds from the physical body with 
their differences, and arising therefrom the 
positions (Sthanas), and then the Srutis and 
the Seven svaras beginning with Shadja 
(17).

' (6-10). Nritta, Vadya and Gita—all make 
up music.. Then why is Gita alone taken 
up by you? Sangita is of two types— 
Marga and Desl. What Brahma and other 
Gods performed in the presence of Siva was 
Marga. What is enjoyed by men as music 
in different countries and with varying 
tastes is termed Desi. And Nritta, Vadya 
»nd Gita are conjointly termed Desi — 
Dance depends upon Vadya and Vadya de­
pends upon Gita. -Gita is therefore the 
principal thing and it is the subject of 
treatment. ,

The twelve different swaras, their families 
and their origin; the varnas, and the source 
from which they have originated together 
with their Patron Rishis and Gods (18)./ . - ,

Their metre, their different effects and 
applications and the Sruti groups of each 
of the suiaras; their two gamuts and the 
three different classes of modulations (Moor- 
ebanas, viz Shuddha, Sasamkhya and Kuta^ 
thana (19).

• ’ ■ c ;
' The different Praslaras and Kundameri 

calculate^ -to enable the restorations of
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lakshanar which have been specified but 
lost; then, the combination of swaras i. e. 
the combinations common or natural to 
each swaram (20).

Again the souod use and application of 
the two Kakalia: and the distinguishing 
features ot vamas, the 63 different alankaras 
of the jolt's and the 13 lakshananas (21).

Then kapalas and kambdas and the 
fourfold classification of songs. Thus the 
subjects to be dealt with in the chapter on 
Swara have been briefly indicated. (22)

2. In the second Chapter entitled Raga 
viveka (Study of Ragas) will be mentioned 
the gamut Ragas, uparagas Ragas, Bhaskas 
and Vibhashikas (23).

Then she Antharabhashikas and all the 
component parts of Ragas, will be men­
tioned in order. Likewise Bhashangam. 
Upangakam and Kriyangam will be dealt 
with: these being the matters germane to 
the second chapter (24).

3. In the third chapter known as Prakir- 
naka (miscellaneous) vocal music is first 
dealt with and then the swaras etc—called. 
gandhamam (25).C

Then the singer—male and male—their 
respective merits and drawbacks and the 
differences between them; the sounds 
known as Bahula and Jambala, their differ­
ences and their merits and defects (2C).

Then Sariraia, the good and bad qualities 
in it and the scintillations of swaras— 
known as Gaihakam: then the Sthayis,
Lapthi and Brindam— these being the 
matters to be dealt with in this chapter.

4. The matters to be mentioned in the 
fourth chapter are fully set out herein, viz, 
Udgraha, Elapaka, Dhruva and Bhoga (28).

The si* divisins of Tayas, Swaras, Bit 
Pada, Thenna Pala and the different ^  
ties of Talaprabandha (29).

That prabhaiulha is of three kinds. Shtt 
Sul a and Sulaka Sudaga; the Aliga, 
and Prakairna songs and their merit^ 
defects'(30).

The exact nature of each of the abovl 
their differences—these form the sutffl 
matter of the fourth.

5. Next we will specify the subject 
be dealt with in the fifth chapter on -
(measure (31).

The margathalas having variable pa 
the beginning differ from each other. Me 
ring of the time silently, by mere signal 
accompanied by beat of hand is knot 
kale (32).

When accompanied by hand-beat * it 
Tala with sound and is of 4 different ki^  
arising from difference in movemeg 
They are Dhruva, Chitra, Varthika 
Sadakshina. (33)

Its Marga, the eight Kolas, the differed 
in measure between the guru andju 
Laghu; the talas with one, two and.fff 
kolas and the difference in stroke (of;3 
beat) in the specified talas will be descj 
bed. (34)

Then what is known as Pathakala] 
talas and then the control of the finger in i 
tala ; then the other differences in “ variabl 
putos," Avrithis and divisions of songs. (3

•I
The layas, swift, (Druid) mean (Madh; 

and slow (Vilambita) and the determine 
tion pf intervals ; if thero is a regulati

i

If laya than the song is one with Madhya 
laya. (36)

Druta, laghu and Laghuplutha are all the 
parts of tala; Ullophyaka and Madayaga r̂e 
the Deysg thalas, having their origin in 
Qitanga. (37)

The 120 talas beginning with Adi tala,

t„ith their Prastharas (Guru and laghu 
words).; when the prasthara calculations 
are given; the tala which has been specified 
hut lost might be recovered. (38)

The Druta, Mem of laghu and Guru and 
their prolation yogamem; prastharaka 
6p!it-word- beginning and the Pracha of the 
(our merus. (39)

The mention of what has been lost in 
the order aforesaid and the 19 tests ; these 
are all things to be mentioned in the fifth 
and have been specified, (40)

6. In the sixth have to be described the 
Idifferent musical instruments together 

aritli their special features.

7. In the seventh has to be specified the

Idifferent kinds of dances, their Rasas and 
Bhavas. (41)

By being born in perspiration (as vermins 
on the head), by being laid as eggs and by 
breaking out of the belly. Of these we 
shall deal with the birth out of the womb, 
by reason of its relation to sound. (71)

Mortals having formerly attained to the 
chandraloka for the enjoyment of the fruits 
of all their virtuous acts, fall down again 
when the enjoyment is exhausted and the 
Jodies given them for such enjoyment fall 
down* (72)

17

■m

Then entering the skies- and then the 
region of the air and then in turn the strata 
of vapours and then the cloud-region and 
then the rain-bearing clouds, they enter the- 

, earth through the rains. (73) e

Entering the earth and then the vegeta­
tion and the huge forest trees and becoming 
completely one with them, when the said' 
vegetation etc are mowed, cut, burnt, ground 
and dried. (74)

The mortal is destroyed, the Jiva being 
lost immediately on coming into contact 
with the skies ; and suited to the fruits of 
their actions, they acquire a form and enter 
the womb. (75)

On entering the womb they acquire 
shape through the semen according to the 
nature of their actions (good or evil); if 
good, they enter the womb of worthy people, 
if evil, of vile persons. (76)

The Jiva first remains in a liquid condi­
tion ; within one night he becomes semi­
fluid ; at the end of seven nights he attains- 
to a semi-hardened condition ; in the 
course of a fort-night he becomes comp­
letely hardened and rolled into a ball. (77)'

In the fourth month the Jiva acquires 
the belly and the waist; in the fifth month, 
the vertebral column and in the sixth the 
eyes, nose and ears. (78)

In the seventh he is endowed with life,, 
in the eighth month he is fully formed ; in 
the ninth month he attains maturity and. 
perfection in all features. (79)

Beginning from the seventh month ho
will reifiember the various acts he had
done. Remembering-the hundreds of his * » ,
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births and the varieties of food and bodies 
he had had ; (80)

In the midst of his existence in the womb 
the Jiva with acute consciousness and his 
body buffeting by effectings is mortified by 
the bitter and unpalatable food and eata­
bles of his mother. (81)

CHAPTER I.

The soul of music is sound, instruments 
only time the sound and dance follows both 
sound and instrument; hence the sound is 
the source of all the three (vocal music 
instrument and dance). (42)

It is not merely these three that depend 
on sound,' but the whole world. Syllables 
are distinct only through sound, words only 
through syllables and expressions only 
through words. (43)

All affair^- are possible only through 
expression ; hence the entire world is domi­
nated by sound. If there was sound in the 
beginning, then the origin of music was in it, 
since even the differentiation into notes 
(swaras) had to be made only from the 
sound. (14)

That it (music) has its origin in sound is 
manifest in.itself and has also been stated 
by Matanga to be so. Even the Gods 
Brahma, Siva and Vishnu are sounds 
incarnate. (45)

The sound is the supreme force in the 
whole world and is all comprehensive. 
There are two kinds of sounds Ahatha and 
Anahatha (embodied and disembodied),; the 
Anahatha is possible only for those who 
have realised the self (ten yogis.) (46)

The Ahatha subsists in all corporal e 
ence ; hence the study commences wit~ 
body. Since the emanation of sound is 
the body, the conscious self or Ji~ 
attached to the body. (47)

The Tattwa or the Truth of existence! 
the quality of the supreme being, 
Brahman (or soul) has to be mentio 
and when describing the properties ,o 
body, the four elements (earth, wate 
and fire) and none else have to be 
dered. (48)

Some leading charvakas• claim tha 
body is itself the soul on the ground 
all the experiences are undergone onl 
the body; while another school of tho 
maintains on other apriori grounds 
consciousness alone is transient. (49)

It has been said that the worldly a 
with sons and husbands etc are all-e 
meral unbroken by consciousness. In th 
some people maintain the absence of T 
(Brahman), while others, viz, Madayam 
maintain the existence of everything

Others still, maintaining the truth 0 
seven — fold state, say that it might 
exists and does not exist, while there'1 
Swatha and Anthika and others wh 
opposed to the doctrines of the Shastri

Let it be that in the conscious 
(state of wakefulness) the living bei 
free-willed; but how can the five Brah 
be realised thus? The fact is that Kum 
having vanquished all the Budd 
leaders. (52)

Demonstrated the unquestionabilit 
Vedic gospel and analysed the meani 
the Vedas. The person who defied 
Vedas and the one who persisted in penve
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asoning' were defeated by Udayana's 
hastraic pandits. (53)

effect by this universe might even be the 
cause. (60)

fhe existence of God was established 
tlso by [inferences drawn from Sudhas akid ' 

pported by cogent reasons. Thus ev6n 
gsnada, Gautama and foremost of Gangeas 
(n,l others well versed in SastraJ. (54)

Hence perverseners or heartlessness of 
of Brahma may not be the ground on which 
to explain creaton. In order that the Jiva 
might understand the nature of the soul 
(or truth) the nature of Brahma will 
be studied. (61)

The perverse-minded have been definitely 
vanquished; Kumarila’s words shall be the 
tocin of victory, with the conclusive 
stablishment of the Vedic principle the 

Jiva in to be understood as without the 
other four fold characterstic. (55ĵ

That very Jiva is union as Vtswa or suol 
in his conscious or wakeful state in. the
reamy state (56)

In the dreamless state or state of complete 
.oblivion when everything is at rest when 
mayti (illusion) and ignorance alone remain 
the consciousness goes with pleasure and 
rests finally in god Sita. (57)

Just as the paddy if covered with chaft 
and when the chaft is separated becomes 
ride likewise the Jiva is enveloped in 
ignorance and all his actions are of like 
nature but when the same is thoroughly 
rooted out. (58)

The said Jiva becomes Brahma, knows 
Brahma, being. Brahma attains Brahman 
according to the text. If tho quality or 
characteristic of Brahman has been 
realised than the characteristic of every­
thing is determined (59)

Brahma is only a cause of the existence 
of this illusory universe whose reality is 
based only on the fact of its existence. By 
reason of the necessity on the part of the 
Brahma to take up the task of creation the

The Brahman is comprised fully of Sat 
Chit and Anandam, is pure and faultless 
and by his own conscionsness and power 
has compassed the creation of worlds. He 
is capable of access by means of vedic texts 
and is self luminous being that shines. (62) 
That which is known as “ Brahman” is 
different from Jate, Jiva, Brahma and Veda 
and is free incapabln of being described as 
Sajeh or Vijiti andi s immense. <»

It is that " Brahman " that in each indi­
vidual is know as “ Atma ”  and wishing to 
know whom the sage Vyasa. the son of 
Satyavati wrote the Sutra “ Atho tho Brah­
ma jignesa." (64)

But it is the supreme Lord who is en­
dowed with numerous qualities of culter and 
enjoyer which could not even be imagined 
by the mind, as seen in creation and in the 
withdrawal of all creation into himself and 
in the uniting of Rig, Sama and the early 
Vedas, who is endowed with the capacity of 
being a mere “ Aum”  (atern), who is arbiter 
and the Lord and without whom nothing 
can exist—it is this God that by his power 
assumes different forms in animate and in­
animate Objects with different stands and 
features. (65 & 66)

It is that self same God that is proclaimed 
by’ all Vedas with one voice as ‘Kshetraajna' 
(or soul). But the jivas being strikrn with
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the Avidyo (ignorance) of more recent origin 
and split by several kinds of diseases. (67)

Issue from him (God) with his Amsa like 
sparksdrom aflame. So jivas arc not diffe­
rent from the Eternal and have neither birth 
nor destruction. (68)
j

Nevertheless, the jivas being subjects of 
suffering become subject to the law of birth 
and acquire a dual body (one of the spirit 
and other of the flesh) and realise the fruits 
of their good or evil actions of their previ­
ous births. (69)

. Likewise he is subject to happiness 
misery, and a wonderful variety of castes 
and births and lives. But throughout until 
be attains Moksham (salvation) one thing 
keeps following him, viz, the symbolical 
body of his, the soul (Sookshma Roopa). (70)

Of beings that are to born there are four 
ways in which their corporal bodies are 
brought into existence viz., by womb.

*' Formerly I have done many worthy 
deeds for the sake of. my wife and children. 
All those people enjoyed the fruits of my 
nation have gdne away. I am living now 
clone in this wourab". (82).

“ I have experienced many different hells 
beginning into Rowrava at the instigation of

TEE

yama. But I see now, alas, in this wg 
sufferings crores of timer more great "M

“ If I should get out of this womb la 
never again enter a womb. How c j 
now endure the interminable sorrows m 
like the ocean cannot be cursed.” (840

“ Whbn I get out of this womb, here] 
I will adapt the Vameshrama Dhi| 
discard all vices like hatred etc., will jfl 
no desire for wife, children and friends]

"And by Bhakti and other yogas l a  
try to please Maheswara, the one god'to 
worshiped by all.” Thus ruminating] 
nallv within the womb, when the sqm 
month is completed, then. (86)

Pressed by the labour pains (asui 
becomes inverted (with head downwH 
pressed closely round by the uteris aga 
a sharp-pointed nut crackor. (87) 9

Ejected therefrom he falls to the grin 
and then immediately becomes oblivio 
Owing to contact with the external  ̂
mosphere the child knows nothing of 
things he had done or not done. \

The suckling at the breast is the first 
which comes to him as the consequent 
the acts of his prior birth. Then tbe^a 
becomes the Eternal and incidence of bw 
etc., and disease become part of the bodr|
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fccrar awa*>.{*aaa aatr: i
*r r̂fiiCc+'JdRrrTgy g aarrgarfa'i^n a  argn. n n 
arnsfaagaisa a  g$aaa; gar lagaTsfa a  frfbraj t 
aarftr araTftr a  aa srnf: sar^g as^afa  aT r̂ agra; ii ’ 
srraTfcaa^arafaaa^a ^a iaaaygT ̂ aa&Kaau : i

c fg  ^aiga a«TTSat Jjafa arc aar: II \o * ||

JT̂ TTf *T«ft fegor saatsfa ard fawT fegurt gfrg: I 
Ŝ ITtRT faSlffTCa *P̂  a ^ - aa»sfa a cm̂ 5t II II 

5Jdj-Tr aaf*a ?iTaaaa,?*i afagigafar i 
cfg fareTfa^atsg a*t ar^t ggrcrr faaar\a^t n nr •
a^ta fa^f^aaarcg ar^n aaTaagaigiaat f^ranTi i 
a^raaratg aaftaiaRagafa ^rcar *jagr aafer 11 K°v 11

—  «j fa -fa  ^  a  a  q; —

qmtNr̂ a fâ y aamar sftaT3;*t ar u+ t̂ardfa i 
aasfraaa gaa faara atornga *aig emararrri; 11 \ô  h 
safasrfasia aarcg aaq^ar ^anaiaT: T-aaa ht?t̂  i 
arcarfgaT asgaavgfa: ^rraai feaiamaT a  fofsagn 
r̂atfar̂ a a  farca<ra aaT fasnat arcn a ava i 

a^a^aat aT fafiara ahrrcasircrarg: ^fdOfia: ^aig ii 
aircarrera f^TafarcaJsftg a ^ a m  aar ^ 51̂  1 ;- -  
aarcaa'tuTT gauf^m wnaaraaararr g aal fgatar 11 •
arcri T̂ormaq̂ Tor arraarcaaforT ag  ar fa ârr 1 

, aara^rf a q^arrur warcaâ oii ag  ar agfer 11 ?*>*, 11
aamatuiT wg ar faa^at ar arr^aFT fafa agra: 1 
^ a ta r^ a ^ a i fefa^qTatar aHarPEaa g a i tKiiui 11 ^ o  h 

warcaaturr arasaTar aHrfaaqrafaaT̂ â ruTi 1 
arrai fggVaTsfa a  a rw ra i aarc ^arai ^tganrFaT 11

aarcaarcgrcfaaTgqit at a«at i^arcaWraarar: 1 
aa^gafaufa a  mwrai aasjareaawaat £) 11 KV< 11 
5ftat g agst a«ra a  wapsaatorr aant araur 1 
arrarft gafsfa a  arcars^i agsaaat awaasarat a  11I »
rftaf«raTW5 anrat vrarca faargaTwjrca: awag 1 
afarcarai a argâ a grrasTat aaqfag aarraq, 11 \  *y 11 
wanjfa'^a fadfearar ttawaiar fgg*fehrcr 1 
grar fagtar ag araaraT aarf aa r̂: ^aa: g ŝva: 11K Va ii 
ara: ai a oavinr aagfea^nan T̂arfaaTarg 1 
aar^a l̂asafa\a:a^araaT wa«arfirE ^f^ar iill  ̂11 
atar f^^ai sa5Kat*ar r̂fâ ifaJTRsasâ gaiT 1 
aaa a^afafaar: sratsr a^Tf r̂grafa a âaf?a 11 Uvs 11 
aga^arfa a1 airarai aĵ iâ rai aftaraar a 1 
f f̂kar a?a»aaar gatar asf^raafrrfafa agia; 11 U«s n
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—  ^  ^ i —

»r̂ : ytwfa a â arfa aam qraâ a smr 1 
araTaaarj^a^a vtgi ĝ â a gvaifg fafrrcdaiT 11 \ \ \  11 
aTar̂ aanrrfaf̂ aâ qt aqrr̂ aa gtaâ rr̂ arfg 1 
aar a  a^^aarw^a ^aa^m^c^raati  ̂ 11 11
'«ra?a< aswfaa; aga^af5awfanpaî «iĝ â a: \ 
aa âat ^̂ araraara: ^arrsaf^ arf̂ rat gat?|;: 11 \\K  11
w^a^a coracca% uts Atda'̂ v-ngĝ ror̂ a'ĵ  1 
a a ; watarafa a>a ^rraia^arfa 5rr|jaaafgan:rg 11 **'•<. 11

gtaraar ârĉ aorr gg^ awfa ararf̂ r a qnfaarfa 1 
3rr^r^«^  arRia a  aaTfa^ra>ara'r araaifa vfgTg n :l ^  11

agfaarar ag aa gtar atar a ictgtfa a %̂qrtar 1 
aarjaat asafaar afa-ar ygscat atafaqfr fgata rn .r<y 11
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jttvtt JTmftTOTTT TOg»if Trsg'ifroft TOrg*i Trfgnftfro I 
\ \  0  3TTf^?Iff«qT TOSOH- BtktT TOK<4N?ft STPlfiTTOt %rfWT II

TOTOrfrofi' ^  *rgferTOT to vryjfo I
jjg*jg$ff_TOfaTO to w^r rm fy rr TOTgfroTOT fgrotaT 11 v < \ H 

infe: t o  gm toFtotot TOgrof ^ ottotI :  TOf̂ rro f ^ g g ; i 

totot to ^ t?r  gfrTOHroTrOT v ^ g n tfi tstFtotot fgroiTOT n

V-U;« li< ft TOT TO TfrHTOT.STOT T V -im i grtfafoTTOT TOTT.STOT I
grFsrerfro: fR im ifC T T & : w ftsftgr: tF̂ TOT-’ '^ V n  II

— tot Far to m  f ir ' —

totto  ttoFtotott Frronror TOgro ?r?fiTOmfg TOm^giq; l 

toot «[f?rTOT to ^fnftro $gg?rt tottoF^tot fgrotaT n 

3 <HsWi*ll gjirf^TO  TO •t.J^tqrn TOTTOTTOTOT g  TTWTT I 

TÔSTTTO t̂TI-! SJTOT! TOTOTOTÔ OTTPri ^<<.1  ̂ ftjTOTfd' II 

TOî T^TO^rOTfsOTRr TOg** spffcrr fro^orr to TOrfroq; i 

TOOTrf^ro tosoh- groTOTOir^rawr ttoto FgrotTOT ii fts. II 

tottcITOiOT g g t fk r o  to f?r^TO towi^ nOT f^rorfro i 
sjrotar lOTOTTgm^g g'tHT Ttgt stttortoFottt g g l;^ : n U T  II 

TOiropiaT TTOTOgg fg^ftro toftott tot JTfaroft' <rrorg i 
toRt <rerr TreroiTTTSPTTorT gg^- ^roror ^rcftgfgrog 11 11

totot g gtar srg gfgrroT TOTrffTOfwi TOisfaTOT feftro i
; ,  sfifaSgrcrg TO^rofcrT toto tô tot£Fjttot TOgrof 11 k\ m h 

totto TOgaroFgg^gg tothtott jttotttttot: to t h t  tttFto i 

, ; tot fir tot: gsTOT^TOrrorr toft groTOTTfr TOfrort^rq; 11 \ \ \  h

TOOT ggtfTO f̂TOTOTSTO JT«TT TTOT fgTOiTO.STO TO^T^TO i 

/  TOglTOTr TOTTOfTOOT TOT! TTOgTTOTFTOfi- TOIri*i<.uir TOgrof II ||

cTTOT TFTOWfTOTflTTO TT 'TTOJTPsTO TOT TOT TOF?lr J 
• '.'.TOTf'd TOTt vrgĝ TTOTTTO gTO T̂OiTOTOro ^fWRCTq; || 5g\j ||

® A m ? I T T T A  O U 1 7 I1 A 1 0 1

TOHfgOT TOTTgJTTO TOgTOVi TTOgWdl TtfgfoTOT fg-fiTOT I
TTTOT g  TTTOSTO VTTOTOTiTO TOTOT % cfF  roTOT TOT TO^t II i 

SJrTO fTOTTgTTOTOTTTg TOrff ggrofir groff^O^I g^or I 

giTTtftrTO TOTcSTTOTfr̂ TO ffTO TOTT ^TfvrfaiTO fsTOTO II

TTTOT fnfg^: TOT TOT ftr^fTOTTTTOTOSf&rTT faTTOfit I 
TOT TOTT TTfT F̂ TTOTT-JJ T O in r^  STTOffSgsTteT! II II

5jgr* TO'u! g^5rgro frrFTFT jj«s<iifi[ TnV̂ >Pf̂ T*T*jTO! i

—  fg ^  ?r TO t t : —

fg*d i-*qor II l y l  II

TO^FT^TTOT f^®cTTTOT» TOTT TO 5T?q srfdTM r̂ «TT«: I 

n«ilf^*i! TOTÔ gTOT̂ TOOTTT TOTOTTTOTTOT (m fs.ci>t>*|0T II II

TOgt fipTTg! TOTnfhrroff TOTOTOT^sr^faimT^cr 1

9 ITOTOT faTJTPTOiajfd̂ 'T T^5T! TOiTOTTOTTJjT’f gfd'TOtT^T II

frorer?RF g^TOgfrorfrorTTr %g. i
g^STTOCl fg^fcTTOS^TO o<?T T̂flcT ĴcjTÔ lTTOOTq. II II

qgT frorT^: aroro gcfi g  gfroT^fg^i ^  crgTOTTT to i 

fttoot g g tfg g %  Trg gro1; g^sTT^ggrroT *Tf̂ roi g^ri'gi 11

g ^^yag^ tot TrgTOTjro gfg  J
TOmrogfrogfg^g TOtî r TOg!gfar: TTfro^rogg itto: ii

<I«-VTK^W! TOTOTOTOTOTO w fd ' TOTTOTO^TOTWITTO I

TTTTOTTHTTOr TOfl̂ T OTTOTT T T  SJTOT! ga'iTOf II '.V* II

w f^gg TOgro tototto nTOTTOlTOT awra' TOT^ g. I
TOTgTOTTTTOi grfrort gsTfagTOTOWlit TO ’agTOTITOTTfir u

TOFTT %^^JTO cigTTOf *TT?TOTT%gPl̂ gTOTT'TOTT! TOTg I 
^ fegrr TOgro q«rrTTO OTTOTT^ti^ dgpftq; i 
TOig^gdi TOTOT tot frô t toT'ctojtottoto gfrofrororg 11
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— ITT HT: —
sr nnr: STcrur sg^i'-r^v: n \\#\ 11

* I
irnTg q^nmrrfiTVTR $nm srgfcr ii m
flrtt U[(iW <sljj TTWJTTTfg m^rTT^T ^  grfHnTTgs I

tt TT^r^ifer s  irm hir: s g  jtr^ :  ii *vw h 
S^TT ^  Qi f̂^T+rMi *1̂ 1 T̂TTf««<itAMĤ  I

sm  sg*rfs q ŝmimfinTTH gfjrfSr: uoftcn^u \$< u 
s  ^nrrw^g ?rgT ^ g 4 ;̂fa?r*nTTsr i

nr^ftrf^cr- sncta: w ^Tw nm t Yf̂  sTcfan n *\s\ h
ms^TK^f^rmt: SJ?ff S »Z5Tf?r f̂rf?T T̂ «T̂f?T vj: | 
^ftfemdrovmt^T^t wroTT^nmsg gmfor 11 Ko> ll 
<rfirT ŵ gracSTT snnw iTT̂ g s^rf^igrqssr i 
awts?:: srrg?! jramTsfa sftrT^rcta?PTrg^g ll M

«ra*i<hwT<a *rareg ^rr fofrT^Tfarfl%*aTT: *g: ll Kt\ 11
^ • n ii  jfi*-hst t̂l ?r SFlfaiTS stiHIrf *ii«i*Tl**(|: I

^r^JTwrnrw^T^^w g-*rm?r *wrfsr ttT̂ tt: ll K<\ H
irma^r g irfavTST ssTfftvT*mr: g^rrft^. i
SHSTTTaTT CT^lsf^O gT î l ^  Sir TJ&'TT SITS. II \<\ H

<rr srfir sh stt frrfecTT: srfSrar; i .
st g^srrg innmi ^ stitt̂  s^gxK*TSt^mr il^ y  * 
<icfl fefim  rzrtt g^Vtrrs?T?mii i
STrsTrsrfrFrm 3̂ -grT>ĝ Tsrr as: STT f̂a^ar̂ STT ll \<u. 11
^ TFq*<WVmdHyH(ilf sViftaTT STT̂VT !Tfs»TT>qT I 
wâ g<fr?n g s^^itWTT sg?ff fg?r g^r«rr ll it 
JTsff s  irk^as r^ ts^ i^ s r fSres>T: fo s ?sfWm: i

g ggarar jtkv̂  ?fTwrf^rm T ll n
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STRTgijl snf^: n̂f̂ T̂ TTFT̂ WSTT̂ r̂Ct̂ ir S  I 
ws fs,cflMi csnft f^’Tjgrn?:?^T t* k is .«ih (th*  ̂

sn̂ TTT STTĝ TOEvr g STT̂ HKri f^srfvTT^ I

siim-cik rigours Trrflmtisa T̂rr̂ o^tfr g- i
•  *  *• •

STtST JT̂ facTmaW l̂r?:T||rV̂ j/l SS S  TTFsOfrg II 
sttŝ ot iiFdfiigml%iJmnmi( rqi^asgui s ’ i 
stkwt rr^ fem tr f^ m P h t^rr *r%?q&fa*rsr v g t  11 

sTTOf<*r TraTirâ TTST mFsrTsraTTsmwrtr?;: i 
STTr.PT %ST?sf?TTr'JsTffr ST g»WT STT̂ fvTT̂ crr̂ TT II 
STT'̂ '̂ jihiOs.oT̂jtih STTSTŜ TSTST: SifvTTTt̂ Ĉt̂ : I 
9WTIT3 Ŝ TTTT̂  SSlTfiSTWTTTITnT?TT{̂ ?n»?Tg_ II 
sr<pJri iranmwT̂ T sh itisl ggf̂ ^Tf̂ rrT sr i 
STTCt̂OT cTKTT?TTSTTTSmmTynT T̂TT̂ d̂̂ TT S  
m^TRmxrr g ttŵt %tst ^tRott̂ t ttRi t̂ fsccfl?n 
srd^or rTKnTTTvrr-Hfrmwrr̂ irR JT'aT̂ d?:
SKWTa- gdf̂ TTT TT̂ T̂ cTT cTcTT TT!=T?TfT'mor I

TTŴ TTf̂ T g 5J5JTWT TTTTVtT̂' TJuf̂ f̂ T T̂g?lf I 
SI'Ol̂ OT H T g f t ^ T ^ ' T T < ^ ^

STTT-PT S ? ^ ^ (TTgĝ 7T SnTT̂ rfft' ^R-TTT TTT?ff 
STCTĈT SV?T?T̂ T5Tr̂  cTVIT fĤ T̂ f̂ TTTSHm?;: 
STTTV̂  S?jf?T̂ T̂ JT qk^sT T̂ T I
srâ oT TTWT?rTgTTT̂ rTmnrŝ tif7 ^ ^raT^: 
s  r*r*T iT-?j|’iym^TrTT smrsTraT ?t%tt?stt i 
arrdî r nwTTT'snTTa STTaT̂ rJTTrrrg tt̂ ^tcT̂ :
tttttŝ - sn g^frrr: r̂ĝ sTa i
'TfjT  ̂g rrpma' fang YT̂ pT̂ TTFrrĝ HT st

Ktc ll 

II

II

II

\\\ II

ll

ii

i
K'A II

ii

Kvs ll 

\\< ll 

II 

II

\°\  ll
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WRt 3  T ^ W  
HT ^3 ! II II

^<i^g 5PIT I
*TTWTC nWTWWTg cTOT gT g g  gjftarpsrrll \o \  II

gTWWITT̂ f̂ J II II
sr^grggro gjjfW : A3 : g^remT grerfewg^gTs 1 
m: m»rRl^ay<H3cirg gijg M^miftnrST «^g II II
gyw«Jdrts g ij^grg sjT«t>roHrftwr g?w: 1 
gfgTWJmrwi^gnj Tfift fij ?ir ypfos* frWT3. 11 II
g’r jjgsrr 'jwg'tegwi gWvfwrrfcfwft crag: w r . 1 
gr hj&stt: ggf^rgr: w ^g& g feg'frg g<fhAg 11 ^  11 
g*fg gT Wl3>7 Qgi|g AWW gjjg g  cdtuH I
g^fir T̂JTHT 15 «^HNI! i5t̂ HT! «sicg wH f̂g II *1°^ II
gg g ggfwfa1 5Tggg srrggfgBJ 1

“ “  (TT *TT • —“

ggigwraiwig: R̂Toii Wren wt fgvgfg g^grg: 11 R«<a 11 

g g fegr gragglgg g gtg f=r5 f̂%e$̂ t5 ®ren'2 1 

w^ fgggr g^ gtgg: WT ĉrwt 5 * ^ ^ ’ wtci, 11

ĝ rAgATW fgfsrw M-̂ n̂Tg g gwwfggr^grg: 1 

ĝ gforl ggggggl g ggtg îfr g g fggwf: 11 \ K °  11

gsrfggTgg ggfggn^ ggrfg gnjtĝ fggrfg: wnr. 1 

gg g ggMÂ TbdMr: agtgĝ TrjgiiWgT: *3: 11 r k k  11

ggrfg g ggggfgctar: gwfg gTwrcfggT̂ gwT: 1 

ggrfNrgTsigggggTvgAg ggw fggrfggrfg : *3 : 11 11

g^ngggrgf^gts •g^ggrg g ^ 3 : 1̂ ** si-s-ciMi; 1
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^g: ggrg gHgT*grgfcarrfg ggĝ nr 1 

gggfaw fggfgw gg gnrrRggt gragg^ggrr: 11 ^ y  11

fgnr ftgTWTgg gg grgT|fgjtT gnrwr g^ gg gjgr 1 

gg g ggjfa ggg^g ggggWggggrgr: 11 * V \  11

g  ̂fiffegfl ««i m 1 «g jwr ggtgtr fggr̂ jft g gRT: 1 

n m s ^  g W i r e g m i :  g w T  r g g t f g y g ^ g t f g  n h

gRWArargfg gTggfar g’jggf^gggT sggt 1

A3: fj^gRTsr g t̂g&WT gwTfa gr grggjgtg%gt: 11 \\\s 11

3°ri gssrrfa g gg gfgrftg^g g r: f̂ jg •jiidMr: 1 

ggrwAWTg fgggjtg gf^^rgr: gg grggr: A3: 11 11

gwr 3 fggcgfaw g ggggt ggfg?3%r ggt -̂: 1

^grscgRTgg^fg 3 ^ tht ggggW ggnr^gr: 11 h ̂  11

gwr g fg5rwf̂ r% gg wr%ftRg grfgggfggT :̂ 1 

wwgwrg fggg^g gg:w g^ gg ^̂ grgr: 11 11

g^gr g^fggfgw ggrfJrrftRg ^iRKgrg: 1

wig g nrgn:r: 3̂= gg  ^Tgrgr: 11 11

nzrt( g gggi ggg"  ̂ggrfrrgtfrg gf^gpr^m: 1 

ggwrtg^gg: srgig grr^f^w^gg 1̂  ^Jag; 1 1 h 

fd.H g gwT ggg^5 gw fgoftn̂ g f̂ rg i

îroTr wtrg'f ’rfenrg wif^j^: g  wrwt w>gw: 11 11

ĥ tw ■ci i ■+. <11 fn̂ vi 1 vi ^^gRrgggw 3 ^ 3  1

gar ggrww q̂ rf̂ H5ifrarwTUTS3TH g 3 ^  h h 

g'-HA'-Riuimfr rga giggrA'Tt 23?^^: snmi 1 

gcf̂ grnr nforgirg gcgrftgrqrT 'wg '̂fV f̂H 11 \ \ \  n

srgr̂ mgwf̂ T ijji^rii ^gfgrgwr: fgg ^rgigr: 1 

gTssrr g srg'ffa-ĝ f̂ nHT f% g ggg3  g  11 11

^ ttpt gr^rrR ggr frra: i^TfT^TarrT? f| jjggRT^. 1 
Tgrrr̂ pfAg g ttwri Jn'rr̂ grwTwgrggRTiT 11
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V ___________________  ^ _____<h Hi ?yFTr! q - vu<ni! ?r «prq mN I !  I 
q  JTT'rTT! q  dd'-i dTrdl '• <HI»nr q  *1 ai\uidr qgT*T; II 

tqqrfqgqr ftrfer^T 5  vt̂ ttN tr; i

fv^*ii«i*Mi.s^ Pt^f^ci wrfe<3Ersj cihu i
a^dKrt-.VTT faoJ H R ^ I  f̂tq Pigf̂ H ^TVT II W 9  II

—  qr *3  it q  : —

sn?ng q fo :  f ^ r  b h s t m  q^nfizqq tfa  creft fs^ftaT i
q  Hci^rfnrr gq fq g’qhu ^ jt 11 11

FTirT^m h?t 3^ % ^rer q- q>~tef&a$ q gq>T i 

Fnrnmft qforftW-LTur fc^ <dd n w .  a

5?K m m v T^=p=<Rh%5 i
fsccftqqqr: iro^ g  fg[?rqr 11 R^° 11

HcT̂ rJHÎ  cM-sffQ'-i q g f ^ l  fdS^sd V-lld. I

^rrdrgq fasifeg ^ g d  q  srfqqrfr: ^H^idt q  «r^ 11 \\ \ 11

srqil g  qrrv e,i^^i g  fs g ft  1

^fqsicft ?TST fq^qnrfo 11 W  II

• g g q ^ tg g  fq&ijnftq fqqrfe g*qgqm . 1

g  ^Mifddfsnft: sr F r r S  ^  11 \ \ \  ll

g^qq^TT nqil g  qnq fqqigqiT^J Jlfqci»a«tld; I 

srreqf?reT?r qicrsrq qfggq n RW n

gq trl&̂ TTs.d'̂ id̂ d TETT q  gd> qfq%^»ftqi^ I 

,q?nf^q qgjrrfeqrrqr qnqfq^qqHqfcrsj ^  q  11 ?£ \ 11

fŝ rTlq qrrqsq qg-'^icti^iT gsftRrgrfrr qf^s^fhTT 1 

viqr^^rfirqq q q rsq w t qqisqftfqgqT gqlq 11 \\%  11 

qqqryqrT^ iqg  m^ io i^n fs.^id'flqi q - <Tcrt fd o ft  I 

) # f ^ 5^Ti%cPi thot q^vjqt a ^ jif^ n ftq E C iiii ju V .11 R^s II

qTT^fv$^?ymrqfwHqnqr qg:^r^r ^rqrflr <rqq i 
srfqsr% q q  y d s ^ r :

s a n g it h a  s u d h a

(£rftqqxRr: JJHTTtT qinl 5<r q^q Qi.g«i fqqvqTg I 
qfqr srqm f snFqqrcq^ firdqdcfrl q jqtq  

gqtdMTrcit fqfrt^^fs.nTq q3^fflq> fs[̂ j<fr fqqvqrg

—  iq W3^ q  : —

1 1
1 0 G 24 120 720

4 12 48 240 1440

18 72 3G0 21G0

90 480 2S80

GOO 3600

4320

II \\< II 

II '<%*> II

II R\So ||

II '<*\ II



Tr a n s l a t io n  o f  s a n g e e t  a s u d h a .

By the grace of God Pararaeswara the 
Jivas taking their bodies worship the Lord 
of the Universe through sacrifices, gifts 
penances and yoga practices. (90).

If they seek to worship Maheswara with 
music and vina, the great sages say, that 
Nada in addition to giving pleasure to good 
men also achieves the dissolution of 
Samsara. Having thus described the nature 
and the science of the body as being con­
ducive to a knowledge of the nada we Bhall 
now proceed to describe the origin of nada 
and shall also further on discuss the various 
Erutis. (91) and (92)*

Nada (Sound) or (Tone).

I bow reverentially to Nada, which, as 
having the chit in all living beings, as mani­
festing itself by a change as the universe 
and as being the one thing in which all 
things existing are reflected, is identical 
with the Brahman itself. Nada is single 
but it undergoes various classifications as 
Dipta etc, or Samanya and Vtsesha. It then 
assumes 66 forms known as the srutis and 
becomes the basis of the svaras. How can 
a single sound become so diverse ? Is it 
proved by science or supported on common 
parlance? One answer is that tbe diversity 
in the manifestation of the nada is due to 
the Vyanjanas (the accidental causes 
which throw it into a relief). 93, 94 & 95.

The sun assumes a multitude of shapes 
when reflected upon a number of waves. A 
volume of sparks darts from a single fire. 
The same bar of gold is converted into a va­
riety of ornaments. Similarly nada comes to 
have a multiplicity of forms and names.(96). 
Some explain the word “ Nadr." as a 
composite term in which 2  stands for 2 PJT 

^ (Breath) *nd jjtjjtanda fAr^^g^fire (heat).^

Nada is called as such as it has its. 
in tbe interaction of Ptana and A 
Others have said that the word is 
by the root taking 2??. When a 
feels the impulse for expression the’ 
put in a stir. The mind strikes aga* 
vital heat in the body which in tu 
an impetus to the breath. The breath 
upward from its place called the Br 
pada which resembles a knot, and p 
nada at the naval, at the ohest,in the 
and in the head in the order of its p 
The sane Nada acquires five desi 

3 2 ,3132 and
tively, in the five places referred to,t 
and the last being ignored, the other 
are capable of being demonstrated (a~ 
for practical purposes). The mandra 
at the chest, the madhya at the throa' 
the Tara at the head. 98, 99,100 

The madhya is twice tbe capacity 
mandra and the tara twice that o 
madyas. There are 22 srutis at each o 
Sthanas making on the whole 66 
Letters affirm that srptis are innume 
At the chest between the Ila and P: 
nadis there runs the Sushumna N adiv  
rises upward. If that place be cross, 
number of other nadis (forming thus a n 
system) resemble the coral reefs in 

(form) or (texture). The 66srutis 
their origin from the breath coming 
contact will all these nadis. 102, 103 &

Srutis explained.

The nature of these srutis should ch 
be learnt from the Sastras, (But) I s 
illustrate them upon a couple of Vinos, 
up two strong and well-made Vinos «  
toned, of similar sound,capacity and f’urn 
ted.ycith,wire3.jtJ.05.JitTheirJ.wire3;.'ehal
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in number. They (wires) should be 
fitted in properly and separately. The first 
•inong them should be constituted in the 

(lowest bass) tone. (
f  he next (wire) shall be of a slightly higher 
jone. Between two srutis there should be 
no interspace ie., there should be po possi­
bility of a distinct and different tone inter­
vening. The tones emerging from the 
(jftar*) wires thus constituted are called 
erutis. In those wires the 7 svaras should 
be located in their proper places. The first 
shall be called the Dhruva Vina, and the 
eecond Cbala Vina, That from which the 
svaras are deduced (reduced} (22?i2) 
(under—toned) is said to be the Chala 
Vina. That from which the Svaras are 
not deduced is said to be the Dhruva 
Vina. The Chala Vina having three wires 
should be sounded and we shall describe 
how the same should be done. Wise men 
must place the 7 svaras in their order in 
the last but one wire (counting from the pro- 
limity to them). All the seven siaras in 
the Chala Vina are one sruti less than those 
in the Dhruva Vina. The Second wire 
also being sounded sbonld be constituted in 
a tune which is less by two svaras. The 
Gandbara and Nishada of Chala Vina will 
raerge.in- the Rishabba and Dhaivata of 
the Dhruva Vina. And then similarly the 
third wire also. Then the Rishabha and 
Dhaivata of Chala Vina will merge in the 
Shadja and Panchama of the Dhruva Vina.

107 to 112*
Then the fourth HTCWT also should be 

made (similarly), then the shadja madhyama 
and panchama of the Chala Vina will 
respectively merge in the nishada gandhara 
and madhyama of the Dhurva Vina. By 
these few saranas (Tunes of the four wires) it 
wilT.be evident that the chala srutis merge 
in the 22 srutis d; the Dhruva. 113'to 115,

M .............. ■ . a

There shall be no more 'reductions
( an w j u i ) as the quality of a Svara is 
marred when sweetness dwindlesaway 

< (as there can be no svara when sweetness 
dwindles away). Thus by 2*22  and 

lIn<-27 the (the number) of the
srutis should be learnt for the purposes of 

demonstration or performance.
116.

The vina fitted with 22 shining 22  s 
should be constituted. In the same vina 
(learned) men constitute the 66 different
srutis and 2*1* etc differences. 117

Having thus determined the enuumera- 
tion of (he srutis by means of the quadri- 
ple wire tuning in accordance with the 
usage of musicians we now proceed to 
describe the origin of Svaras. 118

Svaras.
I do not see any the slightest difference 

between the Sruti and the Svara. How is 
it that the Svara is born of the sruti? 
Our answer is this : the difference arises by 
virtue of this or that being the dominant 
factor (312ST) in the same way as curd etc., 
are mere transformations of milk. In a 
place covered with dense ^darkness things 
like a pot are illuminated by the lamplight. 
Similarly by taking two viewpoints we get 
the Svaras from the srutis. This the 
(or resonance) which though born of and 
depending upon the srutis is yet different, 
is called the Svara. The great sages have 
said that the Svara has thus become ple­
asurable by itself. The.jSrutt scale is for 
counting (for affording the measure) and 
the essence of the svara consists in the 
snj î'OT. I shall now state the five Jatliis 
of Srutis following the method of Sardula. 
They are thus ennmmerated: TWT,

Bnd I shall now describe
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the points of distinction among them indivi- ' The second is 3TPlf?re;T SHfftcft. ■ i
dually. 119 to 123
' 3[l&f is of four kinds: namely HiSTj
^ ^ f ,  and TUT. '■

isnffive kinds-namely

The third Jati called Koruna is of three 
kinds namely ^TT^eff 3hoslP**if &
•This threefold division is given by Kasyapa_ 
The fourth called >9 divided into 

, da'h.li. rftRr,.and' K l ^ l .  - This is declared 
by those Who have known the School of 

’ Durga. The Madhya is of six kinds namely 
-Cbandovat, Ranjariika, Marjani, Raktika, 
Ramya and Eshobhinika. Thus Easyapa 
Yashtika and others have described the 
twent y, two different smtis. 124 to 128

Names of Jatis.J
I shall also recount the names of the 

srutis which stand related to the svaras. 
The first sruti is ^ftTcfcn-.

The second is a im cm  
The third is •<45*1 
The last is *rs*IT w«-̂ )=kO,
These four, are the Srutis of the Shadja 

and in the last of them emerges the king of 
svara3. Now I shall specify the jatiot tho 
three srutie occupying the place, of the 
Rishabha.'

The first is tn^uii 
The second is 1T«TT

and the third is 128 to 131
In the last the Rishabha manifests itself 

by the two Nn/fia which occupy the region 
of the, Qandhara. is the first and 

is the second and Qandhara 
emerges from the second. Then I come to 
;he Jathis of the Srutis which as stated by 
Jharata occupy the region of the madhyma.

Tho first is ffcT T  132 to 133

The third is
and the fourth is JTWT *uJiPi'r.(.
Upon the fourth rests the, madhyamj 

svara:

Following Yashtika I now describe the 
jatis of "srutis which form the basis of the 
Panchama. 135

The first is 
The second is
The third is «l|^Iachi and
The fourth is 131
The Panchama svara always shines forth 

from the last mentioned sruti. Following 
Dattila, I now describe the jatis of the 
smtis occupying the Dhaivata region. 137 

The first is tT̂ ?cft.
The second is 31 PUTT d f l f r m  and 
The third is JTWlKltii.
Upon this last rests the Dhaivata, and 

therefrom shines forth. I now go to the two 
srutis which form the basis of the Nishadi 
svara following the dictum of Durga.

The first is 138 and
and the second is 139
and the Nishada svara shines with ran 

excellence upon this last. Thus the 1 
svaras and the various srutis which for® 
the basis of the svaras have been dealt 
with in accordance with the learned tradi­
tion. The shadja eto ’ svaras in tbeir 
suddha character which form the sole bash 
of Raga formations have thuB bees 
described.

Vikritalvaras.
Now we take up the vikritasvaras 

their order, those which form the bash 
of other Ragas. Vikrita svaras are twelve if 
number and their identity is as follows- 
The suddha svaras have been ascertain*1* 
and also the twelve Vikrita sxaras. The;*
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ras are said to1 be the basis of the 
fgence of all the Ragas. 141, 154, & 155. 
-The determination o f the Svara 

! "distinctions.
ese distinctions as shadja etc.— 

e'ii'ce have they been derived? From 
man or from the methods given in the 
tyana Veda or from an examination of 
pience of music itself? How are the
notions to be accounted for? One•1̂‘- *
er j i s these distinctions are clearly 
^the direct experience of men versed 

rses, in the. sciences, and they are 
ibwn in the scienoes. There are seven 

.,in the Sams Veda, Erushtx etc and 
"are also seven svaras in the sastras. 
the distinctions as sfN1,

are not in vogue in the science of music, 
'great servants of music like Mathanga 
ula and Yashtika have given 
tliese distinctions of Svaras which 
.dfor the delight of all beings from the 

the man and the beast. When we 
Btigate.the matter on the lines indica- 
X them we find these distinctions 
nfag even in the sounds of animals 
»irds. The peacock, the chataka, the 
the krouncha, the kokil, the frog, and 

^hphant give expression to the seven 
^beginning with Shadja reap ec- 

fln their voices, distinctly and unm is-
155 to 159

e'spqras again form the divisions name - 
’ ’Satnvddi, Vivadi, and Anuvadi. 160 
prder.shall we explain the definitions 

hll the form classes. That Svara in 
io upon which there is frequent 
Jjiasis is called the vadi. The vadi is 
6d the king of svaras, and is always 

inent. The svara which is 8 Srutis 
from that is the minister. And another 
later -is the Svara which is twelve 

removed (from the king of Sva ras) 
are called Simvxiis bring placed

*

after the 8th and then after the fourth 
. Srutdis. pfispada and Gandhara as 
destroying the. harmony offiveswiras are 
called Vivadis. So the great Sages have 
said. Ordinarily the two (Ri and Dha) are 
Vivadis with the five and Ri and Dha 
are (also) mutually Vivadis. (enemies). 
This is the opinion of a different school 
expressed by those well versed in the 
scientific works of Sardula. Those that are 
not Vadi, Samvadi or Vivadi and simply are 
the followers of the king and the ministers, 
they are said to be theAnuuadi svaras by 
Yashtika and others. 161 to 165

The family etc. o f the Svaras.
Shadja was born in the line of the celes- - 

tials. Similarly also gandhara and madhyama. 
The Panchama was born in the- line 
of the Pitris and Ri and Dha in that of the 
Rishis. Nishada was born of the line of 
Asuras. Thus is given the genesis of the 
Svaras. The Chatusruti is of Brahminical 
origin, Thri Sruti ot Eshathriya birth and 
Dvi Srut of Vysya stock, the Kakali and 
Kantara, these two are of Sudra birth.

Shadja is known to be of lotus-like 
splendour. Rishabha is of reddish hue. 
Qandhara is of golden colour. Madhyama 
shines like the kunda “flower (white). 
Panchama is greenish, Dhaivata shines in 
yellow splendour, Nishada is of a mixed- 
hue. These are tbp colour distinctions' of 
the svaras. All the seven svarap • beginning 
with the shadja, were born respectively in . 
the Seven Dvipas namely the Jarabudvipa 
etc. 166 to 170

Agni, Brahman, the 'Moon, Lakshim* 
pathi (Vishnu) Narada TumburiV and 
Yakshapathi (Eubera) discovered the Seven 
Svaras respectively. Agni, Brahma, Saras- 
wathi, Siva, Vishnu Ganesha and Surya are 
the presiding deities of the svaras in the. 
given order. 171, to 172
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The Chandas (or metre of the Svaras) are 
as follows: Anushtup for the first (Sa), 
Gayatri for the next (Ri), Thrishtup for 
the next (Ga), Brihati (Ma), Pankti (Pa), 
Ushnik (Dha), and Jagati for the last (Ni). 
Sa and Ri denote Vira. Adbhuta and 
Raudra rasas (Heroism, wonder and 
terrible fury). Dha represents the Bibhatsa 
and Bhayanaka rasas (Disgust and fear). 
Ga and Ni should be associated with the 
Karuna Rasa (pathos) and Ma and Pa with 
Hasya and Sringara (mirth and love). 173

to 174
Thus have been described the Chandas, 

the Rishis and the Rasas etc of the seven 
svaras.

Gramas.
A Grama is a group of svaras forming the 

basis of the Murchanas. The great sages 
who had known the truth of the science of 
music say that this is the definition in 
general (of a,, grama). Of the three kinds 
of gramas the Shadja grama is said to bo 
the first, secondly the Madhyama grama 
and the third is the Gandhara grama. The 
Oandhara grama does not exist in the 
human world. It is fit to be sung only by 
Narada and others. 175 to 177
j. When the Panchama stands upon its own 
fourth sruti the group of Svaras con­
taining that (Panchama) >ls given the name 
of the Shadja grama by the Rishis. 178

If that Panchama giving up its fourth 
sruti takes it stand upon the third sruti 
the group of svaras associated with it is 

^known as the madhyama grama. 179
V 'l f  the Gandhara seizes the (two) srutis 
*of Ri and Ma. and Dha seizes the Srutis 

,o f  Pa and Nishada rests upon the (two) 
srutis of Sa and Dha the grama is,called 

•Gandhara grama. The Shadja grama being 
the-first and alsq as’ mainly consisting,of -

Samvadis, is considered to he the 
prominent among the gramas.

As the madhyama grama involv 
dTopping out of certain Srutis it a 
next in importance (to the Shadjagrama 
it is prominent in Oudava and 
Ragas. *

The Gandhara grama also is importag 
being of a divine origin. The Adhid 
of the gramas are respectively. VC 
(Brahman) Lakshraisa. (Vishnu) 
Mahesvara. They are fit to be 
Hemanta, Grishma and Varsha ee 
respectively. They are suspicions 
appropriate for being sung in tbe foren 
noon, and afternoon in the day. 182

The Murchanas.
Having thus explained etc. three gra 

we proceed to describe the murchanas; 
The Arohaiui and Avarohana in orde 
the svaras go to make up tbe Mur 
They are seven and seven in the 
gramas. Together they are of 14 kinds a 
1st M, in Sh.Gr. is called the,

the 3rd ^vRTRrTT, 4th 5J<<4-$Ml 
6th 3T»RR>RTT, 7th 

The first panchama born of Madhy 
grama is SfVtfalT, 2nd SrftotTKlT,

4th 11 5th RTR”f ,
vksft and the 7th Yashtika'
others have thus been described.^184 to 

The first Murchana calwal Ui 
Mandrika commences from.if 
Shadja.

The Arohana is up to the':*jj/i3Xadct ,t 
Avaroha is down to the shadja.'^x, '

2. Rajani—From Nishada, up to Dh 
vata from Dh. down to Ni. .

3. Uttarayata— 
down Vo Dhaivata.

to Pancl'a
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5. RctiO^iti,—R'^H^RR to Ga—down to
madhyama. 1̂ 0

j 3I>5RiT?rfT—R?i( Ga to R’t’R Rishabha 
joWn to Gandhara. 191

arfiioRnl— R^i( Rishabha to Shadja 
jowl to R*J^R. 192

\jje .proceed to describe the nature of 
be Murchanas of the RWR —
jfBjJIRtiltT to RHR ga. (ma in the middle 
-tave) to octave ga in the higher Avarohana 
ownto Madhyama octave,) 193 & 194
2. Crft'RPRT—ga (mid oct) to #Ri (high 

ec) avarohana down to mid oct ga. 195
2. ItMdl— mid oct Ri to High Shadja

down to mid oct Ri. 196
4. 5I-S.HUI— mid oct shadja—to Ni shada

down to shadja. 197
5. RPff — lower oct; Nishada to mid

oct Dhai down to L. O. ni, 198
6. R~kRf lower oct; Dhai to mid oct.

Panchama down to Dhai. 199
7. — lower oct ; Panchama to mid
'adhyama down to Panchama. 200
These are the fourteen murchanas of the

two gramas.
If Nishada occupiesthe place of shadja 

hen the murchana called Rajani results. 201 
If tbe Dha and other svaras take the 

place of Shadja those murchanas will 
result in due order\i.e,) the Uttarayata etc. 
Afterward&eliminate in order the shadja 
and other jg jbaras and when gandhara 
aaclies th"d?F place of madhyama the 

Mitrchana l̂. called the Harinasva. In the 
fame way .upon the Rishabha and other 
ivaras occupying the RWR^U the mur 
‘(inas namely”Kaiopanata and others take 
their stand.- Some are of opinion that you 
houTd again eliminate the Madhyma etc.

, 202 t<5 204.i

Each of these murchanas are again sub­
divided into four kinds in accordance as 

,they are 5PU 5 or include the Kakali. 205
Thus they are 56 

in number. In all these seven murchanas I 
shall recount the method of calculation. 
Among the murchanas contained in the 
shadja grama the numerical designation of 
a murchana is the same as that which 
the shadja possesses in it. This is the 
rule with regard to the uttara mandraka 
etc. 206

Among the murchanas contained in the, 
Madhyama Gramas the numerical designa-- 
tion of a murchana is identical,'fwith that 
which the Madhyama possesses in it. This 
is the rule with regard Souviraka etc. 207.

Suob murchanas are of seven kinds 
by virtrue of the 1st, 2nd, 3rd, 4th, 5th*the 
^R 1 6th and the 7th svaras. Thus they 
are 50 in number and each being of seven 
kinds the total number is 392. _ 208

Thanas.

When in the course of uttering the, 
Svaras in order, a svara is left out the 
Suddha Thana results. Datha and Kohala, 
have taken the Thana to con&'ist of Shade wa- 
and Oudava—two divisions. When one syarA 
is leftout it is Shadawa when two su/araS' 
are leftout it is Ouflava. We shall parti-  ̂
cularly describe the varna svaras in the 
Shadja gramas. Shadja and Rishabha and 
Panchama and the 7th (Nishada) should be 
ommitted in the several variations. The 
varieties thus formed will dumber 28 (4x7). 
The Thanas . having 5 svaras only* will' 
be Oudavas. 209 to 211/

Panchama and Shadja are ommitted in- 
the case of Seven Thanas and Gan­
dhara and Nishada are ommitted in the 
case of Seven Thanas. • Seven others-drop
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out Dhaivata and Rishabha. They are thus 
twenty one in number. Thus the Suddha 
Tha Has in Skadja Gramas are 49 in 
number. Now we shall describe the Suddha 
jThanas of the Madhyana Gramas. 212 to 213 

Seven leave out the Shadja.
Seven leave out the Gandhara.
Similarly the Rishabha.
Thus here the Suddha Thanas being 

Shadavas are 21 in number. The Oudava 
Thanas are only fourteen in humber. 214
t without Ri and Dha \ 

“ t. / 215f  without Sa and Ga.
When twilled the Oudava and Shadava 

Thanas are 35 in number. In both the 
Gramas the Oudavas and Shadawas go to 

jnake up the number 84. 216
When the Seven Svaras are uttered 

irregularly and when the difference arises 
. from the Thanas being full or with ommis- 
sions then result the *t>4«flHls. I shall re­
count their number for the information of 
musicians. 217

-■ When one svara is ommitted the Kuta 
Thanas are Shadawas, Rishis estimate 
their number as 720. 218

When two svaras are ommitted tb 
Thanas become Oudavas.

Yashtika and Datbila and 
fix their number as 120.

By ommitting 3 svaras .Kuta Th‘S 
4 svaras only result.

Turrtbv.ru and Narada and othen 
they are 24 in number. t H

When four svaras are ommitted thju 
Thanas of three svaras only are 
at. Nandi and Hanuman and others 
their number as six only. 22ll

If 5 svaras are ommitted th fl  
Thanas df two svaras only result. K o  
and others count theirnumber Jay 
If six svaras are ommitted o n e s  
alone remains. It is denied that onH 
by itself can ever begin a Thana ; it <1m  
form a Kuta Thana. 223^

By Virtue of regular and irregular^ 
sance of the seven svaras the Kuta 
are calculated to be 5010 in number.^

The same number of Kuta Th 
available to each one of the Murchanal 
total number is two-lacs eightytwoj 
sand two hundred.
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l~ss ĵpieurBQiSBisit. flu Quesarui6BoR

m Ssor u9 eo
BQjpp 'Qp3k.(Tj£p e£G&epj£fî T)6V g)a/030 
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vTtsft i
^311^^ ^5f: II. . '
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« ŝn)iUfTtl Qoj.t &iTiuGp Crfen) Gin' 
6unrfl&pujQ M GJsirp Qp&QintTlfi *.

u a 6naVs)ia it6vdiL. *;
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^jssn— uedGihTjy G uQ t Queriuu

guy;0  '' e_u/5ajo3rai OjfujpljiBeui.iQ'ifiwtSaiv
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| Greetings an6 /llbessages. 1
îiiimiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiii>iijiiiiiiii!iiijiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiitiiiiiiii!||||ii|t||[|||iiiiiiiiiiitiii|iiiiiiiiiiiiM

Military Secretary, Government House
Madras:—His Excellency desires me to 
acknowledge your letter of the 5th of 
February and wishes me to say that he is 
very much interested in the efforts of the 
Music Academy, Madras, to advance the 
science and art of music, especially Indian 
music. He trusts that those efforts will 
meet with the success that they deserve, 
and wishes the journal all prosperity.

Ragini Devi, 269, Sullivan Place, Brook­
lyn,'New York: —Systematic music probably 
had its birth iu Vedic India from whence it 
Bpread its influence throughout the ancient 
world. Since then the music of India has 
followed a consistent course of development^ 
first, as the descending modes of the Gand- 
Jiarva Grama based upon the descending 
Harmonic series (arithmetical division of the 
monochord)—*and later, as ascending music 
(Ragas) based upon the harmonic series of 
overtones. Thus the Aryan system of music 
has always had a natural scientific found­
ation ; as I endeavor (jo bring out in my 
forth-coming book on Hindu Music.

The modern problem is now to realize 
once more the scientific system of twenty-

two srutis. Also the arts of singln' 
play ing,mridanga etc., should be piop

The amazing development of Hln’ 
has already been highly appreciate 
West by Leopold Stokowski, tk 
famous musician and symphony con 
who visited India and called Hind 
a divine art.

The writer was recently iuvited 
to give a program of Hindu songs 
his large and discriminating audi 
Philadelphia.

The music of India is not only one 
highest arts of human expression,?- 
scientific basis is far in advance.’ 
system in the world today. Unfort 
India does not yet realize this fact.-

I believe that a Quarterly Joiirii 
Music is an effective medium to >uL 
music lovers and scholars in all' 
India-and I am sure it will be an im 
faotor in the solution of India's'm 
problems.

I wish your noble venture all succe 
I sincerely hope the public will app_ 
and support your effort.

pm....................... ........... .........................................mi.. ... .

Gorresponbence.
iiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiM:iiiiiiiiiiiiiiiiiiiiiii:iiiiiiiiiiiiiiiiiiiiiii'iiiiiii!iiiiiiiiiiiiiii>iiiiiiiiiiii>iiiiiin̂ -

Subrahmania Iyer. Military Accounts 
Pepartment, Bangalore:—I am glad a 
jjusic. Journal in our parts has become an 
(ccotnplished fact. There is an opportunity 
for Music—lovers to meet on a common 
latform and discuss some of the business 

problems of the day, 6uch as, the theory of
1 GrufhfJt*

This theory has been an ancient one and 
,s such has been recognised successively by 
Bharata, Narada, Sharangadev, Vittala, 
Ahobala, Ramamalya, Somanata, Vankata- 
makhi and even Adrejarkunallar. The 
modern musicians fortunately lost ils text 
and have been groping their way from 
blunder to blunder to find it out.

‘ Meanwhile a new theory of 24 Sruthis 
sprang up and during the time of the late 
Mr. Abraham Pandither, made enough 
noise. It then appeared to subside. But 
last July, in Madras it has made a faint

echo through a book Styled " Meladhikara 
Lakshna ” .

Thanks be to Mr. T. L. Venkatrama Aiyar, 
B. A. B. L. for the kindness with which he 
proved to us in a scholarly way, that the 
above book was after all a “ Still-born 
mass,” and thereby avoided the necessity 
for Mr. P. S. Sundaram Aiyar to further 
beat it to death. '

No name of the author; no date of the 
book; no lakshana gitas for the melas; a mere 
congeries of Svaras without principles; a 
mere catalogue of names without explana­
tion ; and a mere heaping of the @624) 
Melas without even an attempt to compare 
and identify them with any of the current 
Ragas.— With all these glaring defects, to 
make a statement that this book has “  made 
out a case” for 24 Sruthis, is to my humble 
thinking as much humorous as the remark 
of an Irish Judge at the end of a tri(ftj 
" there stands an honest man who stole 6 
pairs of gloves.” •'

f  !mnmiiiiii:iliiili:iiiiiii:iiiiiiaiiii iiniii iiiiiii iiiiiiniimi mm, : .m  miiiriiiiiiniiiiiriiiiiii mini mini imiiniinli iiiiiiiiiiiiiiiiiiiiilliiumi g

I. IRotes anib Comments. I
mi jiii:<i iii,in mini mini mini mini u

The conference of experts organised by 
the Academy during Easter last was 
remarkable in more ways than one. It was 
fairly representative in that scholars and 
musicians not only from the Tamil Natl but 
•Iso from other parts of South India includ­
ing Karnataka, Andhra and Kerala came 
together for a frank exchange of views.

April 30 and lasted for the three days follow­
ing. By declaring its firm adherence to 22 
srutis no more no less, to the Indian Scale, it 
laid at rest, we hope for ever, one of the bit­
terest controversies relating to musio. It has 
given the frequency ratios of thosq srutis to 
the fundamental, specified the typical ragas 
in which they occur, and considered eleven

tos conference began on Friday the 18th of- out of the twenty^ ragas mentioned Jintethe;
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questionaire. It is no exaggeration to say 
that this is an achievement and a record from 
the point of view of quality and quantity. 
The proceedings were marked throughout 
by a spirit of good will, reasonableness and 
tolerance on the one hand and earnest en­
quiry, searching criticism and candid ex­
pression of opinions on the other. One 
particularly noteworthy feature of the 
conference was the frequent demonstration 
instrumental and vocal, to explain and illus­
trate the view points. A report of the pro­
ceedings will appear in our next issue.

The Academy has yet another celebration 
to its credit The memory of Syamasastri 
was revered on the appropriate day, 8th Feb. 
1930. An interesting lecture by Mr. P. Sam- 
bamqrti was followed by an able rendering 
of the songs of the great singer by Mr. Tiger 
Varadachariar and others. The rhythmic 
beauty which is so charactereslic of the 
pieces was well revealed. Here we are 
tempted to make a brief comparison of the 
Eritis of the 'chree great masters of South 
Indian Music- In the songs of Tyagaraja 
melody predominates, without rhythm suffer 
ing in the least. In those of Syamasastri 
.the rhythm prevails melody suffering 
nothing. In the Eritis of Muthuswamy 
“Diks^ltar melody and rhythm are full and 
well balanced. We hope that the musicians 
and music lovers will cultivate a taste for 
the inimitable songs of'Syamasastri unde­
terred by the preponderance of the rhythmic 
power in them.

We are glad to note that the Government 
have taken steps to introduce the subject 
of music in the B, A. courses of the Queen 
Mary’ s Oallege from July next- The chief 
Minister, the Director of Public Instrqction, 
the-Principal of the Queen Miry’s College 
and the Syndicate of the Madras University

1S6

all deserve our thanks for the' paren 
interest they have taken in this mat 
The promptitude of the executive o fj 
Academy in making the representation 
the Government and the quick respp] 
from the latter have made two things pjj 
one, that organised representation by 4 
ponsible body can influence the Gov 
ment; two that in appreciating the di£ 
ties of the people the heart serves! 
Government better than the head, u. 
Government were always inspired frojl 
former source there would be little t m  
in the land. But alas I Life is noj 
music.

The School Sangita DemonstfM 
Committee arranged for an exhibition 
mass singing by school girls in the Must 
Theatre. It is an interesting experiif 
worth persueing. Group singing, how^ 
is not uncommon in this country. . 
chants, Bhajana parties and certain 
functions when girls sing togetheri 
familiar instances- But it must be obser 
that in all these cases the element of ml 
is not very high- Indian music in its 
phase is too individualistic to be compat 
with mass singing. Still, we welcome* 
demonstration if only for clearing a 
conception that Indian music allows] 
room at all for collective singing.

On this occasion a nice speech was 
vered by Mrs. Subbiroyan briefly reviev 
the progress which the art of musics 
recently made and referring to the servifl 
of certain bodies and persons in this behaD 
We were however, surprised beyond meastl 
to find that no mention was made of A 
Music Academy Madras, the one instit utii 
more than any other which has been ceas 
lessly working for the advancement: 
Indian music-
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The Indian Musical Scale : its Development and Continuity.—: 
By Mr. Hulugur Krishnachariar, Bharatiya Sangita Sala, Hubli.

Svaram elakalanidhi, Introduction.—By Mr. M.S. Ramaswamiy 
Aiyar, B.A., B.L., L.T., Madura.

The Tambura as a Sruti-accompaniment in Indian Music.—B ' 
Prof. D. Yenkataswamy.

My -Musical Reminiscences.—By Mr. T. Lakshmana Pillai.

Ra g a  Classification in Indian Music.—By Mr. P. Sambamurty* 
B.A., B.L., Lecturer in Indian Music, Queen Mary’s College, Madras.

The Ear ly  WRITERS ON Music.—By Mr. Vinjamuri Varaha Narasim-. 
hachariar.

SANGITA SUDHA—(Translation of the music passages only).

San g ita  Sudha—Sanskrit—(continued).

Translation of Sangita  Sudha (continued).
9

PlJR AND ARAD AS.—(in Tamil) By Brahmasri Bhagavatar Soundararaj 
Aiyangar (continued from P. 153).

The Experts ' Conference April 1930.

Note* and Comments.
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BOOKS
ON

KARNATIC MUSIC
BY

VIDVAN K. V. SRINIVASA IYEN

t
t

f

f

*Adi Sri Tyagaraja Hridayam (with Svarams and ) 
Notes, 3 VoU.) in Telugu and Tamil separately. /

(3 vols). Rs. 10 0
(Each).

' j. *Adi Tyagaraja Keertanams (650 Kritis Telugu & Tamil). Each

: Y *Adi Gana Bhaskaram (Telugu).
A
1 *Adi Sangita Sudhambudhi (Telugu)
T ‘
i

2nd edition revised & enlarged. 

Bharata Keertanams (Tamil).

*Adi Sangita Ratnavali (Tamil).
4th Edition—A Self—instructor.

*Adi Sangita Rasarnavam (Tamil). 
3rd Edition revised and enlarged.

f! *Adi Sangita Chitrambari (Tamil). ,,
r  ■ •

BY VIDVAN P. B. SRINIVASA IYENGAR, B.A.

4 0 
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7 0

3 0 

3 8 

3 0

2 8 

1 0

Adi Sangita Sarv-artha Chintamani 
(with Svarams and Tatpiryams) in Tain Rs. 2 8

* These books have been approvetl for class use by the Text Book Committee 
Madras.

W hen writingAo'^kd ve .̂ isers. plealio iaention this JoufhalT'^

M . A D I & CO.,
P U B L IS H E R S  O F  M U S IC  B O O K S.

1 1 1 2 8 6 , Esp lan ad e, A p p a h ( B u ild in g s, M ad ras.


