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A discussion about the place of music in
2 scheme' of education involves two
Bints:—(1) why. has music been found to
B incompatible with the present system of
Bucation ?

&(2) How can the présen.t system of
ucation be so mod:ﬁed as to make music
n mtegral part thereof?

g Justas Sir John'Slmon and his colleagues
lumphantly = marched throughout the
bngtit and lnmdth of our land, though we
v'xed from house tops and condemned the
Hatutvory Commission from the very time
K its inception, so too our present ~\ stem
K cducation triumphantly flourishes all
pund our country, though we have been
ing from house-tops and condemmnﬂ it
fom the very tlme of its formation., ¢

A distinguished friend of mine onCe made
what seemed to be an astougding remark
that all the graduates the Senate House
manufactures, year after year, are so many
RAvanasincarnating time after time, When
called upon to explain his metaphor, he
came forth with a thundering - reply.:

“Mind you that Rivana ®asa person.of
very mighty mle]lect .Just as a-steam-
engine is called 100 horse power and just as

a Washington Light is called 100 candle

power, so tos, Riavana was, and may even
now be, calied 10-lead [ower. \'ot l..dt lie
had lnterallv ten different heads over hlS
shoulders but t‘\at he had, in his one head
the brains of ten ‘highly intéc!letu al persons

all rolled into one. Unfortunately, Lis head

‘alone was developed, and not his keart. So,

if any aggricved person cried before him

#lace of Mysore, on the night .

compiiment the lecturer: - ¢

A Iu.ture dchvcred 1\ fore ine royal presence of ILE
I Novemter I, 1528, i

the Mahacaja of Mysore, in Swmmer ”
d of which His-Hizline

_atthe Ll 38" was pleased
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and shed t'ears; he would forthwith collect
all those tears in a botile 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 wiat 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 needéd remedy ?

Schools and colleges form but 2 part of
whole machinery of the human society and,
as such, cannot, ordinarily, but reflect the
qnentality of that big soceity. What is
the mentality &f the big human society but
that which continues, even in this twentieth
century, to prefer ornawment to utility,
decoraiion to dress apnearance to function,

and display to use?

Ask, forinstance, a tatooed barbarian as
to why he took extrzordinzry 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 replr; “ To strike awe
into my inferiors.” Ask a fashiunable
belle as to why she labours to plaster her
hair with pomaium and resorts to all kinds
p:'nking‘, ewrd patching; and she

of r\,i_ﬂling!
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will hasten to toll i senerally unpalatable to them.

conquests.”
to why she wears so many dlamo

]”(h acl
ince thus the tread of humanity’s mind

. been more for display than use; it is
_ wonder that the trend of our school-
b i.college education has been, all along,
qe in the samedirection and largely
ccml'i: for the preference of intellectual
Bdies o those that are calculated to
Bvelop me feelings. Since music comes
der the latter category, it goes without
ymg that it has been found incompatible
ith the present system of education.

Dr. Rabindranath Tagore only backs me
P wlen, in his centreof Indian Culture, he ob-
. ;vcs; *ILike the moon, we pretent,to the
. of world-culture, only ond side of our
e, which is intellectual side. We do not yet
Iy realize thet our other sides also
quire the same light for their illumination.
bom the educational point of view, we
Pow Europe where it is scientific or, at
t, literary. So, our notion of the modern
is limited within the boundary
of grammar and laboratory.
e almnost completely ignore the asthetic
of us content with quietly unfold e of man, leaving it uncultivated, allow-
own individualities, to the fu g weeds to grow there. Therefore,
directions, but have a.restless cré.y -in, [ have to give utterance to a truism
impress our individualities upon othe nd say with profound seriousness that
in some way, subordinate therp.' usic and the fine arts are among the
ghesi means of national self-expression,
jthout which'the people remain inarticu-
hie. Our conscious mind occupies only a
Puperticiz] layer of life
Nind is s«lmost fathomless
here the wisdoin of countless ages grows
3 base, like the great coutinents
Qur conscious mind finds

l)lu

many useless pieces of knowldge;
will exclaim: * To pass the exa
and secure a position of influence.”
a prince, as Ruskin observes in his B8
and Lilies, ** desires to sit on the thro[i
because he believes none else caf
because he wishes to be addressed]
Majesty by as many lips as may be b
to such utterance.” In the same
Herbert Spencer remarks, in his. E4
Education, "“To get above some
reverenced by them and to propitiat
who are above us—is the universal
in which the chief "energiea
are expended. By the accumula
wealth, by style of -living, by bea
dress, by display of knowledge
tries to subjugate others. We ard

ahlture

“ And thus it is which determi
character of our education. As, thron
life, not what we arz but what-we sha
thought of is the question; so, in edud
the question is not the mtrmsm val
knowledge so much as the extrms 4
on others.”

; the sub-conscicus
in its depth,

from it
yond our ken.
B expression in numerous deliberate acti-
repass beforg our
mind, where

The head—education, so to speak
along is given in our schools and ties which pass and
enables the students.to make a full ew.. Our sub-cons
of their intellect, in which act-they nati@gwells cur soul, must_(.xlso Gaveiis adequate
Iy tako delixht; whlle the heart —edua podia of expressior. These
will compell them to exercise sclf- cofoetry; music, and thfe arts,

ricus

&TC

the

media

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

“Duaring the Mozhul Periad,
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. OQur 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
they are so deep in the soil that they can-
not be transferred to a distant land, unless
the soil itselfis 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 usin 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.”’ .

music

Europe, where

Due to this narrowness of culture, thet
abtains in our country, I again repeat
found incompatible
|‘f

now
that music has baan

with the prosent iibconceived svslom
education.

[t now remains for e to ennsider the
ather question as to how t{e present system
modified jas to

include music as an integral par: thereof.

of education can he so

It is said that the three cssential parts of
Y ‘nuIn.m body, requires
the .

Corres-
man

each of which

development iz iis awn Ere
stomach,dle head,

pondingiy, all the’ arts,

way,
and the heart.
wlhich s
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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, hiz head; and
the fine arts, his heart. Since the stomach,
the head, and the heart ara 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’the earth.

On ultimate analysis, the mechanical
- grts point to.this world, and the fine arts
point to the other; while the liberal arts
stand midway betwecen the two and merely
cultivate the head-power of man, eventoa
stiffening degree. Qa account of the wmid-
dling, thrisanku—Ilike position w~hich 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 he undergoing uselzss, and godless edu-
caiion-—-wuscless, bhecause the problem of
unemployment stares them in the face, here
below ; and godless, because the problem of
_irreligion stares tiien in the face, there
above. '

In his Discourseon Artsand Sciences, Jean
Jacques Roussean made a tirade against
the liberal arts and, in the fervour of his

‘.entbusiasm, want even to the extent of
decla.mmg in a little exaggexatrd form 3

‘\s*ronom) i3 born of superstition; elo-

cupations? And what better work
Foc

quence, of ambition; geometry, of .
ovl-and-College libraries do even

physics, of an idle curiosity; audl.' ar Sl
philosophy, of human pride. Thusjik .,
(liberal) arts and sciences owe theirlg

40 our very vices. Their evil origh
indeed but too plainly reproduced
objects.”,

I contend that the one-sided
., ion, DOW in vogue, must be made
' eided, How?
B o utiful simile, employed by Herbert
b cor in liis Fducation, furnishes us wilh
Biting answer. A florist cultivates a
i for the sake of its flower and regards
oots aud leaves as of value chiefly
use they are instrumental in producing
fower. While, as an ultimate product
fqower is the thing to which evgry thing
ijs subordinate; the florist konws that
roots and leaves are intrinsically of
ter importance, because on them the
ation of the flower depends. He fur-
b knows that it would be a great folly
his patt,.if, in his anxiety to obtain the
Ber, he were to neglect the plant. He,
[lrelore, bestows every care in rearing a
Ithy plant, though the ultimate object is
flower. If on the otber hand, he allows
B roots of the plant to rot and its leaves
Bfade and if he, nevertheless, takes elabo-
e pains to beautifully paiat such rotting
ts and fading leaves and thus makes it
olutely impossible for the plant to blos-

Apart from this exaggeration, one’
is certain that, wherever the liberal]
went singly and unaccompanied _"
other two, the temples of virtued

of vice.

So long as a country did not
a fetish of  learning but, like §
had an eye on the development of vi
that country flourished. But the my
when the learned men, pure dud iy

much of philosophy ruined Gre
much of eloquence ruined Rome: ¢
of commerce ruined Europe; and to
of communalism now ruins India.

The exclusive teaching of the liberagl
must, therefore, go; and they inn
supplemented by the other two
mechanical and fine, without which
liberal arts will unnecessarily beigh
importance of scholarship, wit, and’fa
nuity over and' above commoa "
honesty and magnanimity -and wi
mizchievously make learning more".
tant to the learned than gobdness .t
good. -

ow. if cJucation is recatded as a plant
ich vavh Al us is tequired to cultivate,
b mechanical arts will form its roots ; the
ral aris, its leaves ; and the fine arts, its

Indced, the fine arts have been

What better proof is required tos 4
tiate the futility of the liberal'arts, una
by thie other two than the shrewdness ed “ tlic clllorescence of civilised life.”
which the. Goths, when they ravaistasa plantisthe product of the roots
Greere, left only the libraries unhurifdleaves which, when carefully cultivated,
the flames, so that the enemies mighifld the desire:i flower: sc toa,
left with a possesion calculated- to (ﬂ life is the product of the
their attention from all useful purpogi’p chanical and iiberal aris which, wien

keep them engaged in'indolent” and gelffelully cultiva;ed, yield the desired eflo:
o T

gwers.

what is
lled the cnvxlh .4
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rescence of the fine arts, [t isthus clear
that though a study, not unaccompanied
by practice, of the mechanical and liberal
arts is of greater importance than and must

.iherefore precede, that of the fine art.‘s; yet,

in rearing the roots of the mechanical arts
and the leaves of the liberal arts, one must
ever bearin mind that the ultimate object is
the efllorescence of the fine arts.

I shall pursue the same point in another
way. The leading kinds of human activitj '
fall, accordlng to Herbert Spencer, lnto ﬁv
divisions, viz.,

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

(2) those that indirectly minister to self-
preservation. e

(3) those that pertain to the rearmg of
children.

(4) those that pertain’ to social and poll-
cal relations.

and ’ ,
(5) those that flll up the leisure parts .of

life. CE

On close scrutiny, the first four kinds
pomt to this world; whlle the last alone
points to the other. I yiéld to ncne m
maintaining that the first four Lmds of hu-
iman activity are very lmpontant‘ yct I
maintaia that the Jast one is oquallv tery
important.

In fast, it has been said t‘)at the wn.'u' m
bnnum of wall-conducted life is v\cll e'-rned
leisure; that the chief objact of education |
is to enablle that life to. fully enjoy , that
leisure; and that the only means whereby
such enjoyment can be most satisfactorily
produzed is the most serious cultivation™ of
the finzarts from infancy onward.

A wordabout * Leisure * will niot be here
out of place and will indecd elucidate the
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point raised. It should bave 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 l'argely depends upon how they em-,

ploy thoseleisure hours. Inbusinesshours,
they are slaves—though willing, yet slaves
after ull. 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 hersweet voice ?
Or Goes he wend his way right up to
an arrack-shop to be welcomed there
with the nauseating froth of the toddy
and its effervescing noise? The origi-
nal statement is only tou true that a
person’s real charaéter is evidenced by the
éfnployment 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. Johnsun  added

Y Noman can be a hypocrite in his own
pleasures . Again, Bacon and Bhartchari
rightly obssrved, as though by inutual agree-
ment; the latter in his Fairagyz Sata/cqm,
“2 secluded place (for enjoing leisure)
leads to salvation, only in the case of self-
resiraining persens; butin the case offave-
sick persons, it is a furtherincentive to t'hat
the former, in his essay on

e

low passion'*;

T Bt afial e
AU AR R,
) ~Bhartrh art.
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yh\'!‘l'-‘;]' and finaliy concluded that all
cn-l expressed but the wmessage of music.
ter D’ater, in his Renaissance, described
jc as the typical, or ideally consum-
L art towards the condition of which
PRTTE. constantly aspire. That
¢ phitosopher, Plato, and his sugcessor,
b ot spoie mainly of music as the first

1 study in their acadamies.

Friendship ** whoever is delighted in g
(for enjoying leisure) is either a wildg
ora God ", -

roarts

form tlreir DUTIES of securing an'}
and indzpendent means of livelih .
i ; i : aremos
;i;scl;argmg the.” par'ental func'tllor-y “(_‘onfu'cius, the Chinese Plato, but
gulating their social and politicEBo ) .
duct; and secondly to wisely eniiibed the senumen'ts of his Greek proto-
PLEASURES of life which theirjJill- Thot keen thinker, Hegel, gave the
hours, deservedly earned, are calBWB place to music; and th.at .keener
to furnish, namely, the fine arts. RBkor, Schopenhaur, thougbt'lt right to
wige, the education is defective; § plassify the fine arts as to glvg-t,he first
Jife, devoted thereto, is not full. ¥ to music and the last rank to architec-

and (o piace the other three between
two. Even the modern thinker, Her-
Spencer chose to label music as “the
@t of the fine arts.” Finallg, our own
BEents described Saraswathi, the Goddess
arning, not as rearing architecture,
¥ us carving a stone, not as paintinga
Wiccape, not even as composing poetry,
as producing sweet music from her

Having realised the necessity of 8
the fine arts an integral part of edqgf
and having also suggested a prop ’
for them in a good scheme of-ed
the next question is:—*" What is t|
whish music occuapies in the galax
fine arts ?” ’

Now, the fine arts cover a wide
subjects. But the classical division1
is only fivefold, viz, Architecture, S
Paiating, Poetry, and Music. W
these five fine arts commands the fit
foremost place ?

ne Vina.

ndeed, all the fine arts may besoarrang-
Hn a series as to correspond to a series of
eclopment in the human mind itself. At
gtage when man thought of everything
This, indeed, isa a controversial quesle but nimsclf and was attracted moro

whereupon no definite conclusion, ol sature than by his internal

sensus of opinion, has been arrived at, gf, the onlv 2 that could possibiy deve-

at the same time, we cannot shut ourd® itsclf was Architecture. When man
to the fact that the greatest artists teegne (o think of himself, the human form
more and mare speak of ell ether fine s i bit enotice; and slowly, the

termis of music. Architecture, for ins iv spirit exbibited itself inthe fine
is called Frozen Music; Sculpturé. S
Music; Painting, Color-Music ; and P
Word-Music. A great Americanarc
Bragdon, showed why certain- pilla; s
beautiful and why -certain propor
light and shade gave o sease®of har

plexed recognition of man by himgelf.
en, laro; -5, humarity was conceived in
Jand wirriing way and wken 8 bappy
ideal”worid was conceived in the place
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way to Paintiag and Poetry. Wlien, above
all these worids practical and ideal, the soul
began to soar and yearn to speak; music
was born. .

« Itis 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 distine-
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 necessary
asssociations of its subject-matter while,
music has nosuchanchor;and it is therefore
free to soar. Indeed, soar it docs, bearing
with it the listening soul into regions that
have no relations with the things of eveify
day life. That is, again, why Mr. Schfwa.b.
wrote: “There is a reach to music that the
other arts have not ; it scems to get to you
in an exhausted mood and qu-ietjé .jand'.
refreshes where a book or-a pfct_ure 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 troly said: “Music takes
man to the very edge of the indefinite and
thenlets him ¢aze, as over a wall, inioits
wonder.”

A cértain geometrician came ‘to thé
same conclusion in his oyn geom.ctrical'
way., Take a point A draw u
straight line A B. Draw another straight

and

line A C. . perpendicular to A B.
From -the centre A at the distance
A B, draw a cirle. We have thus the

* of Chaiess M. Schwad's Where Buginess

Men are Wrong.
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quadre.nt'C A B. Biseot the angle CAB
with another straight line A D; andlet 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,
the jme A.D stands midway between the
Gvﬂl-power and the nerve-power and re-
presents a well-balanced mind. It is'what
Carlyle oalls the “Wall,” over which
fnan is let to gazeintothe wonder of the
indefinite. It is what I would call the
Cultural Line. The capacity to appreciate
music - depends upon the position one
qQccupies i_n'the, quadrant. The more a
_person moves from A D and marches fo-
wards A C, the stronger.his will-power
develops; and his nerve-power, .if any,
weakens correspondingly. Sofier feelings
disappear; and music (oes not move him,
But if he moves from A D to A B, his wills
power decreases and nerve-power mcreaeea.
He then yields to emotion and s, in fact,
carned away by musxc Shylock’ “for
mstance stooa‘ exactly on A C wfnle,
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Remeo end Juliet stood exact'ly on. & -.PLEA F.OR’AN ALL:INDIA SYSTEM

All the three—Shylock, Romeo, and Jgili FOR IND
lived therefore a care-worn life and dig |

a sad death. Again, Kaikeyi stood on Z¥%

while Dasaratha stood on A B. Hel REV. H.

Kaikeyi easily out-beat Dasaratha. i . :
' India suffers from exaggerated communa-
L ;m in political life, from :excessive. varia-
MR in langiage.and culture, and from
hoary localism in.many. forms.. Music un-
rtunately has not been able to escape this
5 alising - and dividing influénce, and the
cult.is that; there is no. one “standard or
ystem for Indian music in different parts
f India. Just as beneath all India’s com-
@ inalism and her religious and -racial
Bl . riations there is an underlying unity, so
130 in Indian music beneath all its varia-
jons is there afundamerntal unity. Other-
ise the task that I have set before.myself
n this paper would be.a hopeless one.
W ven now I am afraid that it will have
hort shrift from those advocates of section-
B diversity who prefer the varieties of local
nd territorrial expression to the idea of

Botlr'the extremes A B and A C are]

their ‘pound of flesh; or, again, like a
count and recount their hoards only te

l Perhaps I may be permitted to give some
Mlllustrations of the difficulties which arise
om these vaTiations of nomenclature and
RBtyle in music. _To begin with we may take
[Rhe cery great differences in nomenclature
@eiwcen the north and the south. The
3 .: hames of the seven svaras are the same for
Il [ndia. That is something to be thankful
jorand is evidence of the.fundamental
ity in Indian music. But their vikrits or
ariations are nemed quite differently in
he north and the south. The south re-
. ains the old Sanskrit names, referring to
facts which have no sivniﬁcance for med-

The mechanical arts’
the liberal

rol!ed lnto one,
him only as an animal;

. Qb

OF NOTATION AND CLASSIFICATION.
IAN MUSIC ‘

BY

1

A.POPLEY

that the meaning has gone to Indraloka
wnth Gandhara Grama. At any rate they
do not indicate nnythmg to us today.
In the north for these same vikrits the term
komal and tivra“ ‘are used, which are equi-
va]ent to ‘flat sharp . Then take the
term suddha'.. In thesouth this isapplied
to the flat of every svara, that is to the
lowest vikrit, probably because at eome
time Kanakangi was the primary scale in
use. However that may be, Kanakangl ls'
not now in common use and it is hardly
likely that it will come into favour w1th
either the musncmns or the popule.ce as 1he
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. S% it means
natural as in western music. The use of
the term in two absolutely different senses
at once causes confusion. L
To take the names of the ragas. In the
south Bhairavi is " quite different {rom" 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 diflerent from the
Todi of the south. Inmany 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 Bhaivav of the north. This
leads to much difficulty in one part of India
understandmr7 the other’s music..
S *‘Agam m the north 1tself there IS greati
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also with Bibhas, Malkos, Hindol and many
other ragas. Bombay also seems to haveits
own differences from Loth these places.

Teke again the raga classification. In

the south we have a carefully worked out
syslem which is accepted all through the
country. Iam not here 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
fuqdamental 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. Atany rate even
pandits have 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 also has
his own system of claesification. °

We have Ehe same great difference bet-
ween the northand the south in the Tala
system. -The nomenclature is quite differ-
ent. Many of the northern talas are not
used in the south at<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. The Chachar of the north is
similar to the Misra Chapu of the south,
So the two systems are quite unintelligible
to one another students.

When we come to notation we lind one
underlying uniting fact. The names of the
svaras and theref,ore.the solfa ryllables are
Ahe same for the whole of India, Thisis g

.the porthetn isystem,..This"

' mPIc alld intelligible to all, both in the
l ost and the cast. The scale of twelve
ptes £0 the octave will then run as
llows ¢

Shadja, Komal ri, Suddha ri.

Komal ga, Suddha ga,

Suddha ma, Tivra ma,

Panchama,!

Komal dha, Suddha dba,

. Komal ni, Suddha ni

variations. But methods
differ, widely. The vikrils are .§
in different waye, the gamakdi
different signs, and the time is
cated in ways that differ from
other very widely even in the same}p
In the south there are great diffol
between different musicians in the c
of time-indications and the varietié’q "
north ure many. This makes itf,‘, i
impossible for a student of music: -3
place to read properly the music of an .
An all-India system of notation is p

I have only provided for twelve vikrits
[ ause these are the once ordinarily used.
' howev‘er anyone wanls to add to these it
i quite possible to do so on the same
hodel. TIVRA RI. TIVRA GA; TIVRA
hHA, TIVRA NI can be added as demi-
Bl:mitones or whatever they may be called.
one of the greatest needs of India to-dayiilDr if wo want a lower GA and NI we can
music of one language area is aseuloy )l them ATIKOMAL GA and ATI-
to the musio of another. Even in thdJMMKOMAL NI This is quite logical and
there are many who cannot read the‘, imple and can be understood by all.

of the Telugu or the Kanarese ‘oY
Malayalam country because dlﬂ‘erentl .
are used. All this greatly hamperdil
progress of music and the mterchan oy
ideas and compositions.

Let us not fear that by doing this we are
hrownm, away our precious heritage. QOur
eritage is in our South Indian music and
in the names and the music will still
¢ ours and also that of the north as well.

NN

I. COMMON NOMENCLATURE FOR i

NoTEs. Il COMMON CLASSIFICATION FOR RaAGA

The first thing necesst;ry is io " AND TaLa

common names for the vikrits of the s x
throughout India. In this matter i
think, advisable to follow the norfB
system, The facts behind the prigh
names in the Carnatic system have [
lost in the past and we are never hL {
recover them. Even if we could the
not be of very great value to modern
I suggest therefore that we should
the notes’ of the SANKARABHARA
scale as the suddha notes and mak :f

(]

I have already shown the difficulties of
he preseni systems found in different parts
f India. In the north there is hopeless
bonfusion in raga nomenclature. How are
¢ to proceed to find the best classification,
or ragas ? : ‘

that the south has
B logical and . simple principle | of
lassification, based on Venkatamakhi’s
Whioh should be adopted in some modified
m  for tue whole of India. Pandit
V. -Bha.t}q’imx_ldc has already-suggested a .

It seems to me

others komal or tivra of these, as is d i
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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 placesin North India. Previously
some northern scholars had made some
approximation to the southern system in
their classification of the 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 we wish to do so, es 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
Meclakartas 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 tl:at raga; the Kharaharapria
group: and the Sankarabharana group.
T 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 be in two corresponding
series of 16 cach according to whether they
use Suddha Ma or Tivra Ma. This is sim-
ple and logical . All of these primary ragas
vse ull the scven svaras in regular order in
both ascent and descent and therefore corre-
spond roughly to the scales of western music.

ragas or

Pandit D‘mlkhande has adopted e some-
what dAIIerenh arrangbment. ,ha clas;xﬁosi
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the raga§ under twelve fundamental thats.
These are as follows :

Bilaval group having the first tetracliord_
¢f 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 Khamaj group similar to south-
ern Harikambuoji having komal Ni
always. Some of the ragas use both

* varieties of Ni.

4. The Bhairavagroup (i.e. Mayamalava-
gaula) having the first half similar to
Mayamalavagaula and using in the
second half either variety of Dha and
Ni

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. Ga.ma‘ﬁ,?srama)'
similar fo no. 5 except that suddha |
'dha is used always or Tlvra. Dha. ‘

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

9. Bhalraw group (i.e. Hanumatodi)
using both Komal Rl and Komal Dha

The Todi group using various nknts

somewhat similar to No. 9 but thh
Tivra Ma and other ,microtonal
vikrits. o <

“‘Pardit Bhatk]mnde himself admlts that
£&long g tho'itior

wh' ‘has worked these’ out 1omewhal:
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the line of the southern classificatior
is certainly the best system now in b

leads to &%

presumgtion, that it still .
First, all g

confugion for two reasons.

surely it is better that the pnmary ‘
should be sampurna. And secondly.
are variations in the different | groups i
do not always come under a genera—
For mstance Bihag under the Bllaval ‘

others miakes use of different vikrits"
those in the fundamental That. 1

I cannot help feeiing that the north _
be wise if it adopts the southern sys't .
raga:, modlﬁed as I have suggest '

mgtter to adopt its methods, as that wd

ed from Sansknt lwhlle the
names are from vanous sources I

Bh*mwa for the ‘
Mayamala.vagaula So with Pui'\ri :M'a

and perhaps Kaphl Bhull‘aVl is ndxﬂi N3/
as the namc deinotes two dlﬁerént rag

“tideas.
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- Only 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, a8 in a number of cases, the two
ragas are exactly the same as Mohana and
Bhupali, one of the names may beq adopted.
In many cases however there are slight
variations which 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 ant vice versa.

As regards the Tala system it is not so
easy to suggest tho means of bringing
tozether the northern and southern musical
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
vet arrive at'some harmonious arrangement
under whicli the regular Talas of each
svstem may be classified. Here again the
south hasa logical arrangement-which may
be adapted suas 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 thay are
divided.. Thus Rupaka of the north has 7
matras like Triputa of the'south. Jhabtala
={'the north has 10 matras, separated into
23,2, 348 two bars of tisrh rupaks o the -
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south. The Dadra of the l';orth has 6
matras, divided into two bars of 3, thus
being equal to two bars of tisra eka tala.
Thus' we may work outa clagsification of
talas based on the numberof matras begin-
ning with 3 up to 16, which will give usall
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
change 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 COMMON NOTAT[ON -

Perhaps a common notation is ons® of the
greatest needs of Indian music today.”
Without such a notation it is hardly pos-
sible for music in India to devolop into full
and rich maturity. Wearehampered 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
tala'signs, and also sigas for the regular
gamakas, as far as they nged signy. ' ’

Mr. Chmnaswamv Mudahu.r of Mudrus
udvocated the staﬁ' notation system 6?
western music, whlch isa universal system
with many advantages. To my mind there
is no inherent reason why the staff nota-
tion should not be used for Indian music.
It can be adapted to that purpose and it can
express all the shadew of melody nnd
variation that Indian music dellghts in.
There are however scme obvious disadvan-
tages in the system, from the point " of
cxact pitch, whereas Indian music is not
-at all worned about exact pitch. The key-

"note or-tomc of the Indian scale is nqt fixed,

but msy .vary. »w' h tha-emget.-and tha&
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instrament. 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 sgain. 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
Kaphi or Kharaharapriya, with its two flats.
Thbe 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 Chinnaswamy 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
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
"s't".rongest reason to me against its use is
that it would shut out the majority of the
Indian people from developing a musical
culture. It is not a notationthat is natural
eitber to Indiah music or to the Indian
people and for that reason ‘I should be
against its geneml adoption at the present
‘stage. )

in an

Various other notations have been sug-
gested. In my book ‘The Music of Iddia’
J have suggesled an English notation based
on the lnltlal letterg of the Indipn, notes

- tuousness, to suggest some of the lines alg' '

= bemg shown as

indicate sharps and flats. That was writtd
some years ago and I do not think thati
would be prepared to advocate that systel
to-day. One ingenious writer has suggest#
f combination of the staff notalion and e
Indian solfa, using the initial letters §
the svarg names instead of the black j af
white note symbols of the staff. _n
however still has against it most of"’._
reasons which have been brought forwafi
against the staff notation and it would 1
be of any use for the west, which wou} N
not understand the new symbols. So frg}
the universal point of view
nothing in'its favour.

The first All India Music Confereng
which met at Baroda in- the year 1916 a
pointed a committee to devise an. all- In
system of notation, but I have never sef
its report to this day. I therefore appe®
to the Music Academy, Madras to appoiﬁ_'t ‘
committee and to instruct it to get to workh
and evolve in consultation with musical .'e ’
perts from different parts of the country
system of ali-India notation. This is lod
overdue and indeed is very necessary at _t
present stage if Indian music is to develd
We cennot afford to wait any longer:
should like here, if I may do so thhi:
being accused of rashmness -and presum

which such an all-India notation

mayi
worked out.

the euddha scale, the notes cof this sc:

A}

there -

"“space occupied.

“whole syllable,

“ throughout the piece.
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4, Any variations from these notes may

| pe shown by lines either above or below the
notes; the lines below showirg 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.
Hind} is fow coming to be known all over
India as a result of Mahatmaji's Hindi Pra-
char movement and eo there is an increas-
ing number of people who are learning this
script. Further these letters are very clear
and distinctive in print and vesy easy to

read.

The question arises here as to whether
we shovuld use the inijtial letter or the initial
syllable of the svara name. For instance
ghould we use N or NI? From the point
of view of ease of printing 1 should prefer
the letter only. IEveryone will at once
understand the syllable in his own mind
and the inclusion of vowel only adds to the
It must however be admit-
ted that the practice at present is to usethe
This is the case in all ver-
naculars,

6. It does not seem to me to be neces-
sary to use’ the komal and tivra marks
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. Ifthe note used devi-
ates from the key-signature, as for example
inthe case of the use of Komal Ni in
southern Bihag on some occa'ﬂons then
I.I.u:.ﬁhoufd he specially indicated.

'7. With rega.rd to Tala symbols the bar

throughout India and may be ad.opted. 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 rests 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, etec. 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 deme 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 mnot
adequate we 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 tltat any notation
can adéquately represent all the curves and
graces given to the notes and the melody by
Indian wmusicians 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 flesh2 One of the dis-
tinctions that has beeri made between Indian
and western music is that the former. is

curved while the Jatter is linear, meaning

that the former delights in all kinds of
slurs and ornaments while the latter em-
pl'ms'isgs more especially the exactness of
the pitch. This is not of course to be taken:*
strictly for.even in western music 8 great-

stroke’. -ha§<come Sinta “faifly genetal¥uséimany graces are used: and{moddrn“‘nmgmgﬂ
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makesia g_r'eat 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 pattly 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 theég 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

SYAMA SASTRi—A' SHORT SKETCH (1763—1827)
BY
MR. P. SAMBAMOORTHY B.A., B.L.
Lecturer tn Indian Music, Queen Mary's College, Madras.

GENEOLOGICAL TABLE
Venkatadri Iyer
Viswanatha Iyer

|
Syama Saalrli (1763-1827)
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.'rchakas by profession, for they belonged
(o Lhe sect of Tamil speaking Brahmins of
gouthern India known as Vada desathu
L vadamal (2-Css8p awrst). When Sri
sankaracharya came to Kanchi, he reno-
cated the temple of Sri Bangaru Kamakshi
gnd commanded that thenceforwagd there
ghould be Smartha Vaideeka Puja to the
Deity. The ancestors of 8yama Sastri were
chosen for this purpose. Since that time,
the right of Puja, which carried with it
ortain valuable privileges passed on to their
‘according to the laws of

However long I meay be in India 1
-never be more than a learner and an .{§
competent learner at that, as I have not hl
the advaptage of so many of her sonsin th
study and practice of this art from j
-childhood upwards at the feet of her grg
musicians. In offering my suggestiongl
would lay at the feet of India my pral
and gratitude for all the joy and.consoj
tion that the music of India has given]

my soul.
< -
From the time of our hero’s®birth, his
parents  knew that he was destined to
pecome 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 @ sound education in Sanskrit
and Telugn. He learat the rudiments of
music from his maternal uncle who was by
the way, not a great musician. In the year
l 1731. Syama’s father came over to Tanjore,
f\long with his son to take charge of his
duties in the newly built Sri Kamakshi

|
« Panju Basltri (Married two wives)

Amman Temple.

i 7 .
Subbaraya Sastri
(1803.1862)

Even as the Divine Minstrel Narada

-
(By ls't wife)

|
- {By 2nd wife)

(Adopted his brot,
third son by first

cafne in the guise of a Sanyasin to initiate

Annaswam Tyagaraja into the mysteries of Apurva

: | ]
Sambasiva

Ramakrishoa ) . . [ Sastri 48 ragas by presenting him with the work

Sastri Sastri Sastri Annaswamy Subramanya  Arunachala  (1627.1900 - . in tl £

(Died without (Given in Sastri Sastry Sastri - 3 Swirarnava, even as a sage in the person o

Natesa Bastri . issue) adoption to  (Died without | . Syama SastrU8 Chilambaranath yogi came to Muthuswamy
(how living) Subbaraya issue) Ganapathi Sastri (now living) Rl .. . .. .

Sastri (now living) - Dik:hitar to initiate him to the secrets of

. [

"Syama Sastri, one of the Musical Trinity
of Southern India was bora at Tiruvarur®
{called also as Srinagar) in Tanjore District
in'the year 1763 corresponding to the Tamil

‘.jear Chitrabhanu, in the . Mesha' . ravi,

B Nija Sangita ‘True Music), so also &
o Sanyasin, Sangilu Swami by name came to
Bl our hero to initiate him into the unknown
3 resions of raga and tala prastara. Sangita
g Swamileft Benaves on a pilgrimage to the

) Soutly, and when he came to Tanjore he had

Krithika Nakshatra.. '.-His ahcestors ori
aally lived only in Conjeevaram, but af
the fall of the mighty Vijianagar Emp

* It will be of interest .to.note that his two lilluetrious contemporaries; Tvagaraja - o
. Muthuswamy Dikshjtar were-also_born jn -the.same place, .. ‘ F

to hait there as it was the Chatur Masya
period, » There he .camne. across .his chosen

SYAMA

. began to compose kritis
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disciple and after the period of tutelage
blessed him and went away.

From that time onwards, Syama.. Sastri
and swarajatis.
His composition soon attracted tho 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 speciul delight in composing kritis in the
chapu tala. The kritie “ Brovavamma
Tamasamele ” in Manji raga and *“ Devi-
brova samayamide™ in Chintamgni <Tuga
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 abhound 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.

Beiug very well placéd in life from the
beginning Syama Sastri devoted his whole
timne to composing new pieces and record-
ing many of the principles of tala prastara
in writing. Mr. Natesa Sastri his great
grandson now living in Tanjore was
kind enough to lend me one of those Auto-
M S Son Tala Prastara in December.1927,
which I exhibited at the Music Exhibition
held in connedtion with the All India Music
confefence held at that time. Syama Sastri
was an’ intensely pious man and a Maha
Purusha ip every sehse of the term. Hg had
a.be.autil'ul‘cqmplexio_n, majg_qti,c_ gppeai"a’ndb
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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 houseson both the sides used to
get up in 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 Dikshitacrhe was also an adept in
Mantra Sastra, Yantra Sastra and Jyotisha.

- While on a holiday visit to Pudukota, &
certain unknown person came to him and re-
quested him to go to Madura and sing a few
kritiy in prajse of Sri Meenakshi Amman.
He thought that it was a commaed from
above and composed nine kritis on the

way and called them -“Navaratne 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.

SOME ANOMALIES OF SOUTH INDIAN MUSIC.

‘BY
PANDIT S. SUBRAMANYA SASTRI, TANJORE.

The impression seems to have gained
ground among s2veral South lndian musici-
.ans ¢of the present day that the 12 Svaras of
-equal intervalsin an @ctdve of the Vina have
‘been designed on the same principles as in
‘the harmonium. It is only supdrficial
.observers that think ‘so. Nowadays there
-are yery few people who bave Jhe ear for
finding out’if the Shadja and Panchama ere
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There are many interesting

E griman Krishna Bhagavatar of Tanjore, a
related about Syama Sastri. Of thes

contemporary of his, during Harikatha
crformances. To thisday some makers of
musical instruments in Tanjore make use
B of this capacity in fixing the frets of t.h-e
vine. This will convince any one that it
ol js wrong to conclude that the 12'_ Svara-
sthanas of the Vina have any bearing on or
ré similar to those of the harmonium.

title of Bhooloka chapra chulte
known.

Syama Sastri had two sons:—
Sastri and Subbaraya Sastri. OfJE
only the latter attained great profig
in music aud has composed “sevef
kritis, which abound in technical be
Perambar Krishnayya and Alasur K
ayya were two of the promino'ntdis'ei
our hero, besides his own son. Subl

s
N In .this connection the observations of
' Revd. Jhon Curwen in page 53 of the
"Popular Educator", wherein he discusses
B 1. relationship between the notes of the

- Major Scale of European Music and their
M corresponding intervals are noteworthy:—

“ It is better to regurd the scale as composed
of 474 degrees, containing three ‘“great tones” of
80 degrees, two “small tones” of 72 degrees, and
{wo “tonules’ of 45 degrees” and this is the
emallest perfect measurement of the scale in
plain tizures.  But if the pupit will go onestep
further. and divide each of these intervals by nine,
ke will <ee how we obtain the prox<mate scale of
fifly -three degrees. The tonule will be exactly 5
.(-gn-\'r‘. the small tone cxactly 8 degrees, and
\e preat tone only one-ninth of a degree less
than 9 degrees. Adding these together, as
before, you will bave the “Index-Scale,” as
Colonel Thompson calls it, “of fifty-three,” and
you will see that itis three-ninths or one third
of a degree too large. Wae strongly advise the
pupil to construct a “monochord,” and try for
Bimself whether this is not in truth an accurate
deseription of tlat scale of related notes which
God has made most suitable to human ears and
souls.  All the books of science are agreed that
Itis:and experience bears the same testimony.
It is the more important that you should under-
sland these points, because the true scale is
drendfully abused by the common Keyed-instru-
I{ ments. Many of these are tuned by what is
R alled “oqua) temperament;” that is, the ccale is,
dividdl into «twelve -equal semitones, and it
follows that that the tones arcall 79 degrecs of
the perfect scale of 474, whiledhey onght to be

also predicted the time of his death.
Sukla Dasami Day of the Makara

his mortal coil in his 64th year.

quite concordant and to adjust th'e'w
a Tambura accordingly. .I believo &
want of capacity in this direction is
due to their ‘having got accustom
habjt of singing to the accompanime
the harmonium. This capacity had
extraordinarily developed by :thee
Sriman Narayanaswami Appa ¢
dangem fame as to Lufle even thells
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sometimes 80 and somectimes 72 degrées t and the
tonules (semitones) are both 3914 instead of 451!
They might as well cut down the fingers of a
statue to *‘equal temperament!” Human inge-
nuity will surely deliver us soon from th’s mons-
trous distortion. You will urderstand now, why
it is so offen 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‘erparts of the

harmonium. .

It will be evident even to super-
ficial ohserves that while Shadja and
Panchama are constant, the 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 bb described as
their twins. It is on these ten pairs of twins
aud 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 dwelton it at length ina

previous article.

The view that the twelve superficial
Svaras with their sixteen names forpm the
basis of the now extant Ragas is quitea
modern one and cannot hold water on closer
scrutiny. As music is afine art, it is but
fair that every votary of it should be allowed
full freedom of its exXpression and expansion

in various directions, and should nét be
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handicappéd 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

infringé 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 Music
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 sung by wandering minstrels with
avidity and make use of their noteworthy
features in his 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 todeplore the state to
which our Music has drifted, when one sees

¢

TABLE SHOWING SYMBOLS AND SAMVADA OF SVARAS,

13. Suddha Madhyama
14. Tivra Madhyama

15, Tivratara Madhyama M,
16. Tivratama Ma&hyama M.

4, Shdja S.
5. Ekasruti Rishabha ' 7.
6. Dvisruti Rishabba .
7. Suddha Richabha R.
8. Chatussruti Rishabha R.
9. Suddba Ganéhara g.
10. Szd!:nrana. Gandhara ¢:
11. Antara Gandhara a.
12, Chyutamadhyama
Gandhara G.
. 13, Suddha Madhyamn. m.

)
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how it is made to be subserviant to Mridsg¥
gam, Ganjira, Ghata, Konakkol, etc. whil
are after all but accessaries. Itis a casel BY

MAHOPADHYAYA PANDIT V. VENEA

B Therc is no information traceable any-

where to enable us tosay when Sangita was
Grst practised in Bharatavarsha or when its
I fl (bstract treatment was first begun. Among

{he ancient writers on Music in India are
Matanga, Kasyspa, Tumburu, Afijaneya,
Dattila, and Kohala. As we know from their
works, it may be inferred that Music was
.practised in India from the dawn of History.
M Among the various Departments of Sans.
k krit literature, Music belongs to Kalavidya.
The fact that Saugita did not become as
popular as other branches of learning
pamely, Veda, Purana, the systems of
fl philosophy, ganits, mantra, tantra, and
syurveda, 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 mystifying manner
i;\ which it was treated by early writers,
\lmost 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
definitior. or excessive sub-division. The

should be complete equality; liberty .
fraternity and this alone would cond
the broadening of one’s vision and the att
ment of eternal Bliss.

Svaras (based on so many Srutis) wif
their significant names which, I beli
faithfully represent the traditional "

The symbols noted against each refer
the middle octave, and by placing a®
either above or below the symbol, thi
may be made to signity the higher ori
lower octave respectively. They '~i
designed chiefly with a view to heQ
students of Music in writing out songR
in musical notation. 4

m. 17, Panchama 'S8 technical words and phrases used in these
m. 18. Ekasruti Dhivata SN discussions have lost ia these times the
19. Dvisruti Dhaivata JME o act significance that belonged to them.
20. Suddha Dhaivata “1 It is perhaps due tothis that modern music
21. Chatussruti Dhaivata®l las wandered a great deal from that
22. Suddha Nishada _ JMEW discussed in thése Lakshanagranthas,
1. Kaisika Nishadg. 3 ) . in th
9. Kakali Nishada H. MThere is not!nng. to sho'w that in t.e
’ 3. Chyutashadja I Middle Ages scientific treatises were writ-

[Abbreviations:—S R=Sangitaratnakara, Adh
=Adhyaya, Pr=Prakarana, Com =Commentary
S D=Sangitadarpana, M B=Matanga’s Brhaddesi,

Nishada +
4. Tara Shadja :

srataavali.] - .

A NOTE ON NADA, SRUTI, AND SVARA.

TRAMA SARMAN VIDYABHUSANA,

ORIENTAL RESEARCH INSTITUTE, UNIVERSITY OF MADRAS.

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 Sangfta-
ratnikara * of Sarafigadeva 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 the later
authors like Chaturaddmédara the author
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 have up till now
been discovered.

There is, as might well be expected,
considerable disparity between the ideas
regarding sound ascontained inthese works
and as developed by modera physics. On
the other hand, the authors of Pratisakhya
whose works have been of great assistance
in building up the Science of Phonetics had
a more accurate c:'mception regarding the
origin of Sabda and Varna.

The trealment of the subjéct of Sangita
in Sanskrit Literature may be divided into
chapters as follows:—(1) ‘Svaradhaya; (2)
Ragavivekadhyaya; (3) Taladbydyhx (4)

"Prabhandhigiya; (5) Prakirnakddhydya;

(6) Vadyadhyaya and (7) Narttanddhydya.
Ihave given as an appendix to this paper the
full contents of each chapter dealt with.

* Anandasrama Sanekrit scries No. 35, -
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1 condense below what the Ancients say
regarding the relation between nédda, Sruti
and Svara.

In the literature of music in Sanskrit the

word sangita connoted not merely gita or -

song, but nrtta, gita and vidya.|| Of these
three, gita was considered the impoitant
factor and the other two ite auxiliaries, as
shown by the proposition ‘sam’ of the word
sangita; This was emphasised by describ-
ing nrtta and vidya as the limbs and gita
as the head of the body music. Sangita
was thus a figure of speech for the 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
mé.réi* eud desi. Of these margi was
the ¢/nusio scientifically evolved by the
labour of Virincin and popularised by
Nandikesvara, Bhurata, Anjaneya, Matanga
Yastika, Sardula, Kohala and Kasyapa;
while desi was‘evolved among different
communities in accordance with their pre-
ferences.,

Védya keeps time with gita and the
postures of nrtta are governed by the
rythm of both, a fact which justified the
lsmgnment of the premier place to gita in
the art of sang[ta. There is a legend about
Brahme. creating sangita out of Sdmaveda,t

| i aver quv T AT A=A |
o Sr. Adh: 1, Pr. I. verse, 31.
#*The word * Margi ' is derived from the root
AWT AF90  indicating that it was formed
by Brahma and other teacbers by assembling
matenale from the four. vedas.

" 41t is said in reciting samavede, seven svaras
were used, namely:—Utikrsta, I’ra’thama,
Dvmye. Trtiys, Caturtha Mandadi, anéd svartha

,Bramha adopted these meven svaras in sangita-
sastra changmg thelr narhes. into sadJa etc.
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riters on music have created the concep-

but it is here unnecessary to dilate upagt
k n of nadabrama.

to any extent.
“ sETafEATET e wienm: |
T MATH dear gifemT TIT 1
ARG gahvg: o o)
I grawETia i gAfashfaay
“ gt Rrgdfy Ay g w o

We have either heard of or have notl8B
the facts mentioned in the above verses

\io
' Nada is of two kinds, Ahata and Anahata
and is impossible of production except by
o living being. Of these Ahata creates
music through Srutis. We will here briefly
state the views of these writers ahout the
origin of nadda and its connection with
srutis and syaras.

, It'is said in ancient works on sangita,
'hat Brahma, Vishnu, and Mahesvara by
ong devotion to pAda were transformed

In keeping with the tendency to exa; hto nadasvariipa, and continue even now
ration on the part of some ancient wrik to exist in that form. U
is the cl#im put forward in some w
that sangith could confer on its vo
the four fulfilments (the caturvidha
sartha) of human existence. From’
line ‘brébmanau vinigiyinau giyef

Inthe production of sound the jiva prompts
the mind (manah), the mind fans the
sariraged which sends forth maruta, whose
geat is in the Bramhagrandhi.* Mairuta
rises and touches five points in its course
rashing past the nabhi, the hrdaya and the
kantha touching the murdhd and then
passing  out through the dsya.t With
RBE [ference to this theory an analysis of the
word nada has been made in Mantrasdstra;
na' is explained as meaning agni and ‘da’
Sis meaning prana, so that nada indicates
the combination of agni and prana.

‘music.
The verse
“ gonaTEA Jaw:
yfearfafmme: |

| ArgaraAaT Ear: m&mn‘gm
wTsgfaar T TERET AR |

S. R. Adh: L. Pr. TLI. Verse. 2

AT T T=BAN 3
’ * Bramhagrandhi is a region four angula

in yajnavalkyasmrti showed that mokfll square round the nabhi.
‘was within the reach of devotee of - mu TZeT ﬁr{R'ﬂ‘aﬂTﬂTqT"’Ii a’ﬂf{[@'
‘We should now interpret the above cla S . y X

: smalaftfy o FeTam quaa: |

to music as merely an emphatic formgey - A TS - Rs
saying that music was worth the pursm qeReq A(NTH g gEARATEITL |
: S R. Adh: . Pr: 11, Verse 146 —17.

the lesrned. ( ¥ wizan fyqaata TA: Y gg:

rzeq afeargfa a Sorfy mta{ I
Taafraiaa: g Eﬁ:rra;c:rw TN
Afagervzgataraftaata afag )

. SR.Ad: I Pr : IIL verse, S—4i

- Gita is the expression of art in: sou
(nﬁc{a) vadya is the rythmic cembmat 0
of sounds ; and Nritta ocbeys the moveraed
of both, It is probably from an apprecia
of the impg-tance of sound in their:art the
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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 nadda originating from the nabhi is
called atisiksma, that from the hrdaya
siksma, from kantha, pusta, and from
murdh4, apusta and that from 4sya, krtrima.
It is of course difficult to realize the exact
siganificance of these five classes of n&da in
actual practice.

Therafore nida is generally classified into
three well-known divisions mandra, madhys
and tara. * Of these mandra is said to have
originated from the hrdaya, madhya from
the kantha and tara from the mirdhd. The
pitches progress geometrically, the factors
being two. It will be seen that the nida
from Asya and from the region of fiabhi
have not been included here, otherwise the
number of nadas 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 saye " that
when the air strikes against different nadis:
different srutis are produced. There are no
nadis in the mouth or in the umbilical region
so that this theory cannot be'accepted with
regard to nada produced in these places.
Therefore, these two origins- hive. been
eliminated,and it has been accepted that
forall the various srutis the bases are the

* The apparent differences of sound or nada
are ouly 1ssu,ned not essv-m.ml and are due to
the differenge of their ongm )

N Co.n on 5D. Part I L Paqe. 26.
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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 tbe 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 néda and by
anothef as merely a modification of sound.

The duthors of works like Sangita-
ratndkara and Sangitasamayasara |l illus-
trated the identity of various srutis in
the following manner, The corresponding
strings of two vinas (ene 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 nida has 22
srutis. These,. srutis have been assmned

__names as follows;—

1. Tivra; 2, Kumudvati; 3, -Mand4; 4,
Chandévat{ : 5, Dayavati: 6, Ranjan{; 7
Ratik4 ; 8. Raudrf ; 9, Kr6dha ; 10. Vajrika;

11. Prasarin{i; 12, Pritih : 13, Marjjani; 14,
Ksitih; 15, Rakta; 16. Sandfpani; 17,
Alapini; 18, Madanti: 19, Réhini; 20,

Ramya ; 21, Ugta ; 22, Ksébhini,

Srutis can be of five varieties; viz., 1.
Dipta ; 2. Ayata; 3. Karuna; 4, Mrduh ; and
5. Madhya. )

The 22 srutis have been arranged into
seven groups of 4,3,24,4, 3, 2. and each

-—

I Trivendram Sanskrit series,
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" (5) Venavadi} and others say that srutis

of them belong in order to seven svarag
' are of nine kinds with which view Bharata 1

Sadja, Rsabha, Gandhara, Madnyql
Pancama, Dhaivata, Ni:ada, which
from the srutis. Each Svara rests inJk
last struti. |l ;

agrees.
All the above five views are based on the

{heory that nada and sruti are not different.
As nada is audible and distinguishable to us
from sruti, Catura-Kallinatha Says that it
js not correct to say that there is no
difference between nada and sruti, There
are two viéws, that srutis are 66 (3 x 22),
+snd another that srutis are infinite. In the
following verse Kéhala condenses all these

For clearness tables showing the il
relations among svaras, srutis and sru!.j
are give in Appendix. k

There is no general agreefnent anE
the writers regarding the connection 238
ween sruti and nada, There are in the g8

five views on the point :— views :—

o warfamia wfazexfa yfe yfve=
' Frarep: |
agrfufre: @g *Eram@-TE
afarzala i

s & et 7 gaata Rafisa: )
quT fARRMToTTAT TEER N
TARITAZ G AU Tag AT |

@ G [ I ol

Of these two the contention that srutis
are infinite in number is the most accepted

(1) Vijsvavasu says that as sruti 3
dhvani are both audible they may be dff
sidered identical, and that they ma
sub-divided into classes * .

Indriyas. They are, sahaja, doshaja,
abhighataja. Owing to imperfection of; is in the last two verses quoted above,
mind caused by satva, rajas, tamas’ which say that they are as numerous asthe

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 anl individuals are both

H&H%&a’gf\aﬁa TggfE T T |
TR F350: ANEEIE 0 0

amladirasa the resulting sounds are sa
dosheaja and abhighataja respectively

(4) Tumburu and some others. hol:t'i,
srutis are four due to the influence of}
vata, pitta, kapha and sunnipatat

. waf“ X AATERAT, '&tﬁ“ta wﬁr&%& W || FRRYTRIgTETg ST AT T |
i w7 fEfian # 1 srcrachranTa ik FITATATI T TR RreTr: |

t ISHEET ARl R qrast g% :
TR gAREEg AT st o
T 57 AT TTT FHAT T 1)

¥ qraeRaT ST aHiRT a7 |
.Com : on S.R. by Kaliinatha, Srutiprakarana,
-1
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audible, and therefore they canitot 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 refledted in
different mirrors.

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

i4) 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
difficnlt to mention the full names of 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 svatras have.been
compared 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.

|| ooTt =TTt AT w{&'ﬂf@l‘-‘-ﬂ%ﬁt |
w\un T ama?«w KL Wﬁl‘i'ﬂa n
Ty T f%rg{ ol !ﬁ'nﬁ wzﬁt i
TITATR GHATA: TICIRETIET |
U TATRAE O Ti T o
TN FVTHEATT TqHe T I=AS |
TroFaqal e 91 feR g oge 1
TIZTHROT ITOTA HETYT TEASUAT ||
'am"zr&a g-reaqEan S

A |

ﬁm’ﬁa T &Y e s )



108

APPENDIX 1,

Table showing the relation between nada, sruti and svarg,

SANGITA
|
! |
Mf"gl Desi
! I |
Nrtta Gita i Vadya
Nélda ’ Do
| |
Ahlata Andbata
| | |

Hrdaya Kantha Mirdhi
(Ma:ndmmidasthéna) (Madhyanédasthina) (Tiranadasthéna)
1. ..Tivra. 1.
2. ...Kumudvalij. 2.
3. ....Mand4. 3. 1. Shadja.
4. .....Chan(dévati. 4.
1, ... Dayévati. 5.
g- %aa';:;gl g} 2. Rishabha. Do.
1. 8.
2. 9.} 3. Géndhara.
1. 10.
2. 1.
3 R 12. 4. Madhyama.
4. 13. Do.
1. 14,
2. 15.
L ....Sandipani. 16. 5. Paiichama.
4 e, Aldpini. 17.
% ..........Léadanu 18.
e reerienireeaes 6hinf. 19. ;
ORI Ramya, - 20,} .6 Dhaivata.
Lo Ugra. 21. - .
PN Kshébhinf, | 22.} 7. Nishada. Do

¢ 3

APPENDIX II.

The srutijdtis and srutig befonging to the different svaras.

Svaras. Srutijatis. Srutis.
Shadja First—Dipta 1. Tivra
» Second—Avyata 2. Kumudvatf
" Third—Mrduh 3. Manda
" Fourth—Madhya 4. Chanddvats
Rishabha First—~Karuna S. Dayavalf
N Second —Madhya 6. Raifijani
" Third—Mrudh 7. Ratika
G4andh4ra First—Dipta 8. Raudri
" Second —Ayata 9. Krodha
Madhyama First—Dipta 10. Vajrika
” Second—Ayata 11. Prasarini
" Third—Mrduh 12. Pritih
" Fourth— Madhya 13. Marjjani
Pafichama First—Mrdub 14. Ksitih
" Second--Madhya 15. Rakta
" Third- -Ayata 16. Sand(pani
" Fourth—Karuna 17. Alaping
Dhaivata First—Karuns 18. | Madenti
o Second—Ayata 19. Réhini
o Third—Madhya 20. | Ramya
Nishada First—-Dipta 2l. | Ugra
" Second—Madhya. 22. Kshobhiné
Svaras: 7 Srutijatis: 5 Srutis: 22.
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TOPICS TREATED IN WORKS ON SANGITA IN SAMSKRIT.

Tata, Susira, Avanaddha and Ghana. 3. AH
the stringed instruments are calle® Tata-.
vadya. 4. Their divisions:—Ekatantri,
Nakula, Tritantrika, Citra, Vina, Vipanchi
Mattakokila, Alapini, Kinnari, Pinaki ete.,
5. Instruments having holes are called
Susiravadya. 6. Their divisions:—Vamsa,
Pava, Pavika, Murali, Madhukari, Kahala,
Tundukini, Cukka, Srnga. Samkha ete.,
7. Leather-faced Instruments are called
Avanaddhavadya. 8. Their divisions:—
Pataha, Mardala, Hudukka, Karata, Ghata,
Ghadasa, Dhavasa, Dhakka, Selluka,
Ghallari, Bhana, Trivali, Dhundubhi, Bheri,
Nissana, Tumbaki ete. 9. The instruments
which produce clinking sound are called
Ghanavadya. 10. Their divisious:—=Tala,
Kamsyatala, Ghanta, Kshudraghantika,
Jayaghanta, Kamra etc. 11. Measure-
ments for the construction of instruments.
12. Selection of timber for«Tata instru.
ments and their construction. 13. How to
construct Kurmaprathain Vina. 14. Charac-
teristics of Suska, Gitanuga, and Nrttanuga
instruments. 15. Special Vinas for-some
particular ragas, 16, Selec_t.ion.of .bamboo,
khadira, ivory, sandal-wood, iron, white
copper, ‘and silver for. susirvadyas, 17,
Measurements. 18. Differenceé‘_in sounds
according to measuraments. _19.' .Classifi-
cation of susiravadyas nccorldihg to the

A\
. APPENDIX 1V
APPENDIX Iil.
The Srutis amd Swaras ling to the different Srutij L Svarddhydy = '
¢ Srutts and Svaras Correspomling to the different Srutijalis. | Anatomy, 2. Origin of Nada, 3.
T Characteristics and -varieties of Svara,
Srutijatis Srulis. Svaras sruti, grama, miirechan4, kuatana, elankara
) ki and gita, 4. Description of Suddhas-
Dipte Tivra In Shadja QR v &nd Vikrtasvara.
i Raudri ., Gandharsl ‘1[. PRdgddhydya :—
”» Vajrika " Midhy; 1. Characteristics of Ragas, 2. Raganga,
" Ugra . Nisbada Bhesinga, 4. Kriyinga, 5. Upinga.
Ayata Kumudvati ., Shadja f: | Kandarana, 7. Rigas-classified into three
. Krodha . i ccording to Matanga, 8. Namese«of Ragas
" Prasarini . Madhyam 9. Their origin. 10. Tho: time of the fiay
. Sandipani . specified to several Ragas. 11. Det'ermlfxa-
Rohini tion of seasons for Ragds. 12. Classnﬁ.catlon
. " . " of Melakartr. 13. Janya Ragas allied to
Karuna Dayavati » Melakartr. 14. Methods of adrohana and
” Alapini » Panch_anl avarohana-of each riga. 15. Originalriagis
" Madanti » Dheivata are 20 according to the views of some
M!duh Manda ” Shadja others.
" Ratika "
" Pritih " L. Tdladhydya : —
" Kshitih " 1. Characteristics of Tila and Laya,
Madhya Chandovati “ 2. Divisions of Margatidla and Desitila,
" Ranjani N 3 Drutameru, Laghumeru ete.
"c- Marjjani " IV. Prabhandhadhyaya :—
" Rakta " .1, Characteristics of Prabhandha, Gana,
» Ramya ” Talaniyama and Gadyaprabhandha. 2.
" Kshobhini ” Divisions of Prabhanda and Gana. 3. De-
fects and qualities of Gita.
Srutijitis 5 Seutis: 22 Svaras. 7 V. Prakirnakddhyiya :—

1. Characteristics of Vaggeyakira,
Sabdabheda, Sarira, Gamka, and Sthaya,

ties of Sabda etc.

VI. Vidyddhydya :—

.1, Vadya covers the defects in gita and
nrtta. 2. Vadya is classified as four:
. LN N . . L] .

2. Defects of Gayana and Sabda, 3. Quali- -

difference in measurement ‘between
Mukharandhra and Tararandbra. 20. Cons-
truction of seven hbleé ~Which represent
saptasvara 21. ‘Directions for the use of
different susiravadyas. 22. Charﬁqt;ristics
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. Nar(ttamifl hydya :—

1. Three divisions of Narttana i. e. 11,

9. Their characteristics. 10. Action"
hand are the principal parts in abhing¥y
Varieties of abhinaya by each Iijf§]

Natya, Nrtya and Nrtta. 2. Their charac- 12, Rasadrshti 13. Bhavadrshti 14. Sthelie

terfstics. 3. The origin of Natyaveda. bheda 15. Characteristics, qualities §

4. How these three cause the manifeata- faults of an actor. 16. Karanabh'

tion of Rasa. 5. Differences of gesticula-
tion. 6. Limbs useful in narttana. 7.
Nineteen postures of the head. 8. Different
views of actions by band:—64,

Author.

Anantanarayana.
Applacharya.

Arjuna.

Lsokamalla.

Ahobala.
Kamdalochana.
Kallinatha.
Kumbhakarna.
Kumbhakarnanarendra.
Kubhakarnamahimahendra
Kshemakarana.
Gangarame.

”
Ganapatidevasena.
(Ganesadeva.
Gandharvaraja.

Chandrasekhara.
Chinnabommabhupala.
Tippabhupala.

_ Tulaji Raja of Tanjore.
Dattilakohala.
Damodara. .
Damodara,

66, & 170. bhava

17. Fon,-mation and arrangement of Sg

APPENDIX V *

BIBLIOGRAPHY.
o Work.

Gitalankara.
Gitasankara (B).
Sangitasangrahachintamani (E) \.v
Arjunabharata.
Nrttyadhyaya.
Sangitaparijata *.
Sangitachintamani.
Sangitamrta.
Sangitaratnakarakalanidhi.
Sangitaraja.
Sangitaratnakaratika.
Sangitamimamsa.
Ragamala or Ratnainala.
Sangitaratnaaratika.
Sangitasetu.
Nrtyaranavali.
Kalpataru.
Ragaratnakara (B).
Sangitasastrasamkshepa (E).
Taladasapranadipika(B).
Bharatasarasangraha.
Sangitaraghava (B).
Taladipika (B).
Sangitasaramrta (B).
Pattilakolmliya (B).
Sangitadarpana.

* This Bibliography, which mcludus nmost of the printed books and manuscripts on Bal “
in Samsknl: literature hltherto known, is intended only for general information.

iy

Author.

Devannacharya
Devendra
phundivyasas
Nandikesvara

Narada

Nimbabhupala
Nyayadeva
Parsvadeva
Pundarikavittahla

Purushotamamisra
Bhattacharya
Bharatamuni
Bharatacharya
Bhanudatta
Bhanudattamisra
Balaramavarman
Bhavabhatta

" Bhimadeva

Mandapala Raja

Mummudiqhikkabhupala
Raghunathadasaprasada

Raghunatba
Raghunathabhupa
Ramakrisnabatta
Ramamatya
Lakshmanabhaskara
Vithala

Vimala
Visvanathasimla
Vasudeva
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Work.

Sangitamuktavali (D)
Sangitamuktavali (B) and &
Shahavitasa (?) (B)
Talabhinayalakshana
Talalaksana (B)
Raganirupana
Panchamasarasamhita
Chatvarimsacchataraganirupsna (B)
Sarasamhita
Naradisiksha
Sangitadipika
Bharatabhashya
Sangitasamayasara
Ragamanjari (1)
Sadragachandrodaya (1)
Narttakanirnaya (W).
Ragamala
Narttananirnaye
Sangitanarayana
Nadadipika
Bharatacastrasamgraha (E)
Bharatanatyasastra
Adibharets
Rasatarangini (8)
Gitagaurisangita (V)
Balaramabharata (E)
Dhruvadipika
Abhinayasangitavilasa »
Murliprakasa (1)
Srutibhaskara (1)
Anandasanjivana (1)
Abhinavabharatasamgraha
Ragadisvaranirnaya
Bharatasastra (B)
Sangitasudha
Ragakautuhala () *
Svaramelakalanidhi (E)
Matangabharata
Sangilavrttaratnakara (B)
Ragachandrodaya
Sangitaragbunandana (E)
Vlragankrama
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Author. Work.
Veda Sangitamakaranda (B)
Vbtmabhupala Sangitaraghava
Saradatanaya Bhavaprakasa (E)
Sarangadeva Sangitaratnakara
Sukambhara Sangitadamodara (})
.- Srinivasa Ragatattvaabodha (t)
Srirama Ragavichara
Sadasivadikshita Sangitasundara (B)
Simhabhupala Sangitasudhakara

Sudhakalasa
Somanatha
Saurendramohana
. Hamsabhupala
Haripala
“Haribhatta

”
Harivallabha
Hrdayanarayandeva

[

Sangitaratnakaratika
Sangitopanishatsara (*)
Samgitopanishat
Ragavibhodha
Sangitasarsangraha (W)
Sangitaratnakaratika
Sangitasudhakara
Sangitadarpana (B)
Sangitasaroddhara (%)
Sangitadarpana

+

Hrdayaprakasa (1)

Abhinayamukura
Abhinayadarpana (B)
Anupasangitavilasa (})

Ashtottararasatatalalakshana (B) !
Kalpatarutika (3) po

Gayanaratnakara (D)
Gandharvaveda (D)
Talaprasthana
Talaprastara
Taladilakshana
Talavidhana
Panchakalpa (1I)
Prakrtagana (D)
Bharatalakshana
Bharatasastrasangita
Muktavaliprakasik
Muraliprakara
Meladhikaralakshana
Rasaratnavali (1) )
+Ragadhyanadikathanadhyaya

¢
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v Work

Ragaprastara (B)
Ragabodhaviveka (E)
Ragaratnakara (D)
Ragalakshana (B)
Ragavibodhaviveka (i)
Ragaviveka
Raghavaprabhanda (B)
Rudratamarubhavasutravivarana
Laligita (E)

Vadyakhanda (X)
Sankirnaragadhyaya
Sankirnaragalaksana (%)
Sangitasara (1)

Sangitasara (1)
Sangitasaravali
Sangitasarvarthasarasasangral
Sangitasiromani (1)
Sangitavinoda ()
Sangitakamada (E)
Sangitanarayana

Sangitapatha
Sangitapushpanjali ( )
Sangitartnamala
Sangitakalpataru
Sankitamuktavali Sangitasarvasara (D)
Saptasangalakshana
Saragachandrodaya
Svaraprastara

Svaramanjari

(1)=Vide catalogue of Sanskrit Mss. India Office, Part 1 page 318'-_ .
(})=Vide catalogue of Sanskrit Mss. in the Library of Hie Highness the Maharaja of

) fBikanir 1880 by Rajendralal Mitra pages §09—530.

(%)= Vide Notices of Sanskrit Mss. Vol. XI. Haraprasad Sastri 1895,

(1 )=Vide Notices of Sanskrit Mss. Rajendralal Mitra Vol. 1880.

(D)= Vide Gaekwar's Oriental series No. X VII page 31.

(V)= Vide catalogue of Mss. in the Library of H. H. The Maharaja of Ulwar. Petersons

(B)=Vide Sanskrit Mss. in the palace at Tanjore. Burnell pages 59—61.

(S)=Nide katalog der sanskrit—Handschriften der Universitats—Biblothek Zer Leepzig
P

on Thesder Aufrecht 1901. . ) .
(W)= Vide catalogues of printed booksand Mss. in Sanskrit belonging to the Oriental

ibtary of the Asiatic Society of Bengal. Kunjavihari Karyatirtha 1904. ,

(E)=Vide a cataloguc of Sanskrit Mes. in the Adyar Library Part 1I.
16 . \



THE IDEAL GAYAKA

BY

MR. A. NARAYANDAS

Principal Maharaja's College of Music Vizianagaram.

Music is the noblest of all arts. A scien-
tist states ‘" music stands in a much closer
connection 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;
fnor is not moved with concord of sweet
sounds, is fit for treasons, stratagems-and
spoils*’. Oneewho cannot appreciate music
and thetoric 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 own compositions; the Gayaka
should keep the master cfsacred celebra-

tions awake thrbughout the night by singing .,

songs of his own composition relating. to
the. deedd of virtudus ancient kings.
master’s wives too much assist the Ga)aka
with-their harps ™.

The pleasurc of a Geyaka is a hundred-
fold more than that of a king A man

'

“The

should aspire to be a Gayaka.

A Gay}

' gmal instrumental music is but a copy.
.Wocal musicis a living thing, instrumental
music is but a mere painting. A Gayaka
oan express various moods of the artioulate
sounds he produces but a simple player 1of !
the artificial instrument such as Veena is

that is ¢ learned man, must sing and daffilll quite unable to produce such living, sounds.

so that the public may eupply his wante'giR
his person waited on by many discipled
Gayaka should be a poet and an attrachy
person. A Gayaka is like a celestia
amongst men.
who accompany should be well vers
both musw and rhetoric.

should be original. A born Gayaka will lil 3
recite any songs or verses composed

and he

scholar.

obtain salvation ]
The expressron of a Gayakel
itself a true poem.

music.

authorised by the consecrated ancien
tom at the time ofh is performance "

lar performancee and of the thr,eq th
music is the most important,. - ;
and action are nztural and -instrud_re'
music is artificial,

«

must necessarily be a cluss Wl
False notes bring calamity

¢

The two learned Vin

by systematical v

Vocal m

Vecal music is ;the;

The gestures of the Gayaka- “appeal tothe
W .udience, but the dumb-show of an instru-
ment player is merely a waste of labour.
The natural voice is intended for the
S\coltured taste and the sound of a musi-
B 21 instrument and paintings are only

for the average class. A Gayaka should be
B ot only a-perfect’ scholar well-versed in
Jiterature and music but also be unrivalled,
mdependent and orlgmal Some practice
-with ordinary mtellect can produce a splen-
‘did player of mere musical inrtruments.
‘But = Gayaka must show his originality

:instrun-rents. 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
\Ga)akas 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 devolop-
.ing its sense .of concord and ‘harmony and
where there is a unity thore 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 distine-
tion of persons (literaliy 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
Tothing but the unity of God", *

THE IDEAL GAYAKXA

-in large numbers.

117

As men are not wise natu;'ally 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 e wise man forhe loves all and s -
respected by all.

I believe in the scriptures but I am quite
unequal tothe 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 4s a means for securing _ riches is
rightly to be respected. Such musi-
cians of genius adorn' only the goldeh age
It is no learning if it is
made a means of satisfying one’s own
pleasures. The human vorce corrupted by
selfishness is totally unfit fo 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 heart doth wound;
and doefull dumps the mind oppress; then
music with her silver sound,’ with speedy
‘help doth lend redress’’, . ioeoowT L

All the univerke is'an embodiment of
music. Every man or woman has bis 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 da differin their mental and physical

‘characteristics. Soul ijs’ the immaterial
_cause of material substances both ‘perceiva-
ble a.nd unperceivable. The relation of
soul to matter is similar to that of the sun
to other planets and themagnet to the irom..
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Soon aftér the child is born it cries.
Infant's cry is the first manifestation of
human voice. Vocal sound cousists of four
stages, namely the atomic stage in the navel
cavity ¢alled the Para which is only to be
imagined ; the second which is produced in
the cavity between the navel and the heart
is called Pasyant: 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 Maldhyama 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 tbe wind-pipe
and is called the Vaikhart.

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

The chief mood of the human voice is
mercy and the otber eight moods such 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 asa 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
thata healthy child, whom-so-ever it may
belong to, inyites a kiss from all. As
solfishness grows with the advance of age,
the physical and mental harmony of a
person gradually decrease and finally dis-
appear with him. If a true-hearted person
_a]ways working for the good of society is

:endowed with a musical nerve, a graceful
2 vonce and an attractive personality ‘he can
surely command a culkured audjence, A

critic of vocal music should himself 2N .ps once in cyoles of ages. Such a gifted

gifted musician and a perfect gentloglh hayaka is above all criticism.

One cannot be a gentleman unless on ¥ 4 house-wife is music embodied whether
pure, unselfish and contented The, o8 ing or old. All men |without exception
ose their merit in the iron age but even in
that neither in our hearts nor . 8
ward eyes, envy the great nor dc;, gtient, truthful and virtuous. The podt
low despise”. An able teacher .cffN, ;s “It is beauty tbat doth oft’ make
¥~ or'ne" proud ; it is virtue that doth make

guide a person gifted with & grag
voice and good intellect and the 2 ;m most admired, it is government that

should develop and bring out the ,kes them seem divine”, * Her voice was
himself. Music is a synonym for -..m\ er soft gentle ‘and low—an excellent
ness. Every nobody sings, plays on ingtiibiog in woman”. Boys before they are
ments, and dances for pure plensuré_ welve and fumlly women before they
he passes through his teens, and itain their puberty are naturally “musical
selfishness and envy grow and mar@BM iall their physical movements are full of
beauty of harmony. After the age of t ¥ ace and harmony, Everything that pleases
a man becomes logical, natural ki mind is itself music whether it be mate-
begins to wane, and his simple and_” @51 or ideal, and therefore music is defined as
he?rt is ngitatec! by family troubles. § hhat without which (harmony) the world is
agitated and afflicted mind can hever W ull and void. The scientist says that the
réation and the creator are nothing other
In a particular condition
very animate or inanimate object is plea-
itg to the observer and that lively state of
th the observer and the observed is a

vance of age. The wise desire sol
while the foolish crave for society."
poet says “the fool doth think heis
but the wise-man knows himself to
fool”. Itisthe infant lying in the lap
his mother, and the wise that can en
the best music for they are always a
and they can recognise and appreciate
celestial sounds called Para and Pas
They can create perfect bhss all 'g;\
them, e :

A gifted Gayaka who is endowed wlt
full voice which could have as an:acet

paniment any musical instrument whlc i . in hi
correct in its metronome, whose physn i aturally every one thinks in his own way.

features and graceful action attract tigfi¢ Poet says “but thoughts the slaves of
young and old irrespective of colour -agifie and life time's fool, and time that takes
MRirvey of all the world, must have a stop.
fby, what is pomp, rule, reign but earth
il dtist ?. And live we how we can, yet

The best music is reclusion, for the phi-
opher says * Every state except reclu-
on is affrighting ". The poet says “Itis
detier to be lowly born and range with
Bumble livers in content than to be perked
kpin a glittering grief and wear a golden
strow.” Thought is common human pro-
ety as the poet observes “ there is nothing
ood or bad but thinking makes it so”.

creed, who with his intellectual gifts"
master any science, art or literature
dependently, who has led a long, useful at
righteous life is in deed & rarity, seen pe

¢
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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
isanekrit 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 carser ia true
rmausic, his speech is the only correot
Sanskrit. The poet says * He sits amongst
men like & descended god; he was a man
take him for all in all: 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 ehow
0 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
what 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 Rishis 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. He,is todischarge a sacred duty. kae L

the poet he sings because he must,

<



SANGEETA SUDHA.

[Translation of the music passages only.)

History.

.(Sl. 1-14). In the Chola country is the
City. of Tanjore 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 poetsin Karnataka, Andbra
and Dravida languages.

:.:15. .There were msny Vaggeyakaras
(composer-vocalists), experts in all the
mausical arts, and players on' the Vina and
other musical instruments.

i (-1‘6—-26). A ret of Vidwans waited, one
day, at the door of Ragunatha’s Court.
They were respectfully received and seated
by the King. After the usual inquiry was
over they afdressed the King :=—

(27-34). “ Your Grandsire, King Chinna
Clieva was the first vassal at Tanjore under
‘Karnataka suzerainty. He built.the temple
towers .in Sonachala (Tiruvanamalai) and
also the .EKamranatha temple tower at
{Conjeevaram) and did like holy service at
..~ Dirgha Saila, Vriddhachalam and Srisailam.

~ He was a promoter of arts and literature,

(35+46). “ 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 severa) jewels
. for. Lakshmi. The flight of steps-at the
- Kaveri-Ghat was decorated by him. The
‘towers in :'the temples at - Mayavaram,
Madhyarjuna Tiruvidaimarudur)

and-—-theocean of Music literatyre,"
) .

Thereupon, king Raghunatha in re-
accepted the request with all due respect
' nd expressep that the wishes of the Vid-
ans would be obeyed. And he wrote the
4ngita Sudha for the benefit of the man-

tructed by him, P
ind. |

(47-61). “You are born of Achyu'ta
have been trained in the use of wa Preface.
in the art of musiec, poetry and com
in the vernacular languages. Yo X B Salutations to the tutelar deity

bamachandra, the lover of Sita. Then I
N oceed. to write Sangita-Sudha for my fame
ad. as part of my permenent Dharmea

duty)-

(2-4). Ishould first name of the music
B, uthors, to merely pronoance whose names
brings honour and fame to one—Sadasiva,
Purvah. Brahma, Nandikesvara, Bharata,
MDurga, Sakti, Sardula, Kohala, Vayu,
Ml Kasyapa, Hanumat, Rambhe, Arjune, Nara-
ds, Thumburu, Ravana, Visvavasu, Dattila
B .mbala and Asvatara (the kundalas of
Siva), Yastika and Devaraja.

built the temiple 6f Rama ‘af Rameg AN,
Kumtakonam and Srlrangam. 3

(62-63). “ Your poetical works, -
paharana, Valmiki Chantra, Achyu .
bhyudaya, Ga;endramokeha N4la Chg
Rukmini Krishna Vlvaha—Yak'

have already earned you a fame as LY

64. “You have sung the new R
yantasena and others You have

63. “You have codified the new . music

Raghunatha Mela .by name, You
clearly classified all the Ragas in that
system. 8

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

“(6-10).. Nritta, Vadya and Gita—all make
ep music.. Then why is QGita alone taken
wp by you?: Sarigita is of two types—
Margs and Desi. What Brahma -and other
Gods performed in the presence of Siva was
Marga. What is enjnyed by men as music
in different countries and with varying
tastes is termed Desi. And Nritta, Vadya
énd Gita are conjointly termed Desi—
BN Dance depends tpon Vadye and Vadya de-
Ba Pends upon- Gita. *-Gita is therefors the
#] principal thing and it 'is ‘the subject of
troatment. .

>

(66-76). ' Several Music works ha a3
written from Sadaswa downwards.’

ance in the practice of Music. The thy
propounded do not agree with what i A
in practice. We request you' to
music work where in practica- and*
go hand in hand with each other si
are found to be competent for:the
your learning and culturé and.
Sangita Sudha’(nectar) after-chuf

SANGEETA SUDHA

12T

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 appease::l :and
! 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. Yakshas,
Nagzas, Kumaras and Gandharvas especially
are drowned in music. The child in .the
cradle stops erying under the influence of
music. It is not only men but even animals
are pleased to hear music.

17. ' I therefore treat Gita as l'ny chief
subject in the following seven chapters®

Introductory.

1. In the ficst chapter will be dealt “the
origin_of sounds from the physical body with
their differences, and arising therefrom 'ihe_
positions (Sthanas), and then the Srutis and
the Seven svaras begmnmg with Shad]a

(17). .

The twelve different swaras, their families
and their origin ; the varnas, and the source
from which they. have originated togather.
with thelr Patron Rxshls and Gods (18)

Their metre, their different effects and
applications aund the Sruti groups of each
of the swaras; their twoo.gamuts and the
three different classes of modulations (Moor-.
chanas, viz Shuddha, Sasamklwa and. Kula-
thana (19) i
BN “5."1

“The different Prastaras and Kundamer;
calculated to enable the restoratlons of

-
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I« fourth chapter are fully set out heréin, viz,

* Udgraha, Elupaka, Dhruia and Bhoga (28).
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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).

Aga;:n the sourd use and application of
the two Kakalfs: and the distinguishing
features ot varnas, the 63 different alankaras
of the jatis and the 13lakshananas (21).

Then kapalas and kambelas and the
fourfold classification of songs. Thus the
subjects to be dealt with in the chapter on
Swara have been briefly indicated. (32)

2. In the seccnd Chapter entitled Raga
viveka (Study of Ragas) will be montioned
thegamut Ragas, uparagas Ragas, Bhashas
and Vibhashikas (23).

Then the 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 cliapter (24).

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

Then the singer—meale 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 (26).

Then Surirain, the good and bad qualities
in it and the ‘scintillations of swaras—
known as Garakam: 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

°
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The six divisine of Tupus, Swaras, B
Puda, Thenna Pala and the different v "
ties of Tulaprabandhu (29). :

That prabhandha is of three kinds. Shall
Sula and Sulaka Sudaga; the Aliga, I
and Prakairna songs and their merlts o
defects(30). :

The exact nature of each of the a.bov‘
their differences—these form the sub
matter of the fourth.

5. Next we will specify the subje':: :
be dealt with in the fifth chapter on:
(measuré) (31). ‘

The margathalas having variable paddl
the beginning differ from each other. Me N
ring of the time silently, by mere sxgnc. i
accompanied by beat of hand is knownik
kale (32). 3

arising from difference in movemenR
They are Dhruva, Chitra,

Sadakshing. (33)

Laghu ; the talas with one, two and. f> Y

kalas and the dlﬁ'erence in - st,roke (of'f "

The layas, swift, (Druia) Inean (Madh'
and slow (Vilambita)
tion of intervals; if there is a regulatiot

« «

E

Mt lost might be recovered.

“".\ different
Varthika .pJiN
g

and the deterrind$¥
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B¢ laya than the song is one with Madhya

foya. (36)

Drute, laghu and Laghuplutha are all the

arts of tala; Ullophyaka and Madayaga ﬁre '
N e Deuse thalas, having their origin in

gitanga. (37)

The 120 talas beginning with Adi tala,
vnlh their Prastharas (Guru and laghu
| words); when the prasthara calculations
sre given; the tala which has been specified
(38)

The Druta, Meru of laghu and Gmu and

’ their prelation  yogameru; prastharaka
;plic-word- beginning end the Pracha of the
four merus. (39)

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

6. In the sixth have to be described the
musical instruments together
ith their special features.

7. In the seventh has to be specified the

: breaking out of the belly., Of these we

shall deal with the birth out of the womb,
(1)

Mortals having formerly attained to the

1
d chandraloka for the enjoyment of the fruits
il of all their virtuous acts, fall down -again

when the -enjoyment is exhausted and the
kbodies given them for such enjoyment fall
(72)

17

- -
b down, ..

*
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Th.en 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) I

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 & 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 lully formed; in
the ninth month he attains maturity and.
perfection in all features. (79)

Beginning from the seventh month he
will rerhember the various acts he had
done. Remembenng 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 L

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 déstinct only through sound, words only
through syllables and expressions only
through words, (43)

All effairs- 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 hes also been stated
by Matanga to be so. Even the Gods
Brakma, Siva and Vishnu are sounds
incarnate. (45)

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

is
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The Ahatha subsists in all corporal xR
ence: hence the study commences withi
body. Since the emanation of sound is’ :
the body, the conscious self or Jivg .
attached to the body. (47) '

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

maintains on other apriors grounds iy
consciousness alone is transient.

It has been said that the worldl
with sons and husbands etc are all
meral unbroken by consciousness. In
some people maintain the absence of
(Brahman), while others, viz, Madayam¥H
maintain the existence of everything B

Others still, maintaining the truth of

free-wiblled; but how can the five Brah'

be realised thus ? The fact is that Kunig

vanquished all ¢
(52)

having
leaders.

on
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' tocln of
B-stablishment of the Vedic principle the

ing' were defeated by Udayana's
opastraic pandits. (53)

The existence of God was established
o by [inferences drawn from Sudhas and |

als
Thus even

qpported by cogent reasons.

B gqnada, Gautama and foremost of Gangeas
l,nd others well versed in Sastraa.

(54)

The perverse-minded have been definitely

: ranguished ; Kumarila’s worda shall be the

victory, with the conclusive

Jiwe is to be understood as without the
otber four fold characterstic. (55)

That very Jiva is union as Viswa or suol

“ in his conscious or wakeful state in. the

jreamy state (56)

In the dreamless state or state of complete

oblivion when everything is at rest when
M 10y« (illusion) and ignorance alone remain

the consciousness goes with pleasure and
qests finally in god Siza. (57)

Just as the paddy if covered with chaft

T and when the chaft is separated becomes

riee likewise the ‘Jiva is enveloped in
jgnorance and all his actions are of like
nature but when the same is thoroughly
B rooted out. (38)

The said Jiva becomes Brahma, knows
Brahma, being.Brahma attains Brahman
according to the text. If the quality or
characteristic of Brahman has been

1} realised than the characteristic of every-
B thing is determined (59)

Brahma is only a cause of the existence

SBANGEETA BUDHA
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eﬂ'ect‘by this universe might even be the
cause, (60) ’

Hence perverseners or heartlessness of
of Brahma may not be the ground or: 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 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 worlde. 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 incapable 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 tbe mind,as seen in creation and in the
withdrawal of all creation into himself and
in the upiting 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 standy and
features. (65 & 66)

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

Issue from him (God) with his Amsa like
sparks{rom aflame. So jivas are not diffe-
rent from the Eternal and have neither birth
nor destruction. (68)

f)

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
inisery, and a wonderful variety of castes
and births and lives. But throughout, uutil
he attains Moksham (salvation) one thing
keeps followmg 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. Iam living now
clone in this woumb . (82).

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

yama. But I see now, alas, in this wil
sufferings crores of timer more great "', -

“If I should get-out of this womb g
never again enter a womb. How ca
now endure the interminable sorrows
like the ocean cannot be cursed.”

“ Whtn I get out of this womb, here Vi
I will adapt the Varneshrama Dhi3 :
discard all vices like hatred etec., will, ¥
no desire for wife, children and frlends :

* And by Bhakti and other yogas I
try to please Maheswara, the one god tg
worshipged by all.” Thus rummatmg e
nally within the womb, when the Bepi
month is completed, then. (86) :

Pressed by the labour pains (am -
becomes inverted (with head downw N
pressed closely round by the uteris ag’
a sharp-pointed nut crackor. (87)

Ejected therefrom he falls to the Er %
and then immediataly becomes oblivigl
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 firgt}
which comes to him as the consequen

the acts of his prior bll‘th Then the_. DItk
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TRANSLATION OF SANGEETA SUDHA.

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

If they eeck 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. Haviog thus described the nature
and the science of the body as being con-
ducive to a knowledge of the nada we shall
now proceed to describe the origin of nada
and shall also further on discuss the various
srutis, (91) and (92)-

Nada (Sound) or (Tone).

I bow reverentially to Nada, which, as
having the chit in all living beings, as muni-
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 Visesha. It then
assumes 66 forms known as the srutis and
becomes thp basis of the svaras. How can
a single eound become so diverse ? Is it
_proved by science or supported on common

" parlance? One answer is that the 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).
word “Nade"

Some explain the as a

composite term in which T stands for HTUT

o "y
\ A \'
two in ;mmbor. They (wires) should be
fitted in properly and separately. The first

qmong them should be constituted in the

G an (lowest bass) tone,

The next (wire) shall be of a slightly hlgher
tone. Between two srutis there should be
po interspace ie, there should be po possi-
B pility of a distinct and different tone inter-
8 ining. The tones emerging from the
(a"i‘ﬂf’) wires thus constituted are called
grutis. In those wires the 7 svaras should
pe located in their proper places. The first
ghall be called tbe Dhruva Vina, and the
gecond Cbala Vlna, That from which the

saras are deduced (reducedf (3TFY)
(under—toned) is said to be the Chala
B Vina. That from which the Svaras are
pot deduced is said to be the Dbruva
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-
M ximity to them). All the seven scaras in
the Chala Vina are one sruti less than those
in the Dhruva Vina. The Second wire
also being sounded.shonld be constituted in
At the chest between the Jlz and Py s tune which is less by two svaras. The
nadis there runs the Sushumna Nad'w Gandbara and Nishada of (‘hala Vina will
rises upward. If that place be crosswill§ merge in. the. Rishabba and Dhaivata of
nuwmber of other nadis (forming thus a ne@ the Dhruva Vina. And then similarly the
system) resemble the coral reefs in M third wire also. Then the Rishabha and
a'l?ﬁl'(form) or (texture). The 66 srutis Bjg Dhaivata of Chala Vina will merge in the
their origin from the breath coming . Shadja and Panchama of the Dhruva Vina.
{ 107 to 112
Then the fourth &@LU also should be
made (similarly), then the shadja madhyama

The nature of these srutis should ch and panchama of the Chala Vina will
] respectlvely merge in the mnshada gandhara

(But) I Ts

Nada is called as such as it has ltl i
in the interaction of Prana and Agni¥H

put in'e stir. The mind strikes agair
vital heat in the body which in turn

The same Nada acquires five desi ;

afiragw, g&a, 92, YT and TR

tively, in the five places referred to, t|

are capable of being demonstrated (ar
for practical purposes). The mandra 4
at the chest, the madhya at the throat}
the Tara at the head. 98, 99, 100 &K
The madhya is twice the capacity‘.
mandra and the tara twice that o
madyas. There are 22 srutis at each 4
Sthanas making on the whole 66
Letters affirm that srutis are innumergh

: :hat the chala srutis merge
Y id the 22 srutis s the Dhruva.  113%o 115,

s
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There shall be no more “reductions
(ww'%ur) as the quality of a Svara is
marred when sweetness dwindlesaway
(as there can be no svara when sweetness
dwindles away). Thus by 3334 and
STFAUR the @ETT (the number) of the
srutis should be learnt for the purposes of
(W) demonstration or performance.

116.

The vina fitted with 22 chining T s,
should be constituted. In the same vina
(learned) men constitute the 66 different
117

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

srutis and H*g etc differences.

Svaras. N

I do not see any the slightest difference
between the Sruti and the Svara. How is
it that the Swara is born-of the sruti?
Our answer is this: the difference arises by
virtue of this or that being the dominant
factor (\'ﬂﬂ’;i) 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 view points we get
the Svaras from the srutis, This the JFUN
(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 Swara has thus become ple-
asurable by itself. The .Sruti scale is for
counting (for affording the measurg) and
the essence of the svara consists in the
ST, 1 shall now state the five Jathis
of Sruns following the method of Sardula.
They are thus ennmmerated: 714, H{ACT,, -

FEO, T3° and AEAT: Ishall now describe
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4he points of distinotion among them indjvi.
119 to 123

dually,
. ZET s ol’f_our kinds: namely

_ qar, <
(ﬁﬁir,;and IAT.:-.

“ATAATis ‘of five kinds-namely FHIAL &N g,

qarfen, @i, Ao,

The third Jati callcd Korune is of three

kinds namely 31T ATSTVA & AZPTH.  Panchamg .
'Thi_s three fold division is given by Kasyapa .
“The fourth called TF: is divided into ﬂ""{l',.
T, R, and TG, - This is declared
by those "who bave known the School of
Durga. The Madhya is of six kinds namely
-Chandovat, Ranjariika, Marjani, Raktika,
‘Ramya and Kshobhinika. Thus Kasyapa
Yashtika and others have described the

twenty two diffferent srutis. 124 to 128

. Names of Jatis,

I s!:nall also recount the names of the
‘qmtis which stand related to the svaras.
l"I'he ﬁrs!. sruti is ﬂﬂ?ﬁﬂl’ -

: Th_e second is AaIETr FHgA.

Theé third is AgAfTHT.

The last is HYAT Fearaent.

The’sﬁ four.are the Srutjs of the Shadj;l
and ip the last of them emerges the king of

,war@. va‘v I shall specify. the jati of tho
;‘l:i;;:bsl;-:..tls _occ_upying the place. of the
The first is €T ZATTA,
The second is #YAT L.
and the third is TF TREHT. 128 4o 13;
"In the last the Rishabha manifests itself
by the two Srutis which occupy the region
of the, Gendhara, X1 is the first and
ATATRNT is the second and Gandhara
emerges from the second. Then I come to
_+he Jathis of the Srutis which ase stated by
Bharata occupy the region of the madixyma.

Thes first is ’{'T'?IT a’&aﬂ, 132.t0 133
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1 aras are said to be the basis of the
femergence of all the Ragas. 141, 154, & 155.
be determination of the Svara
31" distinctions. o
se distinctions as shadja etc.—
have they been derived? From
nan or from the methods given in the
na Vedaor from an examination of
ience of music itself? How are the
notions to be accounted for? One
g . these distinctions are clearly
he direct experience of men versed
s,-in ‘the. sciences, and they are
n in the sciences. There are seven
» the Sama Veda, Krushta etc and
re also seven svaras in the sastras.
iJe distinctions as IFI1, a‘ia, a9,
@ not in vogue in the science of music.
eat servants of music like Mathanga
ula and Yashtika have given
f!;é:se distinctions of Swvaras which
r the delight of all beings from the
the man and the beast. When we
stigate the matter on the lines indica-
them we find these distinctions
ining even in the sounds of animals
s. The peacock, the chataka, the
1@ krouncha, the kokil, the frog, and
i efiiphaﬁﬁ give expression to the seven
i gbeginning with Shadjs resp ec-
¥ In their voices, distinctly and unm is-
R Rabiy. ‘ 155 to 159
- A .
the sparas again form the divisions name-
i, ‘Samvddi, Vivadi, and Anuvedi. 160
Jue order.shall we explain the definitions
all the form classes. That Svara in
i upon which there is frequent
EUphasis is called the wvadi, The wvadi is
lled the king of svaras, and is always
ninent. The svara which is 8 Srutis
rotn that is the minister. And another
Ister is the -Swara which is twelve
i5: romoved (from the king of Sva ras)
. are called Samvalis bring placel

The second is HTARIwT T@IRoR. - i 1w
The third is Fgsftfa: - 1 -

“and the fourth ismmﬂﬁﬁﬁﬂ.
Upon, the fourth’ ,ers_ts’ the . rr;'a'd-hyam

2n

' If'ol!owing Yashtika 1 now desc!'ribe thy iTp.
Jatis of “srutis which form the basis of the l.-h—'!
The first is TFEAT.
The second is MORSFAT, ..
" The third is ATARET G ang
The fourth is FENT. ATV, 1%
The Pa:lchama svara always shines forth -
from the last mentioned sruti. Followin
Dattila, 1 now describe’ the jatrs of the[§
srutis accupyirg the Dhajvata region. 13 :
The first is FEWT 77T,

The second 'is JTgaT AR RreT and

The third is FQTGYT.

Upon this last rests the Dl;aivata, and
therefrom shines forth. I n-ow go to the two
srutis which form the basis of the NishadslI
svara following the dictum of Durga.

The first is FEIHFT. 138 and

and the second is MATRIRIMFRT. 1%

and the Niskada svarg sh.ines with rare
excellence upon this last. ‘Thus the !
svaras and the various srutis which form
the basis of the staras have been deslt
with in accordance with the learned tradi
tion. The shadja eto * swaras im their
.'sudd/ta_chnracter which form' the sole basis
of Raga formations have thus bees
described.

Vikritasvaras,

Now we take up the wvikritasvaras in
their order, those which form the basis
of other Ragas. Vikrita svaras are twelve in
number and their identity is as follows }
The suddha svaras have been ascertained
and al§_q the twelve Vikrita sxaras, Theie

Srutdis.

_BANGEETA SUDHA -
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after the 8th and then after the fourth

(Visf‘lada

and Gandhara

destroying the harmony of five staras are

called Vicadis. So the great Sages have

said. Ordinarily the two (Ri and Dha) are
Vivadis with the five and Ri and Dha

are (also)

mutually Vivedis. (enemies).

This is the opinion of a different school

expressed by those well
scientific works of Sardula.

versed in the
Those that are
not Vadyi, Samvadi or Vivedi and simply are . |

the followers of the king and the miunisters,
they are said to be thednuvadi svaras by

_Yashtika and others.

161 to 165

The family etc. of the Svaras.
Shadja was born in the lineof 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 Kshathriya birth and
Dvi Srut of Vysya stock, the Kakali and
Kantara, these two are of Sudra birth.

Shadja is

splendour.

known to be of lotus-like
Rishabha is of reddish hue.

Gandhara is of golden colour. Madhyama

shines like

the kunda “flower (white).

Panchama is greenish, Dhasvata shines in
yellow splendour, Nishada is of a mixed
hue. These aretbp colour distinctions' of
the svaras. All the seven svaras  beginning
with the shadja, were born respectively in .
the Seven Dvipas namely the Jambudvipa

atc. 166 to 170
Agni, Brahman, the Moon, Lakshim-
pathi (Vishnu) Narada Tumbury and

Yakshapathi (Kubera) discovered the Seven
Svaras respectively. Agni, Brahma, Saras-
wa.tl';i, Siva, Vishnu Ganesha and Surya are ,
the presiding deities of the svaras in the.’

given order.

174 to 172
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The Cha;adas (or metre of the Svaras)are
as follows: Anushtup for the first (Sa),
Gayairi 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
Raudrea 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 Risbis and the Rasas etc of the eeven
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 be

‘the first, secondly the Madhyame grama
“and the thicd is the Gundhara grama. The
Gandhara grama does not exist: in the

humean world. It is fit to be.sung only by
Narada and othbrs. 175 to 177

When the Panchama stands upon its own
fourth sruti the group of Swaras con-
taining that (Panchama) is given the name
of the Shadja grama by the Rishis. 178

"1t that Panchama giving up its fourth
sruti takes it stand upon the third sruti
‘the group of swvaras associated with it is
;l_(_nown as the madkyama grama. = 179
., If the Gandhara seizes the (two) srutis
bfpf ‘Ri and Ma. and Dha seizes the Srutis
~of 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 -
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Samvadis, is considered to he the
prominent among the gramas.

As the

5, AEAQET—NZAYTA to Ga—down to
sadhyama. 190 |,

madhyama grama involw

dropping out of certain Srutis it B IVTRTAT—HE Ga to T Rishabha
next in importance (to the Shadjagran Jown to Gandhara., 191
it is prominent in Oudava and . & —H*% Rishabha to Shadja
Ragas. © joun to X T2

We proceed to describe the nature of
o Murchanas of the FVAH gramas WHHRA—
AITATAH to T ga, (na in the middle

being of a divine origin. The Adhide
of the gramas are respectively. Vi

(Brabman)  Lakshmisa. (th“.“)_ W ;2ve) to octave ga in the higher Avarokana
gahezam‘arzzey are dﬁtVt‘:sh? 8 Lown to Madhyama octave,) 193 & 194
A K s EIRUMAT—ga (mid oct) to Ri (high

respectively. They are auspicioug
appropriate for being sung in the fore.. ‘
noon, and afternoon in the day. 182 g

The Murchanas.

W ) avarokana down to mid oct ga. 195
9. FSAAT-—mid oct Ri to High Skadja
down to mid oct Ri. 196
+ ¥ i FEAAT—mid oct shadja —to N¢ shada

LI jown to shadja. 197

we proceed to describe the murchanas 5 m‘ﬁ—lower oct; Nishada to mid
The Adrohane and Avarohana in ord!‘_ &t Dhai down to L. O. ni, 198
the svaras go to make up the. Mu By - b. WHT_IO\\'er oct; Dhai to mid oct.
They are seven and seven in the Briichama down to Dhai. 199

gramas. Together they are of 14 kinds ¢
1st M, in Sh. Gr. is called STATHFE, th. ‘
AL, the 3rd TTTIAT, 4th w
TEAF, 6th IOAMAT, Tth AINTE
The first panchama born of Madhya
grama is G’H&ﬁ, 2nd El'& SMlihen the murchana called Rajani results. 201

FSGAAT, 4th STEHET, 5th m-zﬁ d@f [fthe Dha and other svaras take the
Mplace of Shadja those murchanas  will

7. TFE®RT—lower oct ; Panchuma to mid
Yadhyama down to Panchama. 200
f' These are the fourteen murchanas of the
two gramas.

If Nishada occupiesthe place of shadja

The first
Mandrika commences
Shadja.

when gandhara
of madhyama the
alled the Harinasva. In the
on the Rishabha and other
Revaras occupying -the WEAZT the mur
unas namely Kalopanata and others take
i",‘\ their stand.- Some are of opinion that you
gyionfd again eliminate the Madhyma etc.

B

RANGEETHA SUDHA

.Suddha Thana results.

202 t4 204.

147

Each of these murchanas are a'gain sub-
divided into four kinds in accordance as
they are "WV : or include the Kakali. 205
mmm—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 nttara mandraka
etc. 206

Among the wurchanas contained in thé;
3adhyama Gramas the numerical designa--
tion of a murchana is ldentlcalfwlth that
which the Madhyama possesses in it. This
is the rule with regard Souviraka ete. . 207

Such murchanas are of seven kinds
by virtrue of the 1st, 2nd, 3rd, 4th, Sth* the
AT 6th and the 7th svares. Thus they
are 56 in number and each .being of seven
kinds the total number is 392. 208

Thanas.

When in the course of ul.tenng the-
Svaras in order, a svara is left out the
Datha and Kohaln
have taken the Thana to congist of Shada wa-
and Oudava—-twodlwsmns Whenone svara

is leftout it is Shadawa when two swarcs

are leftout it is Oudava. We shall parti-
cularly describe the wvarnz svarus 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 (4 x 7)'.,-

The Thanas
be Oudavas.’

Pam‘;hama and Shadja
the case of Seven Thanas and Gan-
dhara and lehada are ommitted in the
case_ of Seven Thams Seven othersadrop

having 5 svaras onlys will®

209 to 211

are ommitted in-



Jmake up the number 84.

148
out Dhaivata and Rishabha. They are thus
twenty one in number. Thus the Suddha
Thanas in Shadje Gramas are 49 in

pumber. Now we shall describe the Suddha
Thanas 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 namber. The Oudava

LI'hana.w are only fourteen in humber. 214
{ without Ri and Dha
¥ without Sa and Ga. } A5

. \Vhengail‘.led the Oudava and Shadava
Yhanas are 35 in number, In both the
Gramas the Oudavas and Shadawas go to
216

When the Seven Svaras are uttered

“irragularly and when the difference arises

. from the Thanas being full or with ommis-

_s‘ious then result the FZAMTs, I shall re-
couant their number for the information of
musicians. 217

-

When one swera is ommitted the Kuta
Thanas are Shadawas. Rishis “estimate
their number as 720. 218

I yobsa ﬁfra}p/i sfs B o,
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Yasktika and Dathila
fix their number as 120.
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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
ucxence 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-
lynNew York:—Systematic music probably
had its birth in Vedic India from whence it
spread its influenoe throughout the ancient
world. Smce then the music of India has
followed a oonsistent course ofdevelopmen t~
first, as the descending modes of the Gand-
#arva Grama based upon the descending
Barmonic series (arithmetioal division of the
moaochord)—and later, as uscending music
(Ragas) based upon the harmonic series_of
overtones. Thus the Aryan system of music
hasalways had a natural scientific found-
ation: as I endeavor to bring out in my
forth.coming book on Hindu Music.

The modern problem is now to realize
once more the scientific system of twenty-
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Greetings and (Nessages.
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‘problems,

EX

A. Subrahmania Iyer. Military Accounts
Department, Bangalore:—I am glad a
Music, Journal in our parts has become an
sccomplished fact. Thereis en opportunity
for Music—lovers to meet on a common
latform and discuss some of the business
problems of the day, such as, the theory of
22 Sruthis.

two sriztis. Also the arts of amgln A
playing,mridanga etc., should be po p

The amazing development of H.i
has already been highly apprecinte b
West by Leopold Stokowski, the
famous musician and symphony ¢
who. visited India and called Hindu

a divine art. ]
This theory has been an ancient one and

us such has been recognised successively by
Bharata, Narade, Sharangadev, Vittala,
Ahobala, Ramamatya, Somanata, Vankata-
makhi and even Adrejarkunallar. The
modern musicians fortunately lost its text
and bave been groping their way from
blunder to blunder to find it out.

The writer was recently invited g
to give a program of Hindu songsghis
his large and discriminating audiey8
Philadelphia.

The music of India is not only éni
highest arts of human expressior
scientific basis is far in advane
system in the world today. Unfort

i g : . *Meanwhile a new theory of 24 Srulhis
India does not yet realize this fac

wprang 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

I believe that a Quarterly Jou
Music is an effective medium to':
music lovers and scholars in al
India-and I am sure it will be an i
factor in the solution of India's

I wish your noble venture all suc
I sincerely hope the public will app
and support your effort.

IIIIIIIIIIIIIIIIIlIﬂIIlIIHI

The conference of experts organised by
the Academy during Easter last was
remarkable in more ways than one. Itwas
foirly representative in that scholars and
musicians not only from the Tamil Nad but
tlso from other parts of South India includ-
_ Ing 'l(arnataka. Andhra and Kerala came
BB Wiether for a frank exchange of views.

R i R T QTS

Correspondence.
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Totes amd Comments.
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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 (4624)
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 remnrk
of an Irish Judge at the end of a° tnm

“there stands an honest man who stole 6
pairs of gloves.” -

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 hit-
terest controversiesrelating to musio. It has
given the frequency ratios of those srutis to ¢
the fundamental, specified the typical ragas:
in which they occur, and considered cleven

 {be conference began on Fndny the 18th of ; out of the twentyiragas . mgnhoneﬂth.
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" questionaire. It is no exaggeration to say all deserve our thanks for the  parepfeg

thatthisisanachievementand a record from interest they have taken in this maff} ‘ - Your Favourite House for
the point of view of quality and quantity. The promptitude of the executive of ¥i98 f 3 GRAMOPHONES, RECORDS. HARMONIUMS, MUSICAL
The proceedings were marked throughout Academy in making the representatiogQ " A m . : i : \ ¥ 3
by a spirit of good will, reasonableness and the Government and the quick respd . PRNEE ,‘( 47 INSZR;JCNEIE: T!Q [I;‘Ei[::ihéggtggozl?’fis(s}?i{coANRTb'
b ' = Ly L] SO 2 n R ‘;J, ? -

tolerance on tho one hand and earnest en- from the latter have made two things pif§
quiry, searching criticism and candid ex- one, that organised representation by a ¥}
pression of opinions on the other. One ponsible body can influence the Govil
particularly noteworthy feature of the ment; two that in appreciating the di '
conference was the frequent demonstration ties of the people the heart servesi
instrumental and vocal, to explain andillas- Government better than the head. .
trate the view points. A report of the pro- Government were always inspired froml ‘ = HONEST SERVICE, RELIABILITY AND
ceedings will appear in our next issue, former source there would be little"--t ¥ ' : ‘ TRUSTWORTHINESS BACKED WITH

in the land. But alas! Life is nof i W17 \
music. B pASe sy A REPUTATION OF MANY YEARS.

CAMERAS AND FILMS.

The Name for

The Academy has yet another celebration
to its oredit. The memory of Syamasastri .
was revered on the appropriate day, 8th Feb. The School Sangita
1930. An interesting lecture by Mr. P. Sam- Committee arranged for an exhibiti
bamyrti was followed by an able rendering mass singing by school girls in the Mug§
of the sorigs of the great singerby Mr. Tiger Theatre. It is an interesting experir
Varadachariar and others. The rhythmic worth persueing. Group singing, ho
beauty which is 8o characterestic of the is not uncommon in this country. ‘.
pieces was well revealed. Here we are chaats, Bhajana pacties and certain
tempted to make a brief comparison of the functions when girls sing together
Kritis of the three great masters of South familiar instances- But it must be obsergk
Indian Music. In the songs of Tyagaraja that in all these cases the element of mug
melody predominates, without rhythm suffer is not very high. Indian music in its }
ing in the least, In those of Syamasastri phase is too individualistic to be compat]iie®

_the rhythm prevails melody suffering with mass singing. Still, we welcome] ’ M A ]I_l L I[ & C @
nothing. In the Kritis of Muthuswamy demonstration if only for clearing a gyl ®9
“Diks';hlto.r melody and rhythm are full and conception that Indian music allows AUCTIONEERS
well balanced. We hope that the musicians room at all for collective singing. - ¥ o . AND
and music lovers will cultivate a-taste for GENERAL & COMMISSION AGENTS,
the inimitable songs of Syamasastri unde- '
terred by the preponderance of the rhythmic
power in them.

HOMER & Co.. 175. Broadway. Madras.

AUTHORISED AGENTS FOR ‘ HIS MASTER'S VOICE.’
AND SOLE AGENTS IN GEORGE TOWN FOR The Famous ZEISS-IKON CAMERAS,

On this occasion a nice speech was :
vered by Mrs. Subbaroyan briefly revi ! 14, Ayya Pillai Street, Madras.
the progress which the art of musi

We are glad to note that the Government of certain bodies and persons in this beh

have taken step‘s to inttoduce the subject We were however, surprised beyond meastlll ! PROPRIETORS :

of music in the B, A. courses of the Queen to find that no mention was made of. - VASA.VARADIAH CHETTY,

Mary’s Callege from July next. The chief Music Academy Madras, the oneinstit ut ) T. B. GURUNATHAM.

Minister, the Director of Public Instruction, more than any other which hasbeen ceafegll

the Principal of the Queen Mary’s College lessly working for the adVanCemen‘t. - .

- and j:_l'm‘ Syndicate of the Madras University Indian music.
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THE INDIAN MUSICAL SCALE: ITS DEVELOPMENT AND CONTINUITY
By Mr. Hulugur Krishnachariar, Bharatiya Sangita Sala, Hubli.

SVARAMELAKALANIDHI, INTRODUCTION.—By Mr. M.S. Ramaswami,

Ajyar, B.A., B.L.,, L.T., Madura.
THE TAMBURA AS A SRUTI-ACCOMPANIMENT IN INDIAN MUSIC.—
Prof. D. Venkataswamy.

MY-MUSICAL REMINISCENCES.—By Mr. T. Lakshmana Pillai.

Rasa CLASSIFICATION IN INDIAN Music.—By Mr. P. Sambamur
B.A., B.L., Lecturer in Indian Music, Queen Mary’s College, Madras.

112 & 113, China Bazaar Road,
MADRAS.
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hacbariar.

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

DIAMONDS

o -

“Blue Jagers”

SANGITA SUDHA—SANSKRIT—(continued)

TRANSLATION OF bA‘IGITA SUDHA (continued).
PURANDARADAS —-(m Tamil) By Brahmasri Bhagavatar Soundara
Ajyangar (continued from P. 153)

THE EXPERTS' CONFERENCE April 1930.

Notes and Comments.

VEECUMSEE

CHABILDOSS & SONS.,

DIAMOND MERCI-}ANTS,
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THE EARLY WRITERS ON MUSIC.—By Mr. Vinjamuri Varaha Narasi : SN0 :
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BOOKS
ON

KARNATIC MUSIC

BY
VIDVAN K. V. SRINIVASA IYEN

B e T M N NP S S T s

*Adi Sri Tyagaraja Hridayam (with Svarams and } (3 vols). Rs. 10 0..-'
Notes, 3 Vols.) in Telugu and Tamil separately, (Each). , 4 0.4

I

.I *Adi Tyagaraja Keertanams (650 Kritis Telugu & Tamil). Each 3 0

Y *Adi Gana Bhaskaram (Telugu). 70
& . ]
1

*Adi Sangita Sudhambudhi (Telugu). } 3 0
2nd edition revised & enlarged. ;

Bharata Keertanams (Tami)). 3 83

*Adi Sangita Ratnavali (Tamil). } 3 0 l_
4th Edition—A Self—instructor. ’

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

*Adi Sangita Chitrambari (Tamil). , 10

o . . M
e L S My AR

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

}. Adi Sangita Sarvartha Chintamani Re. 2 8
1 (with Svarams and Tatparyams) in Tawmil. S 4 k.
X .
+ :
S * These books have been approved for class use by the Lext Book C‘ommzttee "
I Madras.
T
! C

M. AD1 & CO.,

PUBLISHERS OF MUSIC BOOKS.
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