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llany scholars have written on the sub­
fund tried to prove the continuity of the 
r̂elopment of the Indian Musical Scale, 

[attempting to show this continuity many 
ive had recourse to arguments drawn from 
,jr imagination ; some have tried to ana- 
sc the actual notes used at present in 
aging Sttma chants and to record them.

whether the present mode of singing 
•mis a true reproduction of the ancient 
•tbod may be questioned in the absence 
lound and satisfactory evidence. How- 
<r there is a persistent tendency to be­
ne that the Indian art of Music is derived 
>m the Sama Veda. This statement is 
inimously made by every ancient sati- 
:it writer on Music, such as Bharata and 
■inujaili’ca in their Natya Sustra and San- 
tkalmikara respectively. While modern 
olurs have found out all the references 
Tiusie in the Vedas and other Sanskrit 
Its, which point to various stages in the 
lutfon of the art, they have not distin- 
M the successive periods so as . to

show distinctly the continuity of the de­
velopment nor drawn the lines of demar­
cation between one period and another- 
Thus though we have many references from 
the Vedas, Brahmanas, Upanishads and 
Pralisakhyas and from the ancient works of 
Panini, Katyayna, Patanjali and Yajnavalkya 
and many references from the works or 
music proper, no research scholar has pro-: 
perly interpreted them to produce a reliable 
history of Indian Music. Without any pre­
tensions to finality on 'the matter I now 
place before the public my views.

Origin and the first stage of the 
usage of Musical Sound.

I do not propose to discuss what consti­
tutes a musical sound as that has a uni-<
versally accepted significance and there is 
no controversy about it. In Sangita we find 
two words and about which many 
scholars'have been misguided and arrived 
at wrong conclusions. may be appli-'
cd to any sound heard by the ear.as its root



158 THE JOURNAL OF THE MUSIC ACADEMY THE INDIAN MUSICAL SCALE 169

meaning shows, sj, to hear, Sjfo, that which 
is heard ; and may be applied to a sjfq  
( sound) which is beard uncbaDgiDgly flow­
ing to a certain extent of time. So is 
musical sound andqffqis musical sound 
and ordinary sound both. But the ancients 
have chosen the word for of the 
later period and used it in the same sense. 
To denote all possible musical notes in a 
scale this word is used in a technical 
sense and out of such settled f̂^Ts a 
few are chosen to form a Raga, only the 
notes so chosen are named as ^q^s; the 
rest are ^ { rs which are not used in the 
same raga. Properly there is no distin­
ction between and ^qr as adopted by 
all dlas sical authors. Out of the definitely 
set(led srfqs those chosen as being essen­
tial to form a raga are agreeable to the ear, 
while the others are not, but may play the 
the same part in any other raga. Hence 
the agreeaKeness of a set of Sjfqs in a 
particular raga is later on described by the 
word ^q^ on account of its contribution to 
the formation of a raga and its pleasant 
e ffect on the ear. ^qq: 
tppc (%. t. \ 3T.)
f So whenever the word sjfq  occurs in 
connection with music it is not distinct 
from ^qv; which is sinrply used with respect 
to the notes of any particular raga.

We can now take up the 1st stage of de­
velopment. Vedic literature is the most 
ancient authority we can find in order to 
trace the sources of all kinds of Indian lear­
ning- If we look at the hymns of the Rigveda. 
the most ancient of the Vedas, we find that 
there are three different sounds uised to 
recite or sing the Bichas and ther are named 
as . the JTYIrT, and ^qftcT. The

t~Ri jddje

higher is q qr-q and the lower 
Looking to the development of the 
muscial sound, it is not possible to c< 
that the authors of the Bichas ori| 
composed all of them with the risiaj 
falling sounds as at present. The Rit 
the prayers to different Gods of 
and the composers of the Bichas 
they become more audible and agrees,] 
reciting in consonance with one fixei 
than otherwise and that this fundai 
note should be common to all perso; 
join in the prayer service at the sanr 
And as the lengths of the syllables; 
Bichas had been definitely classifii 
g^q, i^q and qgq they were able 
form their services most harraon: 
The effect of this harmony encouragei 
to make further investigations ini 
subject and they fixed on the mode i 
ing the verses in three different n 
already stated. This system was 
mously accepted by all the Vedic wr 
the subsequent periods. So we arriy 
the following conclusion

The first stage of usage of musical 
synchronises with the first period 
Rigveda and this period according 
researches of the late Lokamanyar 
Tilak and Pandit V. B. Kelkari 
4500 B. C. * The musical system 
period is described by writers as 
t i m  or . Vid«
sita *&  \-\ -\ .

I II also
3T, K—

i a n fW =

The second stage.

The second stage is or the sin
of Bichas in the manner customary.at i

J ĵ npletion of the Rigveda and is therefore 
[ ‘nearly 3500 B. C.

The third stage

>flie period as proved by the above mention- 
led scholars falls at about 2500 B. C. because 
Ijl has been proved that Taithiriya Samhita 
Last have been completed by that period. 
Ifhe doubt may arise as to why 2500 B. C. 
■ibould be taken as the period of the Santa 
|fgia Samhita if, as is stated, it marks the 
smpletion of the Taithiriya Samhita. The 
leason is this. The verses of the Santa Veda 
'amhita have not been independently com- 
iosed. Out of the available Samhita we see 

Lost of the Bichas, about 1800 have been 
Iborrowed from the Rigve-la Samhita except 

few about 75, which have been inde- 
Ipendently composed. If we take this fact 

consideration we may judge that a 
eriod required to complete the Rile Samhita 

■issufficient for translating the same into a 
■notation adopted for Sumo singing. So we 
[arrive at the conclusion that Taithiriya and 
Santa Samhitas are of the same period, i. e 
COO B. C.
'Santa Gana is distinguished by the addi­

tion of new notes to the Rffq$r system- 
Various notes were tried until a certain 
pote was found to combine very agreeably 
with the fundamental. When, this pheno- 
nenon of ^qftqR fq  was noticed it was 
bed as a measure for fixing the relation of 
|Jie new notes.

wRn is a term used by the later writers, 
|fier the scale of 7 notes was fixed. Before 

it was termed as q-g:^q^T or grig: 
7U. Evidence for this may be found in 
vnjita Ratnakara.

JT^f^JTffsrq-f^TiTTT etc. Here 
ineanSjtJhe harmoni^chord between

the fundamental and the note at the end of 
the third interval, and <_qf-J implies
the note coming at the end of the seventh 
interval, in other words, the octave. From 
the above quotation it is clear that the Samic 
scale was repeated in three ways—from 
R, q  which are the bases for the higher and 
lower registers or octaves. The repetition 
of the scale with r  or q  as fundamental 
with its component notes unaltered in pitch 
and order gives us three different scales— 
which is the result of the development of 
r̂ r r TR. Until the phenomenon of the q ^ ; 

^qq; was noticed by the ancients they did 
not term the notes q ,  R and q as ^q 
This system might have been current dur­
ing the period between 3500 and 2^00 E.*C.- 
In the later period this system was modified 
and a scale of 7 notes was fixed by means 
of the measure 0r ?T.

The usage of the Sama scale with me­
thodical progress by means of 7 fixed notes 
falls between 2500 to 1400 B. C. which is 
the Brahmanical and Upanishadic period. 
We have sufficient evidence from the Bra- 
hmanas and the Pratisakhyas to confirm the 
above fact. There is a passage in Tandya 
Maha Brahmana (1—1—3) which runs as 
follows:—

rT?7T  ̂ qq-
jftqfcr, qtsq\qr st«ir *r  Rg«rr, qnseffra^r 
UErqfcRirGT, q^rqi, qsrgq*q

n srrtg
*US'9T^eWt‘Srarqt qR^qqqt i '

In the above passage the author men­
tions 7 notes and gives an imaginary descri­
ption of the inventors of all notes descend­
ing from the note, the highest in pitch of 
the scale. Notes have been mentioned in 
their respective order and not by their tech-' 
nical names. . They are ..
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1st is qjTTarJT which means the highest 
2nd is the 1st of the remaining 
3rd is the 2nd „ „ „
4th n 3rd ,, ,, ,,
5th „ 4th ...................
6th „ 5th „ „ ,,
7th is the last of the Scale.
In the above passage there is no means 

of proving the relationship existing between 
the notes. 'A s this passage is a portion of 
a Brahmana composition it falls in the 
period of about 1000 years (2500-1400 B. C.). 
Now, progress in experimenting with vario­
us notes and building up the Soma scale 
must have been made with some definite 
process they knew, which unfortunately 
is not mentioned. The unanimous practice 
of the Senna would be unintelligible unless 
we assume that there was some reason 
to terminate the progress by the 7th note. 
If the number 7 was only a matter of arbi­
trary choice or individual taste it would 
not have been so generally accepted by 
all Sitinyr/.is. We can however prove from 
the later writings that they had a definite 
process.

There is a passage in the Chandogya Upa- 
nishad put iutp the mouth of a Guru and a 
Sishya, Dalbhya and Shalavatya respec­
tively which is as follows:

Question. I *TT*ffT
nfa : I

Answer. seng-1 *fa 1
The above question may be translated as : 

What is the n\easurement for Samal And 
the pinswer is that it is measured by means 
of a ; in other words T̂TTJT̂ i is equiva­
lent to (^ . K. This
particular interval represents a harmonious 
relationship and is composed of three inter- 
vals^between the 4 notes, 3 of the Qjthika 
ind aifradditional ona^tSa,the Bcale^ofil^to

7 notes is Samika. There are some} 
ptional examples /raises of scales in 
which take more than 3 notes of the 
system and more examples of these ra^ 
found in Yajurveda than in Rigveda- 
fact shows that during the time of 
composition of the Yajurveda, Sama sfl 
was developing. In course of time as] 
above Sama scale was completed vy 
notes. The explanation is as under ;

When this or the sympa
chord of 4 notes was observed it was ; 
a unit of measurement of Udatta and 
datta limits. So the scale of San 
built of ‘two chords the extreme nol 
which bear the ratio of 3:4, one chol 
rising notes and another of falling-  ̂
in place of Udatta and Anudatta whicln 
approximately equal to the modern y 
or minor tones during the previous peril

When this was fixed, further mod 
tions in fixing the intermediate notes fig] 
ed in accordance with the principle to j 
plained below. Previous to explainin'! 
further development it is necessary] 
some techincal terms be clearly undeT 
The Archika mode
* T ^ r f T T c j j  
\ c)  has been explained in the first 
The infa^T mode is thus defined':

fesne: i Here
using one other note above or below 
the fundamental i.e., 2 notes including 
facT + (^T«T or And Samfl
defined: STTf
3 tonal scale i.e, 3 notes including 

. fundamental ^fer+3^TfrT+3rfta °r| 
tional higher note or vice versa in cas

VVhen the "scale consists o f! 
one chord of 4 notes, the extreme.nB 
being in the relation mathematically 

^presented ..- byathakratioa8; i,¥ita
m
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or and as stated
j„ the previous para, if 2 such chords are 
combined the scale will be complete and iS| 
c}||ed the Sama saptaka. The scale may be 
^presented as Bhown below : —

T 3 :4  ^  3 :4  >T
8:9 7  3:4 W 3 :4 8:9 T

1:2

3 :4 3:4

*T fa
T 3 : 4 ST 3 :4  7

modern

ancient.

2 :3

1: 2
2 :3

The extreme notes are shown with their 
jatio with the fundamental or This
issupported by (*T. TT. K. d. \d).

From the above quotation it is clear that 
Ihe extreme notes were of the same pitch, 
measured from the fundamental. When 
this arrangement was completed the an­
cients naturally observed that the extreme 
ĵ otes IT and tr wanted the complement of a 
one at either end to complete the arrSTfl- or 
rotation by the appearance of the other ex­
treme note of twice the pitch or in unison

The development of the above scale is 
entirely based on the observation of a 
natural phenomenon. When they noticed 
the relationships of the notes it and with 
the fundamental note which are now re­
presented by the ratios 3 : 4 and 2:3 or 2: 3 
and 3 : 4 if the relations are taken with the 
octave of the fundamental and when they 
saw that these two ratios added together
represent the rotation of the sound, they<»
were able to fix the other intermediate notes 
of the scale as shown below:—

VT

3:4

1:2

I P

1 : 2

IT 7  7  VI
3 :4  3:4

fa

3 :4

It has been mentioned in the Rik Praii- 
sakhya that there are 7 notesdn each octave 

with the.initial note. This fact is stated- and three octaves at twice the pitch of the
corresponding fundamental note and that 
the very 7 notes of pne octave are repeated 
in the others (provided the pitches of -the 
successive octaves are exactly double at 
every step). Besides these 7 notes it refers 
to possible intermediate notes which may 
be obtained at the intervab of a full tone. 
It shows that they used this scale with di­
fferent notes as fundamentals—which will 
become clear as wo proceed. From the 
above cxplantion it is clear that the Indian 
musical scale was fixed with 7 notes in 
exact pitch before 1500 B. C. as is proved

f^%irr«i in sr. *. 1. y.

“m jff’rjj <r^rfa-
e i n m  fasrsm  i ”

The above quotation clearly mentions 
that this arrangement was purposely adopt­
ed to recording the completion of the scale 
»nd the recurrence of the same note, twice 
the pitch of the previous note at every 
torresponding lower or higher place. This 
•'honpi that they noticed the phenomenon of 
•ie relations ofnaudiT  with the funda-
ental-not^ ejs Yeprg|.anted b e l o w t h e . B r a h m a n i c ^ l  quotations.":
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The fourth stage—Aranyaka 
and Grama gana.

This period falls between 1500 & 500 B. C. 
The first half t.e., 1500 to 1000, B.C. may 
be taken as Aranyaka Ganakala and the 
second half i.e. 1000 to 500 B. C. may be 
taken as Grama Ganakala or Pauranikiya 
kola. The Aranyaka literature begins im­
mediately after the Brahmana compositions 
and ends in the Upanishads and Prati- 
shakhyas. qvJr: I *TT3T I q3t°f
W sun«ft*I^' I «T|vi| I

* ft  I (Rik Prati Bhasya) etc., 
these sentences from the Tait. Upanishads 
show that the Upanishads do not merely 
contain philoeophy but that they treat 
scientific principles of all the subjects enu­
merated in the Vedas, while Pratishakhyas 
mostly deal with details of the technical 
subjects that are necessary for Vedic 
studies.

qflOT irbr Jf«TJTgrT4 I ^JrHRTTf: 
r- t iW R  q re : II

«Tmsf^r$TT: II

^r<r^rr q  n
ii c

’ ■ This example from the Rik Pratishakhya 
supports the'fact of the completion of the 
scale with 7 fixed notes in the Brahmanical 
period. The progress of this period consists 
in the usage of 3 voice registers in singing 
and for different modes of recitations from 
the Sama chants. Another remarkable point 
of progress is the introduction of additional 
notes into the large intervals. The scale 
consists of 7 notes only, but the five full 
tones in the scale allowed for the introduc­
tion of new notes which were substituted 
for the corresponding ones whenever re­
quired. This marks the limit of Aranyaka 

^Gawa.^jff hie j Ujtifiedjbjj^ ^ ioL a a ^ J

Yajanavalkya who give clearly a refen 
to scales that were then commonly j  
The following passages have been qg 
from Panini and Yajnavalkya Shiksha

'Jqirrl ftlT^TTOT^ SijjqiT1 1
q^pTqvjqmjHD II TT.! 

Tqft fH'TT r̂rhTT  ̂ sRTqYNcftj 
^PTTCJ ^qftrTT

Both writers admit that there are 
3 notes q  and q  as fundamental "l 
which produce three beautiful scale 
modes. A gradual extension in the ;! 
fications of the three terms 4^1x1, 
and ^ q ftq  should here be noticed. Ilj 
beginning the interval represented byj 
tta and Anudatta was one tone, then if 
2 tones, then 3 tones i.e., a samvada and 
mediately before Panini it was one syg 
octave. And S»arita was one fixed | 
up to the Sama period but later it stoocl 
either T̂, q  or q during the Arana 
period. The three voice registeis 
thought of as q g 'rx r  (q ? ) , *qftff (*l 
and fjjfrfr (cITC). It was because 
knew of the repetition of the same ecall 
different registers that it was possible 
them to fix only 7 notes in a scale and 
to adopt 3 different modes by chan 
the fundamental to q  and q  which 
separated from by an equal distancej 
ing Samika period.

Aranyaka gana was limited to the 
scales grfqq, qJTOtfif and i fc ft  only.J

Grama gana will nowbe explained in 
following paragraphs. Aranyaka gatuii 
part of Samagana but instead of using] 
sama chants other chants and prose coin 
sitions from the Upanishads and ©» 
similar literature were used. The scaJeN 
Samtfca only but with the optional use|
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juried in which ibis custom was popular 
l,as already been mentioned. Then comes 
Qramogana. This system was more techni- 
C,1 but popular as compositions set to musid 
jtthe time were free from (he stiff language 
„f the Vedas and as the new Samskrita 
language and verses composed in more sy- 
iteinatio metres were used.

It is welknown to all Indians that poems 
and epics like the Ramayana and the Maha- 
bharatha were sung in those days; that 
period falls between 1000 to 500 B. C. which 
isgenerally considered to be the beginning 
of the Sutras, older epics like the Ramayana 
and the older Puranas. During this period 
further development was made which will 
now be described. The Aranyaka period 
bad only the notes q  and q  as funda­
mental but in the Puranic or the Grama 
gana period each of the 7 notes was taken 
as the fundamental. So there came in 
common use 4 more scales or modes start­
ing from ft;, q , f t  as fundamentals, and 
names for these modes were taken from 
tile names of the initial notes of the scales 
with the word Grama affixed to them. So 
there were 7 Gramas, which ware named as 
the q^dniq etc. There is one instance in 
the Hari Vamsa Parva of the Mahabharata 
-we have there the story of .a king who 
was fond of music and who rewarded his 
court musician abundantly when he was 
pleased to hear ..the Gandhara Grama sung 
by him. This fact illustrates that'the mode 
of singing described above was common and 
very popular at that time.

Fifth Stage. The Jatigana.
This was systematised by Bharata the 

originator of musical science. This system 
*as current during the period from the 200 
8. C, to 400 A. D.

a fully developed natural science by Bha­
rata in his famous Natya Sastra. His obser­
vations enabled him to test all the notes 
of the previous system and notice that it 
was incomplete and defective. As some of 
the 13 notes obtained by the seven Gramas 
were not so harmoniously related to the 
fundamental, he continued the same process 
of obtaining notes by means of the ^rqpwl 
jfq  of ^  q  and q  relations or of the 
ratios 3 :4 and 2 : 3 respectively. He accep­
ted q  and q  just, as the results oftheobserr 
vation of a previous age of natural acous­
tical phenomena. As more notes than were 
already obtained could be introduced within 
the series he continued the two progressions 
from q  and q  each until he came to two 
notes, each the 11th from the stlrt which 
differed by a very minute interval fronj just 
q  and q  respectively. These last notes were 
not fit to be used with just q and q  so as to 
make a distinct interval with them nor were 
they harmonious to the ear if they were 
substituted in the scale for the natural q 
and q  notes which formed ^qrq with 
He thus noticed a natural limit to the pro­
gression he had continued and that a further 
continuation of the same progression made 
the system impracticable. The series of 11 
notes in each of these progressions are very 
near—the one series to the other. Corres­
ponding notes in the two series are not suffi­
ciently wide to make a distinct interval 
between one another.

Bharata had these facts before him before 
he systematised. To suit this basis of ob­
served facts he invented a system of’ dual 
Gramas, named q^3T and q^qq Grama's 
(where, in reference to any one Grama only 
22 noteu were enumerated. In q^yriqq the 
defective q was omitted and in the qvqq-This stage is very important as the Music 

this peripd vj asj-(ijsg4 tQjme dignity, qf .qfTf the defective.^ was omitted, Rharatij
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has shown admirable constructive genius 
in introducing these two Gramas of 22 
srvtis in each and in providing for the use 
of all the 23 notes (including CT) obtained 
by the procedure.) The contri­
vance of these dual Gramas did not have 
for its object the finding of new scales— 
which is impossible—but the selection of 7 
scales (4 from T̂ HTTTJT) to replace the 7 
Gramas of the prior period, which scales 
were now to be known as 7 Jatis bearing 
the same names as the initial notes of the 
scales. If we take all the 14 modes from 
both the Gramas we shall notice that the 
notes in some of these differ from the notes 
in certain other corresponding modes by 
hairbreadth differences; and some are dis­
tinctly more satisfactory to the ear than the 
cofr^sponingones. It was with a view to 
adopt the more satisfactory of these, to re­
place the old 7 Gramas, that Eharata’s 
Gramas were mainly adopted and for not get. 
ting new modes. The selection gives us 
only 7 harmoniously intonated scales; we 
have 2 scales for each of 7 modes from the 
Gramas, these scales differing in only one 
note. The difference however being very 
minute does not make the two scales essen- 
tially different; one of the two is more satis­
factory than the other. Thus we get 7 good 
scales.

In this way the old term Grama was 
adopted with a n'ew sense and the old Gra­
mas were re-named the Jatis. These are 
the seven Sudha Jatis of Bharata. Be­
sides these 7 &jddka Jatis or modes each 
consisting of all the 7 notes in a specified 
way, he brought many pentatonic and hexa- 
tonic modes into practical use and named 
them as Sudha Vikrita Jatis which may be 
obtained by dropping one or two notes in 
a specified way, thus arriving at Shadava

these two sorts, he has introduced two^H 
sorts of melodies which he names a^| 
dharana Vikritis (of 7 notes only v a r i9  
a few places) and Samsargaja K jfl 
which admit of the addition of a fewfl^B 
notes to the 7 principal notes and^^B 
ends the science of intonation and^H 
building. The present system has alsj^H 
founded by him under the name d ^ H  
sadharana. If a thorough going attemp^H 
made to understand and interpret tha^a 
nique of Bharata, the result would beH i  
what alarming as then I am sure^i^H 
works of subsequent Sanskrit authof^H 
those of modern writers would haveJ^H 
condemned in the main and the 
proved to have entangled the publii^H 
numerous errors and bad taste. T h ^ M  
trustworthy author is Bharata and th^H  
reliable work is Natya Sastra. ■

If the whole theory of Bharata 
larized there is hope of bringing th e^ H  
needed improvement in our musical 
very near as it will help to solve m anyfl 
plexing questions through the light it^H  
on current practice. It will revolutlflH 
the theory and practice of Indian.fb^H 
and it will give a very perfect andjO^H 
music to the world. It is not possIt&H 
give an account of Natya ^astra/itff^H 
in this short paper as it will req^^fl 
separate volume.

The Sixth Stage.

This stage will be that'of the Jati Rd 
Grama Raga system ; period 400 to 8003B 
Sangita Ratnakara'of the 1st half of.thjyD 
century gives a description of 30-to^CT 
these Ragas. Sarngadeva has classfie^H 
formsof Ragas as (1) Ancient & (2) Cumffl 
He describes these Grama Ragas as ancle? 
There are some of such Ragas in Nar&Pf 
nr.d ? JJunduki.Shikshas which ere .oh
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^  been deciphered by any scholar. There 
jS a statement in Sisupalavadha older than 
fasgita Ratnakara (being probably of the 8th 
,r 9th century) that such Ragas were cul-- 
tent about the 9th or 10th centuries. The 
ggga mentioned there is Bhinna Shadja 
fbich has been enumerated in the Grama 

as in Ratnakara. The mode of descri­
bing these in Ratnakara is the same as that 
,fthe ,/afts of Bharata. So they have been 

med Grama Ragas or Jati Ragas.
The Seventh Stage of Music.

This refers to the classification by Samga- 
; of Bhasha etc. In this system 20 Ragas 
e been mentioned in addition tb 15 Ja- 

yiko Ragas and to each of these are attach- 
g minor melodies called Bhashas, Vibhashas 
md Antara Bhashas; the number of these 
jioptional and not fixed by any rule. A 
special point of this classification is that 
the names of the Janaka Ragas are mascu­
line and those of the remaining three varie­
ties are feminine. The Janaka Ragas are 
mostly the Grama Ragas and Uparagas. 
lis group of ragas also remains in dark- 
ess uninterpreted and unapplied.

The Eighth S.tage of Music.
This may be said to correspond to the 

a,Ragini and Pariwara system of classi- 
cation whioh prevailed between 1200 to 

1500 A. D. This classification was attempt­
ed by a class of professional musicians po­
ssessing no great literary ability but who 
Vented a classification for practical pur­
poses. The idea evidently was borrowed 
*roni the previously existing Bhasha mode of 
lassification where Janaka ragas are mas­

culine and Bhashas, Vibhashas and Antara 
s are feminine. A legend construc­

ted on this idea is that Shiva has 5 heads 
*hich produced one raga each. Parvati 
•dded.onc them .ond thus the six Purusha 
tVjOJ cs.v.r v . ,x

ÎtiS I. - , J
f

admixture of these Raginis with a Purusha 
raga 5 Janya Ragas or Raginis were born 
to each Ragini.

Thus the total number comes to 150 
(approximately).

There are still a few illiterate and pro­
fessional men who believe in this story and 
who maintain that it is a sin to make any 
modifications in that idea and practice. 
Though the story is only imaginary the 
scheme of this classification has been skil­
fully formed from practical observations to 
help the student of music to have some idea 
of the interrelation of various scales and 
ragas and the scheme has been handed 
down through many generations through 
oral tuition. There were 4 similar schemes 
popular, each had some distinctive ihark. 
But nowadays this very easy and direct

ikmethod has nearly disappeared with its fine 
perception of musical form and usage and 
simplicity of arrangement. The 4 systems' 
are named as the Krishna mala, Hanuman 
mata, Shiva mata and Bharata mala. Al­
most all Sanskrit writers on music, who 
were men of no small literary ability and 
many musicians famous for composing songs 
belong to the Bharata mata. As stated above 
the arrangement of this Raga Pariwara 
system was only a practical one and oral 
and did not allow any discussion as to the " 
correctness or otherwise of many technical 
points that were involved in it.

So in course of time, being in the hands 
of unintelligent musicians, it gradually fell 
into disuse through ignorance of the princi­
ples on which it was built. This system 
has one advantage over the others, viz., that 
it consists of a limited number of very po­
pular, well appreciated and current ragas 
which have been handed down from gene­
ration to generation through tradition; 
v.-hereas the other systems allow varie!’> - •

t :
i c r L

t::i. .'Ij'^ti-jdfei-iiLomenclaturc,^improvements
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Mode the result of which has been the in­
clusion of many new ragaa (and compositions 
of a monotonous and stiff character) built 
according to the rules of permutations with­
out any consideration of a melody or the 
emotional effect on the mind of the audience 
and the formation of new terminology which 
obscures the scientific and well considered 
plan of the originators. North Indian music 
as it is heard even now bears the features 
o f ‘this Raga—Ragini—Pariwara system of 
the period described as representing the 8th 
stage of development. The system was pre­
vailing in a flourishing condition up to the 
end of the 15th century as it had ample pa­
tronage from the rulers of the North. After 
that time, it may be said to have been de­
clining as it was affected by new styles of. - c
Persian melodies which corrupted the pure, 
scientific traditional form of the art. It 
kept no record of rules and principles or 
of musical compositions. During the J6th 
century there was an attempt made to bring 
all the styles under one scientific method. 
Pundarika Vithala is an evidence of the 
fact. He was entertained as a state musi­
cian by three eminent rulers of different 
dynasties and for each of them he wrote a 
a musical treatise. Besides Pundarika there 
were othbr authors like Lochana, Hridaya 
Narayana, and Srinivasa who attempted tp 
reduce the art into some semblance of a 
science. About the same time i.e. 1550 A-D. 
an attempt of a similar sort was made in 
the Deccan encouraged by the Rajas of 
Vijayanagara which will be treated in the 
next stage of our history.

■ c The Ninth Stage.
- This is .characterised by the Mela-Pad- 
dhati. It seems that about 1550 A. D. the 
old authoritative work, Sangita Ratnakara, 
|iad become unintelligible and there was no 

' other popular scientific book.to keep the art 
jilf wusiQ.from^

stated in the introduction of Svara 
Kalanidhi by Ramamatya who had! 
.asked, by the chief minister Rai 
-Vjjayanagar, to compose a treatise onl 
with a view to systematise the old anfl 
theory and practice of music. Raraai 
has brought nearly 70 ragas under 2C 
cipal scales or melas. His melas afd 
perly only 15, the remaining 5 corned 
5 of them, only differing in having 
iriviK and «sr. f t ’JI< for the ]  
and Kakali notes of the former. The] 
rence in the melas is so slight as notij 
distinguished in practioe. The other;! 
calities 6'f which he has treated in hisl 
are all borrowed from Sangita Ratr 
But as he has misinterpreted them 
ignorance or deliberate intention, hla* 
lias been proved to be of no value bj 
katamakhi who came a century aftej 
-The chief merit of his work is the ini 
ction of a totaiiy new system of theory 
practice suggested to him by the 
work Ratnakara, and the commentai 
it by Kallinatha. Ramamatya has 
detailed description of the Vina as a sta 
musical instrument both for. the] 
pose of demonstrating musical facts 
playing. He has given various metbc 
tuning, adjusting and playing it . |n:ii 
ent characters. He refers to the] 
which was current at his time. .He 1 
an authoritative^work of. his time. 
partly no doubt to: the influence of this;' 
on the subsequent practice, South' 
Music did not come under the. way .ot 
Persian style which has had such A] 
mendpus influence on . the music.:of] 
North both for good and evil,..Ramami 
has done his best to incorporate the 
theory and practice into.his own. On: 
yrhole his work is of considerable iraj 
tance and. marks;the turning point of m'cd
laltiia'torytj

• The Tenth Stage of Music.
iphis refers to the music current since 

l$80 down to our own day and its outstand- 
ng feature is the Mela Prastard Paddhati Of 

lyenkatamakhi. He has written an impor- 
L nt work, the Chaturdandi Prakasa and he 

; a definite theory for the music of his 
Ljipe. The important work he has done is 
ll,e Mela Prastara which has the mark of 
jharata's Murchana Paddhati. Out of the 72 

Ias mentioned by him he has described 
(ly 19 as current at his time. He des- 
ibas nearly 53 Rig is underthel9 current 
as. He depends on onl y 12 notes in a 
e and has tried his best to prove that 

is system was based on the 22 Sruft system 
if Bharata. The Shuidha msla or his

•i-’ s, is just tha Siidji muicr.aua 
the Shadja of Bharata and

rngadeva—which is an error. This idea 
isbaen borrowed from Ramamatya who 

named this as Mukhari (tl>“ present 
anakanji) which consists of all the seven 
‘uddhr. notes. It is now known to all 
it the Suddha scale of Bharata was 
t like the Karahara-priya of the present 

lay. The Suddha scale of Ramamatya 
iffers in 4 notes ft, it, Vf, f t  from that of 
lharata while ^t, IT and tf only are common 
both. The same error has been made by 

mother well-known author,' Somahatha of 
agavibodha.' ' Venktimakhi has written 
lengthy criticism, in a chapter specially 

levoted to it, on Ramamatya's Kalanidhi. But 
leis not justified in his criticism as, we 
ust remember, there was a gap of about 
!o years between them during .which time 
msical terminology and nomenclature 
ere changed, as it is quite natural in the 

Motion of any art or science which are 
hjoct to slight variations from time to 
: according to the taste and patronage 
t o public. . This fact will b,e understood 
ojinparing the current system with that

of Venkatamakhi and it can be proved that 
there has been a vast change in the names 
and character of the Ragas and also in the 

; terminology of the science and we cannot 
offer any guarantee that it will remain in 
the same condition during even the next 
generation. If we consider all the facts so 
far mentioned we shall realise how true 
and unchanged in essentials Bharata's 
theory stands and we shall be lost in a 
maze of misconceptions and errors if we 
overlook the plan and purpose of Bharata’s 
principles. I humbly suggest to all music 
scholars that we cannot make, any real 
improvement in our music unless we start 
to work-the theory from the base ' and 
build a sound system consistent in all . its 
parts and keep the practice from being 
mi'di-ect.ed and from numerous errors
whicli will otuc......  — :i it. For "this
purpose I suggest that a scientific treatise 
snould be goL \vr:,ten by the Academy 
which might be.safely followed by all stu­
dents of music. I have myself made ati 
humble beginning in this direction and 
written a small treatise in Sanskrit which 
attempts to construct a regular system of 
our musical theory and practice. For the 
present the Sruti chapter is‘ complete' and 
ready for the press. It has . been kindly 
undertaken.to be translated into.Englislvby; 
a .friend, of. mine. '. This translation..will 
also be ready for the press shortly.. I.now 
make an earnest appeal to all lovers of musio 
for help towards the publication of the book.
I hope to place before the public the result 
of my labours- -of my study’ of fit'- ata and 
Samgadeoa. The chapter, the Cnosf
important in Sangita. Ratnakara and the 
succeeeding chapters up to the chapter on" 
the Rugtjs have been carefully and consis­
tently interpreted and God willing, I mean 
to publish litc results of the study in inxtal>: 
ments for the,use of the public,-
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INTRODUCTION
BY

Mr. M. S. Ramaswami A iyab, B. a ., B. L., L. T., Madura. 
(All Rights reserved to the Author)

Svaram&akaldnidhi is one of the standard 
works, in Sanskrit, on the Carnatic Music. 
The manuscripts of it are found at Bikanir, 
Baroda, Madras, Tanjore and Ettiyapuram, 
Its bare text, for aught I know, was printed 
twice—first, at Kumbakonam in 1906, by 
Mr- S. Narayanaswami Aiyar, and secondly, 
at Bombay, in 1910, by Mr- V. N- Bhatkha- 
nd&, though under the pseudonym of Bh&ra- 
dw&ja Sarma. The latter book contained 
at least a short commentary in Maharati. 
But a good edition of “ SvaramSlakaldnidhi” 
containing—as it ought—a full and correct 
text, a true and free translation, and a 
historical and critical introduction, has not 
yet come out and is therefore a desideratum 
-to supply which, mine is an humble contri­
bution or, at best, a provoker of a better one.

Rdmdmdtya, the author of Svaramelakald- 
ni'lhi, was a native of AndhradSsa and lived 
in or about Bezwada whioh was not far 
away from Kondaoit*, in the principality of 
which he had a fort of his own and in the 
vicinity of which he enjoyed the over lord­
ship1 of a large estate of land washed by the 
eastern sea. He belonged to the Todarm&l 
family ; his father was Thimm&m&tya ;a and 
he himself was such an efficient musician-

I Svaram&akaldnidhi.
i. cr. -

—Svaramdlakaldnidhi.
3. Cf.

Ibid.
3. Cft This means Modern Bharata.

[L. 'IT tZ-szIkH*

-composer that he won the title 
nava Bharatacharya.’ 4

of .

He was associated with Rama 
Vijayanagar, perhaps as his minister; 
word amdtya indicates. His father’ 
the same title of 1 amatya ’ appended! 
name. But whether the father and jffi 
were eve't real ministers, who moultje 
destinies of Vijayanagar, or were soj 
only by way of courtesy—we are ho£ 
in a position to determine.

Nothing else is known to Us of the1̂ 
than his fatherhood- As for the son^ 
m&tya, he exhibited his person, in hi; 
more as a prolific Vdggiyakdra thT[ 
serious minded politician. All that hel 
record of himself was:—(1) He had s| 
the secret of music.4 (2) He alone,  ̂
others, knew both the theory and4~ 
music.* (3) The traditional lore of mhl 
herited from his grandfather, Kallapd 
(evidently, Kallinath, the Commentaf 
Sangitaratndkara); palpitated in his* 
(4) Rama Raja requested him, in prej! 
to others, to write a new treatise ou  ̂
reconciling the conflicting views than 
then in vogue.7 And (5) the same Rains

5. Cf. HT*

sufoT R i:—
6. Cf. fo irfa fa : tncTTlf

nrvrrur&s HcftsfarTfa den ier
II;

i. Cf. - U’JcI tlfisjor , +r( -* TfcTP.
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give him, in recognition of bis (musical) 
fervices, many a valuable present.1

This, surely, is not the language of a vari­
able minister, who wielded the mighty 
gmpire of Vijayanagar and who, in the in- 
l<rvals of his state-business, managed to 
#r;te a musical wo.rk also, just as Mr. Glad- 
,tono wrote his Homer and Vidy&ranya, his 
fQuehadasi.

Further, a reference to Robert Sewell's 
forgotten Empire shows that Achyuta suc­
ceeded Krishna R&ya D&va in 1530, that 
"ad&siva succeeded Achyuta in 1542, and 
ibat the latter' (Sad&siva) was virtually a 
prisoner in the hands of Rama Raja, at first 
nominally his minister but afterwards inde­
pendent.8 By ‘ independent,’ Sewell should 
bave meant that Rama Raja was a de facto

ruler of Vijayanagar. So he might have 
been. But the de jure ruler was, undoubt­
edly, Sad&siva; for, a very large number of 
'inscriptions, ranging from 1542 to 1568, re­
cognise Sad&siva as the real sovereign.* 
Why, R&m&m&tya himself admits that 
Rama Raja helped Sad&siva to regain his 
throne.4 Hence, it is submitted, Rama 
Raja should have been, at least when R&mA- 
m&tya wrote his work, only a minister, 
though the king was a puppet in his hands. 
How, then, could R&m&mfitya afford to be 
a minister of a minister?

Further again, Ram&m&tya's description 
of Rama Raja's pedigree is more fanciful 
than real and betrays the mentality of a 
flattering court-poet rather than that of a 
responsible State-officer. ,

The following Table shows Rama Raja's pedigree, according to R&m&m&tya :—
Vishnu

I
Brahma

Athri
I

Moon
I

Budha
I

Puroorava
Ayu

I
Nahusha

. I
Yay&thi

I
Bharata

I
Sri Ranganath

Rama Raja Thimma Raja 
(Fig 1)

VenAatadri,

[l- Cf. 3- Vide Sewell's Forgotten Empire—page 179.
I I- Cf. foterf^IT

fqvftvR fm rerg- . ^ 3^
II vf^TJlTURCt Hgj'-llrt

HT^C- jiN  ̂ r H !!«--(-1^ I
II ° ?■ ŝ q'-

Vlde Seweirs"ForVc(/g/;FOT><>^--page'l09^^V^^^ ^ feiS4̂ cy-3i'':-
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But Sewell’s genealogy1, taken from epigraphical records, gives Rama Raja h'
per place in the royal line of Vijayanagar .—

Timma
I

Iswara
\

Narasihma

By 1st wife 

Vira Narasihma

i
By 2nd wife 

Krishna Raya Deva

By 3rd i
______L

Ranga Ach
I

Sad&siva

Daughter 
Married 

Rama Raja.

Daughter 
Married 

Thinima (Tirumal) Raja.
(Fig. 2)

It as thus clear that Rama Raja belonged, 
if at all, to the royal family only by marri­
age. Ram&m&tya only confirmed it, when 
he oberved: "Krishna Raya gave his 
daughter in marriage to Rama Raja and 
thereby enhanced the dignity of the parent- 
-hood of daughters "a. History gives us no 
pedigree of Rama Raji except that he 
was a son of one Ranga and that he had 
two brothers, luz-Thimma Raja and Venka-1 
tadri9. This Thimma Raja is said to have 
murdered Sad&siva in 1568 and usurped his 
throne9. But Rama Raja ruled, if at all, 
only on behalf of his king, Sad&siva. True, 
he was a brave soldier;5 but he was over- 
ambitious and a little reckless too, with the 
result that he. precipitated the battle of 
Talikota, in 1565,. and brought about his own 
death.

ii Svdramdlakahi nidhi. 
1. Cf. Swell’s Forgotten Empire— ..age 1811.
a- Cf. R 3 ST'iKf*! ^ T ffa -
• ?s£*TtST *̂T I, S varan Halt aid aid hu

I digressed, so far, only to emphasi 
j doubt whether Ram&m&tya was a 
in fact or only by courtesy. I leave 
my reader to determine the question 
own way.

The exact date of R&mam&tya 
available. But he, being a contain 
of RSma Raja, should have lived 

■ sixteenth century. He was well vers 
Sanskrit and Music; and, in R&ma 
opinion, he was the best of the 
ting musicians. He wrote many in 
works, such as, Ragakadamba, Ranch 
sioara and so forth.

No wonder, then, that Rama Raja,'! 
instance of his brother, Venkat&dri, 
ed Ramamatya to writs a new 
music. Of this requisition, Svaram&a

4. . Vide Sewell's Fo)gotten Empire—-page
5. cf!

, ‘ w/fr c fe f f  xr-jzf;j&cfjtm
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(ndi

was the result. The colophon,5 at. its 
clearly shows that R&m&m&tya finish-

«d h»s work in Saka 1472, S&d&rana Year,
g(jrana Month, and the tenth day of Nir- 
^lathara (Sukla) Paksha—all of which 
correspond to the months of August and 
joptember of 1550 A. D.
{low, be it remembered, it was in order to 

^concile some conflicting views on music 
ibat Svaramelakalbnidhi was written, as evi­
nced hy Venkatfldri, in his request to bis 
other Rama Raja : “ The seience of music 
lS, both in theory and practice, degenera- 
j into conflicting views; let Ramamautri 

(BAm&m&tya), by your command, Yeponcile 
ill (the conflicting views) and write a 
(sew) science”1; and as confirmed by Rama 
Raja, in his requisition to Ramamatya: 
"In the science of music, conflicting views 

indeed arisen. Bring to a focus all 
tbeir salient features and write an interest­
ing treatise on music, embodying threin 
Its theory and practice."2

About the same time, or within the space 
of about a decade after the publication 

Svaramelakaldnidhi, Pundarika Vittala 
nished his Sadragqchandrodaya in North 

India. Even in that book, the same note of 
totnplaint was sounded that the theory and 
practice : of music did conflict with each 
other and that, therefore, Burhan Khan

^7 SJrauiRTfH faflcRR ^rtu-r-
f?PJt I

U SvaramSlakaldnidhi.
• ?r jv n  f̂ ncTcrr:

i
H 5TR5- «r4hsr-
\ !! • £iarc:nelakal<inidh(.

r  ...........■■ -

asked Vittala to . reconcile them.5 Again; 
in 1609,-the self-same note of Complaint wad 
resounded when Somanath declared: “ 1
write Rdgavibddha only to reconcile the 

’coflict between science and art of music'.”1 
Even the recently published Sangitasudha 
contains a similar note of complaint.5

A question, therefore, naturally arises, 
namely, "Why ‘should the musical views, at all, 
conflict with bne another ?”  To put the same 
question Sarcastically, “ Why should the 
harmonious''  music 1 produce _ disharmony 
amongst its votaries ? ”

Because,' the old order changes, giving 
place to the ne\v ; and, in the transition 
period, both the orders struggle with each 
other—the one anxious to come in and the 
other unwilling to go out, .But why should 
'the old order’ change? Here, a truth 
must be grasped. Into two broad division^ 
science falls—exact and non-exact. ,, The 
rules of an ‘ exact’ science are inflexibly 
and never change with the times. . Hj O, 
for instance, was, is, and shall ever be 
WATER and never anything else. But as 
regards a ‘ non-exact’ science, such as for 
example music, it is always progressive; 
and afortiori its rules dochagge, from time 
to time, in order to suit the growing 
taste of the people. Each age ,has, there-,...........  ‘ .. .... j.

2. yimicKTfoT Hrcisrg- ...;
,... t

5 P  Wfej RtR
II Ibid.

. L. -  . . .  . g-.ll y- SadrCgachandrOdaya.
4’- TRrf^ltVT f̂ TCfcRfVTPT wyti'cjqjvi-* *'*

* J •' ’’ Jift: II ‘ Ragavibodha:' J
5. HTHDRT?: 7 ft-

H-TJ-STT^r îTunoii i^vrrfar.'
. J ' 1 (A, ** hJ.' .«'*•
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fore, its own technique of music to whioh 
the musicians of that age are tied and 
bound.

No doubt, the emotion of man is a cons­
tant factor; and it is now no stronger or 
deeper than it was hundreds and even thou­
sands of years ago. V&lmiki and KAlidAs— 
when they grew cheerful or miserable, 
composed or angry, or fell in love or sang 
of patriotism—were moved as profoundly as 
any modern poet. Nor were the feelings 
out of which grew the music of Oopala 
Naik and Jayadeva any less deep thaD 
those of Thiagaraja and Tansen. But, be , 
it noted, in the expression of his emotion, 
the V&ggdyak&ra, be he ancient, mediaeval, 
or modern, is tied and bound to the techni­
que of his age. Why ?

Here, another truth must be grasped. 
The'various stages of musical progress are not 
the inventions of the learned few imposed on, 
and adopted by, the unlearned many ; but, 
rather, a summing-up and organisation by the 
former of those practices and usages at which 
the latter had arrived by instinct. Hence, the 
technique of music of a particular age 
means and includes the summary of the 
music of the preceding age plus the con­
ventions engrafted, from time to time, 
upon the original stock, by the masses, as 
enabling them to attain an ideal dimly seen 
in the distance. A repl musician cannot 
therefore afford to ignore the aspirations of 
the people at large, fly at a tangent, and 
pooh-pooh the technique of his age which, 
as suggested above, is the natural growth 
of years and sometimes of centuries.

It -is, however, true that, oft and on, a 
giant like Thiagaraja. arises and gives his 
countrymen not only a summary of the 
music of the past but also a programme for 
the music of the future. In that sense, he 
maytbt) said to have interfered with, and 

i^evetiAl^atiged drTnodifiedw^he jnUsical tech-rJi

nique of bis age. Such a rare excep' 
due to the fact that the particular * 
has had the intuition to see and real' 
all the possibilities of the code of e 
tion, prevailing in his time, had bee 
hausted ; that the orange, so to spea* 
been sucked dry ; that the period, in: 
he happened to live, had come to a n 
end; and that he had been impelled 
augurate a fresh period, in which th’ 
formula of music arose, as it wee 
the ashes of the old.

To sum up. The musicians of a, 
cular age stick, under ordinary oi 
tances, 'to the technique of tha 
Extraordinary circumstances occasi 
arise when a new age sets in with': 
technique of music. Both the teohniqu 
and new—struggle for a while, after/ 
the old dies and the new flourishes,' 
still newer age brings with it its own 
technique to supplant it. In all these, 
of succession, the struggle between t£ 
and the new techniques lasts only £ 
the transition periods. It is this iney 
struggle that goes by the name of "th/ 
flict of musical views ” which, in the 
of things, does arise from time to tim~ 

The same truth Mr. Bhatkhande e 
ed at Lucknow in another way:; 
music has undergone changes, fronrt 
time, according to the tastes of the di 
ages. We thus find the system propo 
in Sangitaratndkara of ShArngadSy 
considerable advance on that describ 
Bharata’s Ndtya Sdstra, being more e 
6tive, more scientific, and erpressiv 
greater national culture. A mere glad 
LOchana, Pundarika, Hridaya Nara 
AbSbala, and Srinivasa will be enoug 
show us that the systems of music pr 
nded, in these works, mark a still fui 
advance and that they considerably^ 

j^rco^he^ysttm^appe^ring in..

BYARAMELAKALANIDHI

V -
173

»ftd Ratndkara. We ourselves are in the 
jQlh century and the system of musio, now 
in vogue, has left the other systems far
behind-” 1 I

One word of caution is here necessary, 
ifhe changes, referred to, are in connection 
irith the superstructure of Indian Music, 
(bile its foundation or basic principle re­
mains as constant as ever. It is, in fact, 
Ibis basic principle that distinguishes the 
Indian system from all other systems of 
music.
We are, at this stage, tempted to inquire 

ehetherRAmAmAtya recognised the progres- 
iie natureofmusicand'whether "he enun- 
eitted, in his work, any principle of 
guidance, wherewith he could emphasise 
the importance of such recognition. A 
•tudy of Svaramdlakalanidhi enables us to 
tnswer both the questions in the affirmative. 
The principle of guidance, 'spoken of, has 
been already enunciated though in another 
connection but can bear repetition ; and it 
runs thus. “ The various stages of musical 
progress are not the inventions of the 
learned few imposed on, and adopted by, 
be unlearned many; but, rather, a sum­
ming-up and organisation by the former of 
those practices and usages at which the 
letter had arrived by instinct.”

The idea,' conveyed hereby/'ShAmgadSv 
(ret put in his own way, thus:—“ The 
learned men are of opinion that the Science 
Jdlows the Art and must respect the current 
fractice. If any discrepancy arises between 
the two, the proper procedure is to interpret
t Vide tlie Report of the 4th All India Music Con­

ference of Lucknow—page 117.

jrro^T'Tr 11
Ratnakdra.

sitTemfv ^ u

the science in euch a way as it can be 
reconciled with the practice

But, unfortunately, he relegated this 
! principle almost to the end—to the sixth 

chapter—of his work and made it appear 
as a mere suggestion for any one to take it 
for what it was worth. RAmAmAtya, bow. 
ever, brought it to the forefront of bis hook 
and laid such an emphatic stress onitthhff 
it developed, in his hands, into a star—like 
maxim for all future writers to follow. Here 
is what he (RAmAmAtya) wrote On the point: 
“  The fftfndharva-music is ever employed: in 
conformity with the (inflexible) rules of Us 
theory. But if the violation of those 
theoretical rules, inflexible though, do not 
lead to any absurdity, and if, again, the 

- contravention of any of the rules cf praotice 
does not give pleasure, but jars, to the, ear* 
then, the practice of music shall be preferred 
to its theory. And it is in conformity with 
the ‘ practical’ rules of music (asopposed to 
its ' theoretical ’ ones) that the Gdna-music 
prevails. In his chapter on instruments, 
SbArngadev, well-versed in music-lore, 
argued that the practice of music was more 
important than its theory’’.3

If SbArngadev originated this principle, 
which may, for future reference, be called 
the principle o f Ldkshya, if RAmAmAtya 
elaborated and developed it into a maxim, 
Pundarika Vittala chose to condense it into 
an aphorismic form, namely;—

s t p m R  *aicJVT«H. I
(Science only follows Art ; isn’t it ?)

, Smramelakaldnidhi.
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Let us proceed to see how R&m&m&tya 
applied the principle of Lakshya to the 
development of his musical system.
, Before bo doing, we shall first get t.o 
know which system of music he took up for 
modifying and bringing in line with the 
condition of his own times. Even a cursory, 
glance at his work will show that he refer­
red only .to Sh&rngadSva’s system of musio 
and: .made it clear that he proceeded to 
modify and bring that system alone in line 
with the condition of his own times. ,. .

The reason is not far to seek. Almost 
all the.musical works that are now ooming 
into prominence—such as, fo r . instance, 
Sadrdgachandrddaya, Rdgavibddha, Sangita- 
darpana, Sangitasudhd, Chathurdandiprakd- 
aika-Sanqitapdr%jata, Sangitasdrdmrita, Nag- 
pi rt-e-Aspli, Sangitaragakalpadruma, and
Lakshyasangitam—came successively one 
after another, but (mark 1) only after the 

time of Svaramelakaldnidhi; and Rfim&- 
m&tya had no other work to criticise before 
him than Sh&mgadeva's Sangitaratndkara.
. No doubt, Bharata’s ■ Ndtya Sdstra and 
Narada’s Sangitamakaranda had been in 
existence long before Sangitaratnakara■ But 
evidently, >R&m&m&tya- did not mind the 
former and could not mind the latter ; for, 
the one lay involved in a debris at Gadwal, 
till Mrs. Ananthakrishna Sastry discovered 
it in 1919 and brought ii to the light of day; 
while, the other was a treatise more on 
dramaturgy than on music.

Gould, then, at least Lochanakavi's Rdga- 
tarangini have..come to his notice ?. We 
have no definite answer, to give. For, the 
date of Rdgatarangini is uncertain, inas­
much as its misleading colophon appears to 
point to the 12thcentury, while its reference

i. cf. rrnftwtfrpn i

.....  ,'v.
t a i H i r i i i f e d a i i i M r

to 'Vidyapati points to the 14th centdr 
even later. Even assuming that.the boo]j 
before, him, we can easily conjectureib 
should have brushed it aside; for,it ̂  
outiand-out North Indian bookiiandt 
with the Hindustani music, having Bhq 
as its sudha scale, as opposed to Kane 
(Mukh&ri) which was the sudAa-scaIe,lj 
of Sb&rng&ddv and R&m&m&tya.

. Finally, R&m&m&tya did not ohd 
refer to Matanga's BrihaddSsi, as 
gadfiv had already done it. In .iaiffl 
openly declared that he had no-delay 
unnecessarily tread on the ground, ;e 
covered by Sh&rngad&v.

The first point of conflict between 
gadSv and R&m&m&tya was with refe? 
to the Sudha-Vikrita svaras. At anyj 
both of them agreed with regard 
iSWAa-svaras arid allocated them,'', 
thus:—

cTcrmvrt giaur: II

“ The svdras arise from , the. srutisjjw 
a, way that Shadja takes the 4th 
the Tina, Rishabha the 7th, Gandbaif 
9th, Madyama the 13th, PanchamaJ 
17th, Dhaivata the SOth, and Nish&dq 
SSnd”.

It must here be remarked that the jja 
quoted above, is that of R&iu&m&tyg 
that Sh&rngadev has not got in hisl 
even a similar, if not the same, one, .thd 
in an elliptical way, the latter pointed

f<aci T̂Tfr aa'R 't
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|fes4me &“fAa-svaras, which were how­
le r  clearly explained by Kallin&th in his 
(dBirnentary th u s^ ^

Uf | aufc^^rvnrfa'TT^nfg^faTT I
[So, Ma, Pa, have each 4 srutis-, Ri and 
j)ha, each 3; and Oa and Ni, each 2).
The SWAa-svaras, which were common 

between Sh&rngadSv and R&m&m&tya, may 
|i« tabulated thus :—

Number of 
Srutis

1
2
3
4
5
6
7
8 
910

11
12
13
14
15
16
17
18
19
20 
21

- 22

£udAa-Svaras.

Sa

Ri

Ca

Ma

Pa

Dha

As regards the Vikrita-Svaras, both 
harngad&v and'R&ra&matya differed from 

lach other. While Sh&rngadev presented 
to us so many as 12 Vikrita svaras, 
Ramam&tya found only 7, in actual practice, 
od therefore recognised only those 7 and 
eft out the remaining 5.

Sh&rngadev worked up his 12 Vikrita- 
faras thus: —

mairf^crr: i

,.vr*V : ... V- , ,

ii

<TgmtramtiT§-fH sjfn; jh : h 
*naro^r^fi=r srr̂ T 1

g- f?PTT?fel^  i
^ fftfH ^ cf^ h crf^ fH scT ^ re^ rr: 11

Sangitaratnakara. 
On the other hand, R&m&m&tya worked 

up his 7 PtArifa-svaras thus:—“ How is it 
that only seven Pi'Anfa-svaras are given 
here (i. e. in Svaramelakaldnidhi), while 
Sh&rngadev mentioned, in his Ratndkara so 
many as twelve ? It is true that,‘from the 
theoretical point of view, the number 12 
may be desirable. But, in actual practice 1, 
there are only 7 Vikrita—svaras different 
from the 7 Sudha ones. If the keynote is 
taken out of consideration, there does arise 
a difference in sound, as regards the rejected 
five Pi'Arifa-svaras. Although the theo­
retical method of taking or leaving the 
preceding srutis points to the said diffe­
rence, yet, in practice,l especially when the 
keynote is taken into account, the said 
difference disappears,. I shall tell you how. 
Achyuta-Shadja does not differ from Sudha 
Shadja; nor does Achyuta Madhyama differ 
from Sudha Madhyama. Vikrita-Rishabha. 
does not differ from Swlha-Rishabha; nor 
does Vikrita-Dhaivata differ from Sudha 
Dhaivata. Vikrita—Panchyma, which is 
taken from Madhyam'asruti does not surely 
differ from the other Vikrita— Panchama. 
Hence, under the category of the above- 
mentioned 14 (Sudha-Vikrita) Svaras, no 
separate mention was made of these five 
svaras, inasmuch as they had effected "

1. .That is, according to the Principle o f Ltitfcshya*
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a merger, as indicated above. We 
shall enunciate the 7 Vikrita—svaras 
by mentioning their names:—(1) Chyuta 
Shadju (2) Chyuta Madhyama (2) Chyuta 
Panchama (4) Sddharana Gandhdra (5) An­
tara Qdndhdra (6) Kaisiki Nishada (7) 
Kakali Nishada. Chyuta Shadja is the 
name given to that Shadja which gives up 
its own 4th sruli and takes the 3rd one. 
The same rule applies equally to "Chyuta 
Madhyama" and “ Chyuta Panchama.”  When 
Suiha-Maihyama takes the first Odndhdrd

i. c f. fe y a r : ^ rcr; i

*i^ilTf>r: v i r g i n f o c u ^ c ^ d l  II

.tfcaessrorert i
glcv*n=?ra-S r^g n

arrarc«jft%?ariTTa; :sn?tfa<r: i 
agTarTftfttCTai^Toirfa?:aTfJTarn. li

faJTTCT^ma^faasraRi; i

3T r«nT ^fS ^0fai£5^?t a  i 
a w  n

srsjatJTwa: 11

fasrat^aa? g ^ a a a ra T ta f^ a a  11
«
aw p jc^ q r^ rarfs^ a : i
fa^aasrarlraa-TaJTW^afa^tn 11

a ^ a m g ls r ^ g  i

sruti, it is called "' Sddharana Qd 
but when the same Sudha-Madhyamd 
the second Qdndhdra-sruti it goes 
name of “  Antara Qdndhdra." When,- 
Sudha-Shadja takes the first Nishd 
it is called (by expert musicians) 
Niahat a." When, however, the same 
Shadja takes the second Nishada C 
goes by the name of 11 Kakali Nt 
Thus, the se.’en Vikrita—Svaras hay 
described."1

w--
em arfopararg
aga : a^iTsrgaw sjaga: ^anr"

^atr^iraRaaraTtt arar
^aTc^Rr^f^aT^i^arw: r̂re

ftfaT agaN ara ir^ fa  ^ i t a a r  
gataT arsr^aagaafjiisfirsfh f

aa  a g a a w a a a a j
gsi^aavairearaaran^^raTi 
^ e n ^ ’naram i^araraixaaa"

a a a r $ j^ i^

^Irf^raifaaTaTaa: a :f$ ia ta ta^

, ;■>
Svara>nelakalan!
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We closely trod in the footsteps of both Sh&rngadev and R&m&m&tya, only to corre- 

t*ly formulate the following table and rightly determine their respective Sudha 
fikrita Svaras:___________

1 ! 3 ' * 4

lumber Sudha- Vikrita-Svaras R&m&m&tya’s
specialSrutis Svaras Sb&rngadev. R&m&m&tya. Nomenclature.

i Kaisiki Ni Kaisiki Ni Shadsruti Dha -
2 K&kali N i Kftkili Ni
3

Sa.
Chyuta Sa Chyuta Sa Chyutshadja Ni

4
5

Achyuta Sa

6
7 Ri. Vikrita Pi
8
9 Qa. Panchasruti Pi
10 S&dh&rana Ga S&dh&rana Ga Shadsruti Ri
11 Antara Ga. Antara Ga
12 Chyuta Ma Chyuta Ma Chyuta madhyama13 Ma. Achyuta Ma Ga1415 Vikrita Pa
16 Kaisiki Pa Chyuta Pa Chyutapanchama
17 Pa. Ma181920 Dha. Vikrita Dha

•2122 Ni. Panchasruti Dha

The fourth column of the above table 
namely, “ R&m&m&tya's special Nomen-

a a ra n fa ^ a rfo g  saa^Kaf^Ta^ n 
'^aa^sRaTtc^^fcraT^^a^Trraa! i

'jaw afaj^aTf^araTT^aa^r^: i 
sjaa^aaaran: ^irRafaraaaar n

mtihhi•** tiesl’hia'aa^Tirar i
1. " In fulfilment of a usage, I shall now 

smtion a few different nomenclatures to some 
4 these 14 Svaras obtaining elsewhere. On 

unt of its Identity with Nishada, Chyuta 
"dja is also called Chyutd S/utdjd Nishada.

account of its identity with Gundhara, 
jata Madhyama is also called Chyuta 
™"juma Gandhdra. On account of its identity 
j® Madhyama, Chyuta Panchsma is <also 

‘'.^^yj^d^^^dma^Madhyaina^^wta

clature ” was drawn with the help of 
the following verses in the tq^t:—

aTOTTfa:

'qr^f^pw T C T i li
^fIT«TFTtm WR^IT^lt5hM MP4 1
etepngmKcT: tmrr^TcT: II

fTTJTT I
^TcIrRifrf^TT^i^WviTJrT^fcrWr: 11K.

* Mmuch as Rishabha is, in practice, known to , 
identify itself with Sudha Gandhara, the latter • 
is also called Panchasruti Rishabha. When' 
howevef, Rishabha identifies itself with 
Sadharana Gandhara that (Sadharana Gand­
hara) is, in practice, also called Shadsruti• 
Rishabha. Likewise, Sudha Nishada is also 
called Panchasruti Dhaivata, and ‘ Kaisiki' 
Nishada is also called Shadsruti Dhaivata•}’— ... -“Tnaimi-er-n • -ujsrMMTu ■ -m
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Having learnt the points of agreement 
and disagreement between ShArngaddv and 
Ramamatya with regard to the Sudha- Vikri­
ta svaras and having noted that, in all 
cases of disagreement, RAmAm&tya invaria­
bly invoked the help of the principle of 
Lakshya, we shall now proceed to deal with 
the next question which' happens to be 
five-fold:—

(1) Why were the Sudha-Vikrita Svaras 
so called 7

(2) Wherein lay their importance ?
(3) Are they extant to-day 7 If not, why 

not 7
(4) What, if any, are their modern pro­

totypes 7 and
(51 What part, if at all, do they now play 

in actual practice ?
These five questions we shall take one by

one:—
First, why were the Sudha-Vikrita Svaras 

so calledi Ha doubt, the time-honored 
verse, transmitted to us from author to 
author viz:—

it
X'. Vide. Fig. 3—page 17. (SvaramSlakalanidhi.) 
sums up “ the‘Rule .of Sudha-Svaras," acc­
ording to which, the seven Sudha notes 
were Sa, Ri, Ga, Ma, Pa, Dha, Ni,' made up 
-—as they were—of <4,3,2, 4,4,3,2 Srutis 
respectively. Or, asRAmAmAtya would have 
it, out of the 22 Srutis, numbers 4, 7. 9, 13, 
17, 20, and 22 were alone spoken of as Sudha- 
svaras; and they were te'chincally called 
Sa, Ri, Ga, Ma Pa, Dha, Ni, respectively.1

But the. question is: How,did those Sparas 
alone come to be called Sudha-svaras 7 
One explanation that is put forward, is that 
tiipse seven notes, which formed, is . they 
even now form, the scale of Sdmagdnam,

ji^ g w fe jig , 3-—PASe. l?.\ Vu,

were called Sudha-svaras, becaus 
were used in singing the pure m 
.SAma-Veda. Yet another expla 
Mr. E, Clements attempted to makd 
ancient text-books on music took th 
point of view;2 and almost all the"* 
terms, which referred to Srutis and , 
were derived from stringed inst 
with frets, which gave a series of s$ 
up to a certain point and, then.a 
tones and semitones. This later- 
tones and semitones) was, in th 
position of the frets, known as th 
scale and the notes it compris 
called Sudha-svaras. ■/ ^

As between these two explania 
truth comes out that a Soara, see 
our ancients, was called Sudhai 
remained in its appointed position 
made up of the exact number^ 
assigned to it; that, when it left o 
its srutis or took any sruti from 
ceding or succeeding note', it b 
Vikrita-Svara. ; and that, soraet 
Su'iha-sva.ra, though it retaiaed 
seat, lost its suif/iu-character and-, 
a vikrita, when it lost any o 
srutis and was thus reduced in val 

Secondly, we shall determine th 
a nee of the Sudha-svaras and.of 
scale formed thereby. I may etal 
general rule, that just as a to 
entering a new country, finds iteqa  
nay, necessary to study its langu 
a view to understand the real nat 
country, so too, a music-student, 
ing any one of .our ancient books' 
fiods it convenient, nay. necessar, 
the terms or phraseology employs , 
with a view to understand the >eal' ..<lT

2
Svara.mil'
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‘ the Rdga System, l which its .author 
j»»My built. A mere glance at those 
g((S will show that one and all their 
phors spoke of their Rdgas only in termsl 
Sudha—svaras and also employed there- 

•p the Sudha-Vikrita phraseology. Take, 
jj, instance, Srirdga, of which RamAmAtya 
iote:—" The Mila of Sririga consists of 

£pSe seven svaras, namely, Sudha• Sa, 
ftnehasruti Ri, Sidhdrana Ga, Sudha Ma, 
dha Ra. Panchasruti Dha, and : Kaisiki 
"■Surely, none could understand this 

jpd of description without a previous 
-fledge of the meaning of the terms 

-ployed therein. Hence, the ° Sudha- 
fjlcrita Svaras of our ancient authors 

-ed, as it were, a key to open, and see 
ourselves, the rich treasures of their- 

ppicel systems.
Are those ancient Sudha-Vikrita Svaras 

nl to-day 7 If not, why not? What, then, 
the modern Sudha-Vtkrita Svaras 7 And 
it part do they now play in the actual 

-dice of music 7
These questions may be grouped together 

discussed as such. How, the ancient 
-vikrita svaras are not extant to-day. 

use, they had been, as already said, look-

1, Raga was, as it even, now is. the soul of 
Ain Music. The srutis the svaras, and even 
Mel as form so many means, while the ragas 

form the end% Even the compositions and 
various types are so many Rag a—manifes- 

perhaps with the additional elements of 
Ihm and poetry. Hence the determination of 
kagas and their Lakshanas forms the main 
the sole, portion of our musical system.

wicHDmoHTrETTT:: ^ h r E n m w ft  n

, ^  'll
SvdramHakdldnidhi îi

ed at ■ only from the Vina-point of view,' 
while their modern prototypes have had an 
entirely different principle 'to stand upon.' 
Again, the ancient Sudha-Vikrita system 
was based upon BharataMata which, accor­
ding to Mr. Clements and bis informerMusb- 
rafkhan, had Dha for keynote, while its 
modern prototype has been based on Hanu- 
manta Mata which has, in actual practice, 
Sa for keynote Further the Sudha- Vikri­
ta system allowed itself to be differently- 
interpreted, while its modern prototype has 
only one interpretation to view it with.

The last point requires explanation. 
Three different authors, RAmAmAtya, Ahft- 
bala, and Bbatkhande, chose the same 
Svdfui-svaras from the table on paget 175 for 
their sudha-scale and, yet, arrived at three 
different, ragas viz, Mukhari, Kdphi, and 
Bilaval corresponding respectively to Kana- 
kangi, Kharaharapria and Sankarabharaitam 
of the Carnatic Music4.

A question, at once, arises as to why tbe: 
self-same SudhaseaXe, formed out of 8a 
(4th sruti), Ri (7th), Ga (9th) Ma (13th), 
Pa (17th), DAa (20th) and Ni (22nd).

.. .̂ -Whereas-, in Bharata- .Mata, t the, frets . 
were Bp arranged as to give, as far as possiblê  
the exact scale required,; in Hanumanta Mata 
tiie increase of tension is one of the chief means 
of getting the right notes.
4- ef 3TTffo: I

g m fe r :  i ’

L gkshyg^t^gitai
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}gave rise to three different Ragas. 
Mr. D, K. Joshi made an attempt1 to answer 
it and observed: “ Suppose a man in Bom­
bay buys a seer of sugar and a man in 
Poona buys a seer of sugar; they will find 
that the quantities of sugar, though identi­
cal in having the name seer, in each case 

~ differed in their.weight—Bombay seer being 
weighed 28 Tolas and Poona seer 76 T61as. 
If the quantities of sugar differed in their 
value or weight, why should they be inden- 
tical in having the same name ' seer ' ? The 
answer to this.question is sure to satisfy 
the question suggested in our case. And I 
think the answer, in both the oases, is one 
and the same. It is CONVENTION."1

Apart from the vibrational values8 which 
Mr. Joshi gave each of the Sudha—svaras of 
each of the three authors he selected, viz, 
R&m&m&tya. Ahobala, and Bhatkhande, the 
analogy that he took, seems to be a little 
unhappy and does not, I fear, strengthen his 
position. In the case o f seers, there is a 
clear difference, according to Mr. Joshi, of 
48 Tdlas between Bombay and Poona. Even 

|in South India, there is a wide difference, 
in quantity, between the measures of Madras 
and Coimbatore. Whereas, in the seer 
or measure, there is the sameness 
only in name but not in quantity; in the 
Sudha scale, on the other hand, there is the 
sameness not only in* name but also in 
quantity or measurement. For, whether 
the Raga that emanates is Kanakangi, 
Mayamalagouia, Kharaharapriya, or 
Sankarabharanam, the original stock of the 
Sudha scale gives Sa, Ri, Ga, Ma, Pa, Dha,4 »
■N't, respectively srutis 4, 3, 2, 4, 4, 3, 2. 

JJnleas.therefore, the ,s4th\S rvti—to take 
^one,rfor^rampIa^oeomot5aean1onlyTthej

4th Sruti but also anything above or 
no cluo presents itself to explain wK 
different ragas are said to emanat 
one and the same Sudha scale.

In this connection, Mr. Clemeqts' 
to the confusion created by R&m&y 
R&m&m&tya follows the Bharata 
an endeavour to place his svarosamo 
22 srutis. There can be no doubt, **9 
ragas he gives, as to what his «vd 
W e can here put a finger-On, the] 
error o f the Carnatic System.-.
Ri, in a vain attempt to follow*/ 
ratnakarawe.8 called a note of thre 
and Sudha Ga, a note of two srutis V 
on. It is obvious why the out-of-t 
Kanakangi was seized upon. Havi" 
founded Dvisruti Ri, with Thrisruti 
originator of the modern Carnatic' 
looked round for a scale which gaveja 
smaller interval between R i and A rp  
upou Kanakangi. This is why the 
tute Ga and Ni o f that scale have , a* 
the high-sounding name Sudha. R£m& 
obviously was completely out of tou 
the Bharata M ata; otherwise lie

' have know n that its terminology, co" 
be applied haphazard to such a wide!, 
gent system as that of HanumantA 
The Sudha Ga of the Bharata Mat 
5 srutis from S a ; having wrongly 
fied it with the Ga of Kanakangi,.’ 
matya felt compelled to call that/Tq- 
Ga, Panchasruti Ri. Modern mu" 
who seem to have acquired a pri 
notion of the nature of a four sfutP  
val, have corrected this term to C%" 
Otherwise, Ram&m&tya’s erratic techno 
has Wen accepted without deraur^

jfe u cce ^ flih g * w H te ra ?^ ^ ^ ^ i^ ’
iStSfcj, f  . r v,
Ku-sMr.^ JoshVi yibrational values,/
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jrfom all standpoints of view, the ancient 
theory of &udA«-scale was given up, as being 
practioally useless for the niodorn require­
ments.

MavAmAlavagowla *
I I

B C D ”b E F G A 'b  B C
I______________________ I
Mukhari (Kanak&ngi)

To day, there is no scale such as a Sudha- 
^le, unless the first Me'a of Venkata- 
luakhi’s system counts for such. Even that 
jjrst Mdla (Kanakangi), Purandra Das chose

drive out of the field in favour of Mdyd- 
talaoayoida.

Of this “ Mdydmdlavagowla'' Mr. E. Cle­
ments remarked: “ I am not in favour of 
Sankarabharanam as the Sudha scale. 
Unscientific writers put Bihag in'the same 
family. We do not want any ambiguity in 
0ur Sudha scale. Mdydmdlavagowla is 
entirely free from this defect. Further, to 
adopt the Mdydmdlavagowla scale, as the 
Sudha scale, does no violence to the feelings 
of the musicians.” 1 Here came Mr. A. H. 
Fox Strangways, as it were, to help 
Mr. Clements and observed : " Mdydmdlava- 
gouia only developed from Mukhdri hy way 
of modal shift of tonic, as in the case of the 
modern Greek scale."2 And here, again, 
I£r. H. A. Popley amplified that the modal 
rhift of tonic was made by one semitone 
higher and, having illustrated his point by 
the following diagram —

I. Vide Mr. Clements’s Ragas'of Tanjorc p. 15.
J. Vide Mr. Fox Strangways's Music of

wrote, by way of explanation : “ B to B form 
Mukhdri and C to C is Mdydmdlavagowla.*'3

A ll the three, I fear, overshot the mark, 
inasmuch as the Mukhdri of the above figure 
points only to Kharaharapriya, wherein alone 
Ga (D) and N i (A) are Kdmal or flat, and 
surely not to Kanakdngi, wherein Ga and N* 
are really conspicuous by their absence, 
though-lit Tivra and Dha Tivra are made to 
falsely personate them.

The trend of the modern view is-that, 
while Bilaval is the Sudha scale of North 
India, Mdydmdlavagowla is that of South 
India. But, be it noted, that, as a matter of 
fact, neither of them is the Sudha scale in the 
sense in which ourancient writers held, viz., 
that its seven svaras had their respective 
sruti numbers 4, 7, 9, 13, 17, 20, 22, but that 
the elementary songs have been tradition­
ally taught to the children in those ragas. 
Such traditional teaching began, at first, as 
a matter of convenience or inclination ; but 
then, it took root by force of habit.

Hindustan p. 120. m

3. Vide Mr. Popley’s Music of India p, 43,

(To be continued.)



THE TAM BURA AS A SRUTI-ACCOM PANIM ENT IN INDIAN MUSIC

BY
Prof. D. Y enkata.sw am y .

Of ancient origin and remarkable tone- 
quality, the Tambura is a four-stringed 
f  jusical instrument used solely as nsruti or 
f  one accompaniment in Indian music. It 
consists of a hemispherical shell, with a 
fiat top, to which is attached a long hollow 
.Ciaft, the free end of which carries four keys 
£ r  the adjustment of the tension. There 
are two bridges; a massive one at the centre 
Gc the flat top which, for reasons explained 

I Jfrtheron, may be called the active bridge 
! 'fid  the o.ther very near the keys. The ends 

being fastened to the rim end of the flat top,
I ifie Strings pass through four beads, thence 
' (fpssing the active bridge, pass on to the 

o^her bridge at the end of the shaft and the 
keys. The beads by slight movement along 
t$e length of the strings serve by their 
Ifissure against the top to bring about 
smaller variations of tension too subtle for 
tne keys.
^ The two middle strings are tuned to the 

or the leading note, the two at the sides 
g^ in g  the Panchama and Shadja o f the lower 
octave. The instrument is played by pluck- 
iifg the strings one after another beginning 
v| l.h the Panchama and ending with lower 
Shadja at about 2/7th o f the vibrating por­
tion from the bridge, near the keys. A 
c f  itinuous repetition of this process with­
a l  break constitutes the sruti.

|The resulting drone which is exceedingly 
powerful without being harsh, is the out- 
coone of the masterly design of tĥ e body, 

jbiniqg^the^essential ..qualities

size and extreme lightness consistent' 
good strength.

Secondly the drone is never mono 
having a peculiar charm o f its <> 
variety that entertains aDd a coloL 
attracts. This characteristic is attrlb* 
to the host o f clearly discernible har~ 
brought into prominence by the aid 
“  Jeeva".1

To the artist these harmonics -V 
continuous guidance for all the notes,1 
intonation, besides the tonic, the flf 
the octave.

W e have to account lastly for tS  
markable tone-quality. This is in pa 
to the great length and extreme thinne 
the strings subject to great tensions; b 
far the most important factor is the va 
bridge, which admits of the introductf 
the 'J eeva ,' a device whose action 
unknown, till recently, to the 
musical or even the scientific world, 
active bridge consists of a bit o f hard 
or bone resembling an arch on two 
whose upper surface is slightly ’ conve 
cylindrical perpendicular to thelengho 
strings. The upper surface is about 
along the length of the strings and ne 
2-5" across them. This active bridg 
the subject of an enthusiastic stud’ 
Sir C. V. Raman, D. Sc. F. R. S. The res 
of mathematical investigation o f the ' f  
tion of ' Teeta ’ as first taken up by - 
K a r l  dad finally com pleted/by ^ M e,

rinaiyaiand: GL; Subrahm^niam twSfcfr- , j -a*.
^  2.‘D. <5 unnaiya and G.'Subrahm&piapijjiR 
cpJ'Re^vic'y January;1925."
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jjinniarised in this paper. The peculiarity 
that the string rests on the active bridge 

throughout its entire width of 1-5". The 
j(rjngs are first tuned so that their funda­
mentals are quite accurate. Then between 
the surface of the bridge and the string, 
the ‘ Jeeva' which is nothing but a small 
hit of wool or cotton thread is slipped and 
moved slowly away from the vibrating side 
frequently sounding the string and stopped 
jUst where a sudden change in tone quality 
occurs. In this position the string passing 
over thf ‘ Jeeva’ lightly touches the bridge 
,t a point before leaving the active bridge 
(o that, when vibrating, the string gets, very 
pear the end, a series of impulses with the 
jame period as the string's fundamental.

On this basis the theory worked out by 
Messrs. Gunnaiya and Subrahmaniam 
predicts a lowering of the fundamental and 
a progressive increase in the strength of 
the harmonics in the natural order.

These results have been carefully verified 
and have stood the test of experiment 
thoroughly.

I have to thank Mr. D. Gunnaiya M.A. of 
the Physics department, Maharajah’s Col­
lege, Vizianagaram, who has been of great 
help to mo in the preparation of this paper, f  
have also pleasure in acknowledging my 
indebtedness to a previous contribution 
entitled, “ The Tambura and the function of 
Jeevali,”  published by him in the Maha­
rajah’s College Magazine, Vizianagaram.

MY MUSICAL REMINISCENCES.
By

Mr . T. L akshmana P illai.
Before I write on this subject. I would 

perhaps do well to apologise to the reader 
for having to use the first person singular 
often in the course of this article, as the 
subject matter turns wholly upon my own 
personal experiences. At the outset, let me 
make a ’ few observations about Hindu 
music in general, which has been characte­
rised as spiritual by Dr. Clarence Dickinson, 
Director of Music and eminent organist of 
Now York. He describes music as a 
‘‘vehicle for man’s spiritual response to the 
Eternal, ”  and in a lecture called particular 
attention to ‘ the spiritual power of Hindu 
music.’ “ The Hindu Rugus" he said, 
‘‘ have spiritual moods.” ‘Spiritual,’ should 
not be taken here to be the equivalent of 
“ metaphysical," as some Englishmen are 
apt to do.ijkByJthe use of .the..word^ meta?' ' -Or P-

rence to the existence of, or a belief in th6 
existence of, a spiritual world beyond the 
present, in a positive sense. The spiritu­
ality is seen at its height, especially when'a 
Hindu Raga is elaborated in an instrument 
like the Veena, It is so abstract, ethereal 
and other-worldly, that w e^ eem  to be lite­
rally transported, in a quiet and unobtrusive 
way, to a region which is 60 near and 
familiar to our soul and yet so distant 
from its present environments and associ­
ations. To sing a raga or song in Hindu 
music, it is enough if a man has for 
accompaniment the Tambur alone which is 
purchaseable (or can be rn^de) at a mode­
rate cost, or, even a beggar’s musical instru­
ment with one string will do, or, he may 
even sing without the aid of a etri■■ .V. • : '.iJiaaLM jrf

physical,’i'thej^hit’at'l'spirituaHthings o n l y ____  _  ... __
m a n eg f^ ^ .w a y i^ h e re a s ,^  spiritual, ;VinL̂ thus, Iejast;^xpensI^e^nd^M ^^|t^pajrt
the Hindu sense, would have ■ a cleai refe- cularly suit the proverbial poverty-ot thq
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Hindu. That the Hindu may have an 
occasional dip into the beatific ocean of 
bound or a pre-taste of the
Eternal spiritual existence, by such simple 
methods, despite the stark poverty that 
stares him in the face, would in fact seem 
to be a compensation providentially
arranged for him.

In this connection, I am tempted to refer 
to the condemnation of the harmonium by 
some musical organisations. To condemn 
the harmonium and pass resolutions in 
paper against it, seems very easy; but then, 
who will undertake to supply an instru­
ment like the Tambur in sufficient numbers, 
to suit the popular demand for a drone 
instrument that is sure to arise, if the 
harnfonium is withdrawn? For, it cannot 
be doubted that in South India parti­
cularly, the taste for music has spread 
much wider among the masses in these days 
than in the days of the Tambur alone, and 
for this the harmonium and the crramaphono 
are alone responsible. The harmonium is 
always ready to hand for purchase, whereas 
the Tambur has almost become a curio. 
Hence it would be thoughtless to condemn 
the harmonium before some other suitable 
drone instrument is made available in 
sufficient numbers at the market. Of 
course, as an independent musical instru­
ment, the harmoniunv has no plaos in 
Hindu music, as it is incapable of 
producing the graces or gamakas which 
form the distinguishing characteristic 
of that music. Neither can the harmonium 
act os an accombanime it to Hindu vocal 
music {upavadyam) for the self-same reason.

In describing my reminiscences, I have 
to traverse a wide field, such as an account 
of the ways and idiosyncrasies f ’of the 
musicians to whom I have listened from 
early youth, and the nature .anC circums*

duels Vthat'

have taken place, of which I have pend 
or hearsay knowledge. For instance, 
celebrated musical combat between Mai 
vaithi Iyer and Raghava Iyer, before H? 
Aylium Tirunal, Maharajah of Travanci/ 
the duel between the famous pi] 
Anayappan of Tinnevelty and Singara: 
of Kumbakonara, and the encounter betî jj 
the two great violinists Krishna lye: 
Tirukkodikaval and Mahadeva lye: 
Trivandrum, will have to be described.'' 
famous meeting of Govinda Mar«c 
Travancore and the great Tyagayyljj 
Tiruvadi, between the latter and Vadi. 
NuttuvarJ and a glance at the gloriou? dl 
of H. H. Swathi Tirunal and H. H * 
uin Tirunal, Maharajahs of Travanci
would, I believe, be all matters of interesl

-

the musical public.
Before dealing with these subjects, I  m) 

note down rr.y personal and- iodivid: 
experiences with some of the musicii 
with whom I chanced to come into conti 
And first, I may refer to my own Guru 
was my first teaoher in music, when I 
about eight years of age. He was a N 
by name Pappu Pillaj,,of Parur. He 
a blind man and a Bhagavatar by pro! 
sion. He commanded an agreeable ahi 
the same time impressive voice, which,1 
training and exercise, bad become adm 
rably adapted for the singing of Soarai 
and Pallavies. The Kirtanams which he sal 
were almost of local origin, as Tyagayyl 
Kirtanams were only just finding their w! 
into Travancore then under the auspices 
his disciple Kannayya Bhagavatar who hi 
been made a Court musician in the day 
H- H. S.vathi Tirunal Maharajah. Papj 
Pillai was a terror to most of the Bhaj 
vatars, inasmuch as, if any one dared 
set himself against him as a rival, he woul 
take up his favourite pallavi “  n-uuszji

” and by singing it adroitly hospitable door to whomsoever was inclined 
|,nd in tlle (hree Katas, would quickly to listen. He played very sweetly and was 

0w his opponent into such confusion by particularly successful, when elaborating 
very complexity of its phraseology, if 'rabas, in raising the apppropriate atmosp- 
by the brilliance of its melody, that here of emotion. Many a time have I been 

ig bi
him from ignominy

ing but immediate submission would raised to Elysian heights by his nimble 
and humiliation, touches on the divine instrument which he

He disliked too muchIbis pallavi, however, was the last weapon “ waked to ecstasy, 
jp his armoury and he would not resort speed, artificiality and excitement, as he 
l0 i t ,  except under extreme necessity. The felt these to be disturbing elements in the 
jjalayalam and Sanskrit compositions of creation and maintenance of the right 

H. Swathi Tirunal and Ashtapadi slokas feeling. He was the founder of a style, if
not a school of playing, and had several 
followers and imitators. He knew very 
little, and cared to know little, of current 
politice, and was free from the worries,

,.ere familiar to him; and excluding 
fSiaru'iis and Pallanies, these formed the 
f stock music of the day.

The next Bhagavatar whom I knew and 
lo whose performance I bad constantly 
listened, while I was in my teens, was the 
celebrated Vainika, Sitthu Bhagavatar of 
Trivandrum. He was a Brahmin of Suchin- 
irsm, of fair complexion and handsome 
of appearance and quiet and gentle ways, 
vlio was a court musician of the Trivandrum 
pai.tce. With a pay of Rs. 12 (which is 
qual to Rs. 25 of the present day), 
lesides sundry other benefactions, he 
lived a' simple life, with few necessities

It)

vexations and disappointments that follow* 
the pursuit of ambitious ends, so*charac­
teristic of modern so called civilised (jfe. 
His life on the other hand was peaceful, 
serene and contented to the end, and he 
lived to the grand old age of 85. Through 
his unalloyed attachment to music and to 
the Veena, he succeeded in passing through 
the “ cool, sequestered vale of life," on the 
whole happily, with but one misfortune to 
darken it, and that was the loss of bis only 

trouble his restful mind. The saying( son, a gifted young musician#at the early
'min wants but little here below*1, was 

[well, exemplified in his life. Once, when 
i pupil of his, after regular training under 
ti:n on the Veena for three or four years, 
brought him a remuneration of Rs. 400, he, 
with a noble self-denial, declined to receive 
it, merely adding, “ I know your father is 
not well-to-do and cannot really afford to 
lose this sum. Take it back. ” He merely 

[ look one rupee as a Guru Dakshina in a 
truly religious spirit. Is not this nobio act 

j worthy of imitation by many better-placed 
py-nen to whom Mammon acts as a God. He 
ijv used to play on the Veena three o r (four 

times a day at fixed hours, was not troubled
[with fAhy&otherttPires/Kand ajopeneSjJMsj

' ' “““ rl ‘

age of twenty-three.
Next, I shall narrate a few of the musi­

cal experiences I gathered when I was de­
puted to Madras as a‘n attaches in the year 
1886 to be trained in the British system of 
accounts. After office work, I used to meet 
law students of my age, sing songs and lis­
ten to songs sung. One day I sangO
H. H. Swathi Tirunal's composition in 
Kethuragouia ( beginning 
“ Devamamayi” , and this simple and beauti­
ful song arrested the attention.of the stud­
ents, and it was asked to be 6ung over and 
over again daily. The news of my singing
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noisseur ia music and who was so looked
up to by the students. That gentleman was
a staunch lover of music and an intimate
friend of the late Professor S ishagiri
Sastri M.A., Superintendent of Sanskrit and
Vernacular languages, Presidency College,
who was a great expert both on the veena
and on the violin. When I sang “ Devama-
raayi ” to Vydianatha Sastri, he was much
taken up with it, and he introduced my
name to Mr. Seshagiri Sastri. In two days,
I was invited to see the latter gentleman
along with Vydianatha Sastri. It was on
one afternoon that I met Seshagiri, sitting
at his desk and writing some book on
philology in which ho was a great authority.
It was be, I believe, who discovered among
the .Dravidian languages a law akin to «•
Grimm's law by which allied words may be 
traoed easily from any one of these langu­
ages into another. Besides, he was a great 
Sanskrit scholar. As soon as I entered his 
room, he rose up and offered me a seat and 
then sat down. Being no better than a 
student myself, I hardly expected such 
courtesy being shewn me by so great a 
scholar and artist. But it proved *that he 
was a man of inborn courtesy and that he 
had real regard towards the votaries of 
music, be they great or small. When I said 
that I came'by’ the introduction of Vydia- 
natba Sastri to listen to bis Veena perfor­
mance, lie immediately dropped his pen, 
took up his Veena, sat down on the floor 
with me and played for full three hours at 
a stretch. Many of the musical combi­
nations he produced were splendid and 
showed that he must have had persistent 
and life-long practice on the Veena. When 
at the close I expressed my opinion that I 
had never before heard Veena performance 
of suoh a high order, he was so modest as to 
decline the compliment and say, ' 'I f  you imsid- Tom;

krishna Iyer of your own place, you 
not have praised me tbu9.” “ Wh 
may be the merit of Mr. Kalyanak 
Iyer," I replied, “ there can be no doubl 
your performance is wonderful", 
you ever heard Kalyanakrishna 
asked he. “ I think I have heard himl 
I answered, “ but that was not long ej 
to form a correct estimate of his' 
“ Then," said Seshagiri, “ I would2 
you to listen to his performance as tl 
thing you do, when you get back hoi 
in that case, you will find that South 
with the one exception of Seshanni 
Mysore,<has not his equal to show 
Veena.

This was a revelation to me. I fell 
ashamed that I was not able to gua 
merits of so great an artist who lived 
own native town, and then I madeSJ 
mind to hear him immediately oh myti 
to Trivandrum. Seshagiri, though shorl 
big in stature, and one could not view 
pleasure the contortions of his fl 
constant gasping for breath and the 
movements of his body when his imaj 
tion caught fire, for he then threw his 
and soul into the performance. Trujt; 
movements were so constant that, b; 
close of the performance, he many 
transport himself bodily-from one'1' 
the room to the opposite end as if by n 
Vydianatha Sastri who was listening 
mo then promised me the luxury of ano® 
entertainment shorty afterwards,* 
Seshagiri as violinist and his bi 
Venkatesa Sastri, the author of a tr; 
on music, as Veenaist. I thanked him 
tily for the further pleasure kept in' 
for me.

In another three days, this entertain 
came off in the same place, exactly as 
niisdd- To my utter amazement, Scsh 
play td on the .violin with eve9 more
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^ f u l  facility and skill than he did on the 
(C!la. “ How," thought I, “ did this man 

panage to get such mastery over both these 
^eiruments.when his whole life time mustj 
jave been devoted to the study of English, 
Sanskrit and all the Dravidian languages 
put together ?” It was really an enigma to 
0*. The three hours of this entertainment 
,eemed to raise me to Elysium, into a beauli- 

, yet unseen emotional world. Such 
licstatic joy I tasted for the first time in ray 

I thanked the performers for their 
■ftindness, but they vigorously declined my 
’thanks, saying that, as a return, I should 
iing before them another day. This request 
took away my breath for the time being,
,s I had been overwhelmed with the feeling 
0[ admiration for the magnificent treat I 
hod. I then said, “ How can I venture 
to sing before such great masters of music 
without feeling nervous and so committing 
blunders ?” But Seshagiri insisted on my 
singing, adding that any mistakes which I 
night commit through nervousness would 
bo-gindly condoned on account of my youth.
'0 no excuse that I pleaded could save me, 
-.11) rhys I agreed to submit to the ordeal.

On the afternoon of the following Sunday,
1 sang before the brothers and Vydianatha 
Sastri. I elaborated the Raga Bhairaoi recit-.

ed in that raga the verse in Teoaram begin- 
ing “  Gtirjbs)-'bssB-Gai$*>Biand sang among 
other songs the Ketharagouia song of 
p . H. Swathi Tirunal, Seshagiri praised 
me for the singing, but qualified his praise 
with the following wholesome advice, 
“ you have excellent aptitude in music and 
a fine voice capable of producing ravais 
(trills) in abundance but you must-under­
stand that ravais should find a place in 
your singing only as diamond in a necklace. 
Diamonds should be sparingly used, and 
for artistio effect, they should be set off by 
gems of other colours in the neighbourhood. 
If there are too many diamonds close to one 
another in a jewel, the eye would feel a 
glut, and therefore their monotony should 
be relieved by the presence of other gems 
in their midst. If you can be careful about 
this point in future, you will beconie a 
splendid singer. " I  took the hint thankfully 
and felt that it was sound and well-meant, 
Vydianatha Sastri then told me that there- 
would be a flute and Katka performance 
shortly by the famous young musician, 
Saraba Sistrl at Seshagiri’s quarters at 
which I" would be welcomed. Buoyant with 
the hope of enjoying that performance, I 
parted company,* thanking ̂  them all for 
listening with patience to the music of such 
a raw singer as myself.-.'. r  -

RAGA CLASSIFICATION IN INDIAN MUSIC.
BY

Mr. p . Sambamoorthy, b .a.b.l .,
Lecturer in Indian Music, Queen Marys College, Madras,

ils
Every civilised nation in this world has 
own system of music and on a careful 

(uaiysis of svaras used in their songs, we 
"infix the modes or ragas used by them, 
flus we speak of the major and manor

the oriental nations, where ragas play a 
great part, the subject of classification of 
ragas assumes special.importance. In Per­
sian music there is the classification into 
mugarws, shobashs and goshahs nearly equi-- ................“ ■>“ “ “ " ul mugarws, snooasns and goshahs nearly equi­

ps in. western music. In Ihe music of yalent ,to Vae^jrag^ /faifini,■ putra'&siera.
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Since in Indian Music we employ a very 
large number of ragas, different systems of 
classification of these ragas have naturally 
sprung into existence.

The subject of raga classification in 
Indian Music has a four-fold aspect:—

(1) Raga classification in the music of 
the Ancient Tamils (Dravidian 
Music).

(2) Raga classification in the Music of 
the Pre-Ratnakara period.

(3) Raga classification in Hindustani
Music.'

(4) Raga classification in Karnatic
Music.

Ancient Dravidian Music.

It is frequently forgotten that the Ancient 
Tafhils had an excellent system of musio, 
highly developed in all its branches. The 
classifications of ragas adopted by them 
have their parallels in the later Aryan 
Music of India. The word user (Pun) 
denoted a Melakarla raga. The Puns 
were not necessarily sampoorna in both 
the arohana and the a vara liana. It is 
interesting to note that this conception 
of a Pun coincides with Venkatamakhi’s 
conception of a Mdakarta raga. For, accor­
ding to him even Sriraga and Kedaragowla 
which have Audava, arahanas, but Sam- 
pooma avjrohanas are Melakarta ragas. 
The usatan^rf! (Pun Sadarl) which is the 
same as the modern Dewgandhari raga is a 
parallel illustration in the ancient Pravi- 
dian Music. The term Melakarta—raga as 
understood at the present day however, 
denotes that its arohana as well as the 
avarohona should be sampoorna.

Under each Pun were grouped1 several 
'Janya ragas. Tirarn (fifiuo) was the term 
psdd lor a Jet.}-a ragg.

According to the time of singing, 
were classified into Pagal pun —utiiu  
(wbioh should be sung during day tj 
Iravu pun,—•gjiie/ua*—(which shoal 
sung during night time) and Podu 
Quitftuutnr—(which oan be sung a 
times). Of the 24 Puns, 12 belonged I 
first group, 9 to the second and 3 
third. In the Sangita Makaranda of Na 
we have a similar classification to- 
reference will be made later. Each puu 
distinct name and its own group of" 
ragas. It is mentioned however 
Vilaripun, (aSW/flAuaw) had no Janya 
The poet Adi Vira Rama Pandiar, ( 
bbu> u.roir<p.(u/f) says that Ravana s 
Vilaripun when pressed under 
Kailas and won the Divine Grace.

Pre-Ratnakara Period.

The three principal works of this 
are: —

1. Bharata’s Natya Sastra.
2. Narada’s Sanqita Makaranda.
3. Naradi Siksha.
Here we come to the Grama Mu

system of classification. The term 
literally means a ‘ village’ as oppoh 
jungle or Aranya. Grama ragas were,, 
ragas used in the music of the village p 
i.e., civilised people as opposed to abd 
ncs and tribes who lived iri forests:.:l*
mountainous tracts. The term Grama fj 
has been practically applied only to tb 
scales, viz : — $hadja Grama, Maihge 
Grama and Ganihara Grama. Of these  ̂
last is believed to have gone to [ndralg 
at any rate it became obsolete longll 
Gramas are collections of Soaras defiml 
related to one another by musical interv 
Of the Sa Grama and Ma Grama, the I; 
took a slightly sharpened variety of 
Madjiyama, ,,
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Murchanas are the different modes got by 
taking each note of the Grama as a tonic 
„olc. Thus the Sa-Grama gave rise to seven 
"Hirelianas and the Ma-Gramu to another 
set of 7 murchanas. It must be remem-l 
tiered that the murchanas are so given 
tj,at the initial svaras form a descending 
series. Thus the first murckana of the 
Shadja Grama starts from sa of the 
Uadhya. Sthayi, and the others start from ni, 
iha, pa, ma, ga and ri of the Manila Sthayi. 
Die first murchana of the Madhyama Gra­
ma starts from ma of the Madhya Sthayi and 
the remaining six from ga, ri, sa of the 
Jladliya Sthayi, ni, dha, pa of the Mandra 
Sthayi. The names of the 14 murchanas are 
es follow

Murchanas of the Shadja Grama.

1. Uttaramandra starts from sa
2. llajani it ni
3. Uctarayata H „  dha
4. Suddha Sbadja 1 „  pa
3. Matsarikrita „ ma
(i. Asvakranta II i. tin
7. Al’hirudgata H „ ri

Murchanas of the Madhyama Grama.

1. Sauviri starts from ma
2. Harinasva 1* .. ga
3. Kalopanata f* .. ri
4. Suddha madhyama „ .. sa
5. Margi »» „ ni
C. Pauravi II „ dha
7. Hrishvaka ti ,. pa
U; these 14 murchanas, only 7 were in 

practical use under the nameofJtJtis.species. 
Of tiie 7 jatis, 4 belonged to the Shadja 
drama and 3 to the Madhyama Grama. The 
lour jatis of the Shadja Grama were, Shadji, 
'h’uisliwdi, Dhaivati and Arshabhi. The three 
Mil of the Madhyama Grama were Gandhari, 
lladhyaiiia, Panchama. « t,
i 27

After these Jatis come the \Grama ragas, 
the generic melody-types and their descen­
dants, the ragas of modern Indian music.
, The Sangita Makaranda of Narada (written 

sometime between 550 A. D. to 1210 A. D.) 
classifies ragas (according to the time of 
singing) into Morning, Moon and Evening 
Ragas. He also classifies them into Sury- 
amsain and Chandramsam. Sandhiprakasa 
ragas, another classification found in his 
work, are those ragas which are to be sung 
during sunrise and sunset.

The Makaranda is the ‘ earliest work, 
where the classification into Purusha (male) 
ragas, Stri (female) ragas and Napumsaka 
(neuter) ragas is mentioned. For, Bhaiata’s 
Natya Sastra does not make any mention of 
the Raga Ragini system of classification.

Narada in his work divides the ragas 
from another point of view

1. Muktanga Kampita ragas i. e., ragas
which have quivering (shakes) 
throughout.

2. Ardha K impila ragas i.c., ragas which
have partial quivering (shakes),

3. Kampu Viheena ragas t c„ ragas which
are absolutely free from quivering 
(shakes).

The Sangita Rainakara and other later 
works do not mention this system of class], 
fication.

The author of Sangita Makaranda is not 
the same as the Sage Narada, for the author 
refers to the sage in the boq|r.

In the Sangita Ratnakara SarangadeVa 
classifies the ragas under two main heads i-

1, Margi Ragas current before his time 
'.and which have since gone to 

Soargaloka. .
- - -   ------------ ----------------------------- r*----

1 Grams.-ra.ga is ap early name for melakarla,
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and
2. Desi Ragas current in his time.

The Margi ragas are classified into :—
1. Graina raga 4. Bliasha
2. Upa raga 5. Vibhasha
3. Raga 6. Antarabhasha

The Desi ragas are classified into: —
1. Raganga 3. Bhashanga
2. Upanga 4. Kriyanga

In religious music, scales of one note 
were called Archika\ scales of two notes 
Qathika; soalesof three notes Samika; and 
scales of four notes Soarantara.

Hindustan! Music.
The Raga-Ragini Putra system of classifi­

cation is the one in vogue. This system 
will continue to survive till the genuine 
attempts of some of the recent distinguished 
music scholars of Northern India to substi­
tute in its place, a scientific classification 
of ragas grouped under important Thats, 
succeeds. As has already been mentioned, 
the Sangita Makaranda is the earliest work, 
to make mention of the classification of 
ragas into male ragas and female ragas. 
Subsequently four schools arose called 
after Bharata,* Hanuman, Kallinatha and 
Somesvar. Each-school had its own 6 
principal ragas (Male); each raga had 5 
raginis or wives, and 8 jsutras and 8 bharyas, 
to these 8 pufrus. Thus the number of ragas 
came to 6 +  30+48+48=132 in all.

The raginis were perhaps of a compara­
tively softer nature.

In addition to these there was also a 
class'of ragas known as Dhiili ragas.

Kama tic Music.
The Janaka-Janya system of classification 

is the one in vogue here. Lochanakavi’s 
Raga Tuvingini is the first work to enun-

j'.clate'a‘ srstematio classification of ragas on

the genus—specio basis. He lays do 
junaka met as or parent thats, and groups 
janya-ragas under them. The method b 
taining ragas from the \nurchanas and 
had become obsolete by liis time. Se 
writers followed Lochanakavi in class' 
the ragas under various melas. Bhavab 
for example in his Anupasangita Ratri 
classified the ragas under 20 melas.

The classification of ragas into Mel 
ragas and Janya-ragas is highly ecie 
and is the best system of classificatiq 
human genius can conceive of. W  
rnakhi formulated the scheme of t 
melakartAs in his epoch-making 
Chaturdandi Prakasika (1660 A. D.). 
scheme however had already been w 
out by his father Govinda Dikehitar, i 
junction with Raghunatha Naik, th 
ruler of Tanjore.

From the point of view of the nura 
svaras present in the arohana and ava~ 
Janya ragas have been classified into;

1. Shadava-Sampoorna e.g., Kambhoji
2. Audava-Sampoorna „ Bilahari
3. Sampcorna-Shadava „ Bhairavam
4. Sampoorna-Audava „ Garudadfr
5. Shadava-Shadava ,, Malayam
6. Shadava-Audava . „  Natakur
7. Audava-Shadava „  MrJahari
8. Audava-Audava Mohana \

There are also Non-Varja Janya r 
Sampoorna Janya ragas e.g., Bhairavi (a 
ample for Non vakra type) and Saha 
example for vakra type).

The next classification is into Vakrd 
where, the arohana or the avarohana 6 
might be vakra. These again adm 
Audaua Shaiava and Sampoorna varietie 
their combinations.

A ‘■very useful system of classificati 
^Janyejragas <is into Upanga and Bhas
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n/0"s- While the Upanga ragas are strictly 
ure ragas in the sense that they take only 

(jie svaras taken by their Janaka raga, the 
ghushaitga ragas, in addition, take one or 
more svaras foreign to their Janaka raga., 
Some ragas like Bhairavi, Kambhoji, Btia- 
hari and Sarangu are well recognised Bha- 
Jianjja ragas. I would prefer to style these 
pi gas as Poorna Bhashanga ragas or Perfect 
ghashanga ragas. In the case of some other 
pjgas,- one or two of their svaras might be 
gung in a slightly flattened manner, when 
compared with the frequencies of these 
tvaras obtaining in their Janaka ragas. For 
example, the Gandhara and the Mfshatla of 
(be Saveri raga are very slightly lees in fre­

quency compared with the Antara Gandhara 
and the Kakali Nishada of the ISdyitmttlara- 
goivla scale ; but the svaras never go so low 
do wn by the Sadharana Gandhara and Kaisiki 
Nishada as maintained by some. Such ragas 
I would style as Imperfect Bhashanga ragas, 
as a compromise between the Dikshitar- 
school and the modern school of thought.

Nishadantya (Nadanamakriya), Dhaivatan- 
tya (Kuranji), and Panchamantya (Navaroj), 
and Ghana (Nata, Gaula etc,), Naya or Rakti 
(Bhairavi, Kamboji etc.), Desya (Khamas) 
Suddha (Mayamlavagcula), Chayalaga
(Saranga), and Sankeema (Ahiri), are other 
systems of rtipa^-classification prevalent in 
Kurnatic Music.

THE EARLY WRITERS ON MUSIC.

BY
Mr. Vinjamuri Varaha Narasimhachary.

To gain a perfect insight into the subject 
of Music, and be able to detect the numerous 
fallacies that have crept into the present 
day theory thereof, it is highly essential, in 
i study of its ancient works, that a thorough 
turvey should bo made and its history 
regularly traced. Many attempts had 
been made to trace the date and indentify 
the works of the ancient authors. Even

Vina, and the closing of the sacrifice was 
enjoyed in the conduct of a peculiar 
dance. Many instruments of the type of 
Pitchola, Oudambari, Aanaka, and Gomukha, 
have keen mentioned in some places.

The development of musiof<as a principal 
science, can be traced to the Stobhas in 
Sama chants and later on to the Paticha- “V

with the meagre information gathered here .^anfrg-an3 Saivagama rites, till the royal
md there in the later-works, some have 
connected everything concerned with 
music to the hoary past, while some traced 
its origin to the Vedas. But the views of the 
Oriental scholars in the West that Indian 
music must have had its origin in Greece, 
bsve been contradicted by many. A careful 
‘ lamination of the Vedas, the rites and Siks- 
La thereupon, drives one to the irresistible 
’conclusion that the origin of music lay in 
certain rites, where the priest and the.’per- 
(ormev chant, while the wife-plays on tho

courts gave a new turn entirely. Though the 
Rigveda admitted of three notes, Samaveda 
had seven viz. Krishta, Prathama, Dvitiya 
Triliya, Chaturtha, Mandara and Atisvara. 
All songs (Gitas) are divided, into five parts 
as Prasvara, Udgita, Pratihara, Upadrava 
and Nidhana. These correspond to the five 
kinds of Gitas viz,, Suddha, Bhinna, Gouda, 
Visara .and Sadharana mentioned by the 
later authors. So these are based on 
Rhythm and Stobhas and Bharata says 
accordingly, ,
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“ jfrfo: smrnsqr l” — The great N&nyadeva 
comments on it thus :—

Btytt 511̂ : f̂ Tvn ^  i *fWt ^
-HivjKuir ffnrfro i s w t f ir ta -

JRftSTCtT f̂*fc3T«nS'TPJTT H fvRT^t I

Although many have attempted to collect 
and oollate all the works on music availa­
ble in India, (in all the libraries), both 
printed books and manuscripts, yet the list 
given by them is not complete, as it excludes 
the works of 'Kohala, Tumburu, Dattila, 
Yashtilla, Nanyadeva, Matrigupta and a 
host of others. These and various other 
early authors have been mentioned by 
'many later writers—.from Sarangadeva of 
the 13th' century, up to King Raghunatha 
th^ famous author of Sangeeta Sudha of 
the 17th century. Narada in his work 
Sangeeta Makaranda, which was writ­
ten prior to Sangeeta R a t n a k a r a ,  
mentioned the names of writers on 
music, Hari, Brahma, Matanga, Kasypa,

. Kamalasya, Chandi, Vyale, Sardula, Nandi, 
Tumburu, Sankuka, Bhringi, Dovendra, 
Kubera, Kusika, Matrigupta, Ravana, 
Samudra, Saj-asvati, Bali, Yaksha and 
Vikrama (Vide. p. 13 verses 18-21). Sarnga- 
deva had mentioned almost all the above 
writers in addition to the later writers up 
to his time, such as Riidra, Nanya Bhupala. 
Paramardi, Somesa, Tollata Vibhata, San­
kuka, Abhinavagupta, Kirtidhara (vide p. 6 
verses 16-19). In fact Sarangadeva is inde­
bted to Nanyad^eva and Abhinavagupta for 
all the details in his’ work. The great con- 
mentator Kallinatha of the 16th century, 
quotes many instances from Matanga, 
Dattila, Kasyapa, Nandikesvara. There 
are also instances from Kohala, ■ Dattila, 
Yaskshatika, Visvasu, Anjaneya, Tumburu, 
KasJ/ana. Kambala. Asvatara, Umapati,

and Gopalanayaka in Ratnakara. Bq 
works of these authors are not know 
Kallinatha did not mention them|| 
mentions one work Sangeeta Met 
Kohala (vide. Vol II P. 679). Saranga 
mentions Brihaddesi by Yakshatikaij 
Vol. I. p. 154). Bharata in his Na 
tra mentions Narada (chapter 34tji] 
is not known who this Narada was.< 
are three works on music ascribed to_J 
da viz., (1) Narada Siksha (2) Raga-Nit 
(3) Panchanna SaraSamhita, excludinj 
above mentioned Makaranda. The.\ 
Siksha appears to be an older work^ 
languagp is archaic and it treats ofcij 
gana. It is said that there are manyj 
mentators on Siksha and the last of 
is Subhankara. But it is still taxing 
brains of the music student to identif 
real works of the above authors amoi 
forest of works of unknown authors.^, 
the recent author of Sangeeta Sudha,-i 
Raghunatha, has not cleared the roid 
like the former writers, he too only hi 
Yakshatika, Kasyapa, Dattila, Durga^ 
anga,Sardula, Kohala, Nandi, Hanuman 
others. He, like his predecessors,^ 
mentions all the early writers inclll 
Yashtika and Devaraya who were, per 
later writers. From this it is clears 
the works of Nandi and others were.M 
ble till 1620 A. D. when Raghuriatfi 
Tanjore, borrowed many theories^ 
them. But it is painful to note, thati 
of the works are now either in oblivion 
uncertain as to their authors.

Taking the accounts available at prel 
a9given inthe various-works of lator auto 
it is for us to bridge over the gulf ofj 
under-standing and controversy in reg 
to the theories of Srutis, notds or Sva 
Murphavas, Gramas, Gamakas, Ragas a'no 
liketjand to lyive a clear path in our ]

0( music for a perfect insight into the 
sllt,ject. For this purpose it is meet to divide 
(|l8 period into three parts viz., (1). the early 
period up to the 16th. century, (2) the 
fiddle period up to the 19th. century, and 
(3) the modern period. I now propose to 
pace the early authors and their works 
anddr the 1st heading.

Bharata.

Among the early writers on music,Bharata 
Las been held as the oldest both by the 
(classic and modern exponents of the art. 
[The work of this illustrious ^uthor is 
Ratya Sastra, Some have termed him 
Bharata Muni and placed him in the mythic 
ige. He has also been variously assigned 
to periods ranging from 2nd century B.C. to 

[ jnd century A.D. (Rapson in Art on Indian 
Drama, in Encyclopedia of Religion and 
Ethics Vol. V P. 883). The work of Bharata 
Is also known as either ‘ Sutra'

or meaning 600
UOranthas), which was also called Adi 
|Bharatam. “  »TCTT: HTtg I ”
i But both these seem to have been based 
I upon Natya Veda, one of the Upavedas ex­
tending over 36000 slokas by Brahma 
himself.

divid'd TO5|tld-d II
irfvTtg I

rfffrl M < 4 II 
W T O  RR g- I
WU lifcTHTTIf II
N^iruf^^TTTiiVPT: I
'YTRUflft HWCTD II ”

( Yamalgshtakalgntra).

Abhinava in his commentary* on Natya 
Sastra mentions three schools, (1) Brahma (2) 
Sadasiva and (3) Bharata. The above men­
tioned Adi Bharata might have been the work 
bf Sadasiva, as it is a dialague between Par- 
vati and Siva. There are fragments of Brahma 
Bharata available, (says Pro. Ramakriehna- 
kavi), and it is to be ascertained and studied.

Though there are forty copies of complete 
Natya Sastra, with its commentary by 
Abhinavagupta available now, yet some of 
them are incomplete in some passages, 
while some are of different readings, due to, 
perhaps, many interpolations and recostings 
by the later commentators and others. The 
curious colophon at the end of the Kayamala 
edition designates the latter position of the 
work as Nandi Bharatam. Prof. Price men­
tions one Nandi Bharatam (Mysore and 
Coorg Catalogue) which, I think, is a fater 
work. But it is not known when Nandi 
lived. Curiously, we are made to believe 
in the existence of five Bharatas. In Tamil 
Udayarka-Nallar, the commentator on 
Silappadhikaram, alludes to Pancha- 
Bharatam, whicK might have been an" 
epitome of the works of the five Bharatas. 
Sarangadeva in his Bhavaprakafika testified 
to the existence of the five Bfiaratas.

ViKcfl I
g f t :  froro qgfircfera-: n

These, perhaps, were Kohala, Bharata, 
Nandi, Dattila and Matanga. Of these 
Dattilawas the earlier, and the last of the 
five Bharatas Matanga, wrote his moment­
ous work known as Brihaddesi now available. 
He was mentioned in Silappadhikaram in 
Tamil, which the Tamil critics assigned to 
200 B.C. The works, of Kohala and Dattila 
are not-forthcoming. But some hold that 
Gandharva' Vedasaram is the work of 
Dattila and that it existed in 1500 *A.D.
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Another Nandisvara Samhila is known as 
the largest work written by Nandi and it 
existed in 1620 A.D., when king Raghunatha 
borrowed many passages from it. It is 
held by some that Bharata and Kobala lived 
in the same century and according to 
Abhinavagupta, Bharata followed to some 
extent Kohala.

The text of Bharata Natyasaslra as it is 
available, consists of 37 chapters. But some 
copies of it, mostly those of the south, have 
ODly 36 chapters and not 37. Though 
according to Abhinava it consists of 36 
chapters yet he comments on all the 37 
chapters. “  I ”
Hence it is to be believed that the 37th 
chapter might have been an interpolation by 
one of the Vartikaras. It is held by some, 
such as Mr. S.K. Dey and others, that the 
text' has had gradual interpolations and 
recastings owing to some reasons. There 
are (1) independent prose fragments (2)
Anuvamsa slokns in Ary a and Anushtub metres
(3) some portions that are in Sutra style (4) 
passages of the present systematic Karika 
style. Mr. Rey also distinguishes them in 
their order of development as (1) a stage of 
prose-treatises (2) a tentative period - of 
Karika writing (3) Sutra Bhasya stage and
(4) the final period of compilation of compen- 
diums which reverts again to Karika form.”

Bharata again divide's the work into 4 
sections Abhinayas viz., (1) Satvika (2)
Angika (3) Vachika (4) Aaharya. The

(To be Continued).

first relates to the rules of delivery an 
musical accompaniments, the second 
gestures including the poses, the third! 
production of Bhavam and Rasaw Iff 
minds of the audience by aproper displ 
feeling, and the last, to the stage:toile 
development. The sage deals with fi! 
in the 6th and the 7th chapters, Angika' 
8th to the 13th chapters, Vachika in th 
to 20th. To this fourfold division are <  
the chapters on the origin and greatn 
the theatrics, the forms of the stage and 
of contraction etc. The 4th and Sth cha 
treat of Purvanga. The postures recom 
ed indenting to please the deities are, 
berless and a selection list of 108 o f / 
called Karanas and 32 Angaharams ar 
cribed in the IVth chapter. Chapters 35 
36 are supplementary and deal wit' 
qualification and behaviour of the acto 
actress on the stage.

Bharata’s great work was comments 
as many as nine viz., Udbhatu (2)
(3) Sanknka (4) Bhatta Nayaka (5) Rah 
(6) Bhattayantra (7) Abhinava Gupta 
Keertidhara (9) Malriguplacharya. tA  
nava Gupta of the lOtb Century. (1030. A.' 
mentioned Lollata, Sankuka and otti 
who were perhaps of the 8th and 
centuries. The other great works 
Nanyadeva, Bhojadeva, Soinesvara/ 
others are based on Natyasaslra as c 
cisms or otherwise and these will be ta 
up later on.

SANGITA SUDHA.
I l

(Translation).

(Continued from P. 148, of the last issue).
-227. There are 14 Jatis—7 in the Shadja 

Qraina and 7 in the Madhyama. From 
(hem are got 56 Murchanas by combining 
(*0 Vikriti Go's and two Vikriti NTs with 
the six-note combinations separately.

(228-237). (Then follows a mathematical 
explanation in detail of the permutations 
and combinations of the 7 notes for deriving 
the Tanas—both Suddha (regular) and Kuta 
(irregular).]

(237^-238). The third Murchana of the 
Shadja Grama named Uttarayata is the 
same as the fith in the Madhyama Grama 
known as Pauravi. Similarly, there are found 
other Tanas of 6, 5, 4, 3, 2 notes in one 
note, as being the same in both the Gramas.

239. Sometimes, there are three Mur- 
cHunas of the same type. Hence it may be 
seen that there are really 4031 complete 
Tunafoi 7 notes in.all (omitting the re­
peated Tanas).

(240-4). If you eliminate the twice re­
peated Tanas, the rest are either Tanas 
with notes in regular succession or irregular 
(from the point of view of pitch). These 
number in all 3,71,139. I shall now describe 
the method of arriving at the same.

(242-56). [There follows a detailed des­
cription of the method of permutation and 
combination of 7 notes taken either 1, 2, 3, 
4,5, 6, or 7 at a time. (This is of course a 
question of mathematics). Factorial 2,3,4,

5, 6 and 7 are 2, 6, 24, 120, 720 and 5040 
respectively as may be clearly seen.]

257. I have indicated these Tanas as a 
model in order to explain the nature of 
permutation and combination of notes. I 
shall now proceed to describe the Khanda 
Meru.

(258-268). The following figure is what 
is known as Khandameru representing the 
combinations of 1 to 7 notes taken 1 to 7 e-t 
a time in a series.

1 2 3 4 5 , 6 7*

1 2 6 24 120 720 5040

4 12 48 340 1440

18 72 360 2160

96 480 2880

600 3600

4320

■
(The Khanda-Meru).

In the figure the heading shows the 
number of notes taken. Ohie second line 
shows the number of combinations we'could 
have. (This is a figure familiar to the 
-Indian Mathematicians).

(To be continued).
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gcffcrerrij 5itt vr̂ ĉfNrr R  ^nramrar: ll X°y h

^qqvn^r^cWt 5TTT: ^  i^ T :.^ T 3  •
Hcrt f^cfhnf t̂T fscdfa*^ RrRrasFR ll X*  ̂ ll

ITF^K W 3T q^5TT335 fyR & xk^. 1;?- . ■.
Rt£ 3 a1 HWTJRrfx^ R raFR k ii.X °\ii4
dcT̂ J ^ r *TFT̂ > iR ^X R ^1 I
f t w ^ d n ^  R r w ^3 ^rrRt?: Rt r t : w 3.11 \ °u  11

J5TT??3%: l^T^FT lf?R ^ X X Iw R lW R 'T W  I
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—  f7 Z dT fJT : —

KF5W:: <^rr^Rr ; 03 11 \o<  |l
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U t f t w n ^ g p l ^  1TT3  ,rfe& ^ R R rR jcrc*r 11 \ °\  11

^  f c w - t & d tyT: *Rt*r I k  irRFrTvpfta^ 1 
•dcj^^TiqiRH^lBR^^VimMI^PlflpUUlH II X U  II

. y-*i*-iu<AW 3g:R?rorr 1
d«M̂ 4<4i^<hi^ m ith n i y y ^ 3  «rtm3* 11 XU  11 

nr^Rfnm r^v RrerRrg^jd' ^g; 1
vg ravk im kRBvm r$kRra5hi i i x U ii

srRrcrfo: WRrrfl^ Star ^FPwft j * .
?wrs?Fi CryqrRjT^rs^t gg; *r£*ft?r srerenft ^  11 XU  11

?rt: ^  RrtftRi% ftrfefyr »̂ <TRfRrra,R>*k«r^H 1

11 X U  11

<k^r HdUdfa 3^«Uti S r ^ A t  fcc5 ’JildM'P I 
<rr^m ^^5O TchjR m tm : r ?t  f ra r^  f^ T R T : 11

—  «n 3  y  g  3  m  * r : —

'T̂ TXFT: T^rRcR^ dTFTJRRd HU f  Rr?ygWd‘3  I 
WTiie.uldi'^dTi?^ RTEf̂ mry R  g«didi: H XU il

v 3:531̂ , smrr^ ytk ^RrariRrrRr 1;. .
'wr^rft' gyy^gdtd:/ 11 Xl\s 11

W 7t?5ft JldSfgvS: Wrq-gTTFT  ̂ R  qWnft^: ll X U  II

^Rf r 3 drg ^m^TfnT r̂  ̂ y  ^ra^ji: 1 
V ^ d  t̂*TT xfe ^3 •Ĥ 'diU+iliisMi! Mt̂ sd î'S.mni:. II X U  ll

v«
1 rrcr^cnw^g *1̂ 13^ : 11
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d^RTt-Sa a g : I
aa: snrTRcafâ aaT'TaTHTfaa: anaaqara: ii II

amiga^: gftdfaar.s»aanran taanar *fa faala: 11 11

gataga'iaft feu^H/Ui-difaaTa  ̂arfa<ft gflab i 
aa? aaaaaT *fa ?gaUR: w : ^aTaaftaaaTaa: 11 

qaifaMawa a  araag: arpt gar: aya^ddian i

t *
ardgsftah arfaatsa arga?aa.sa *fa fe«0«u II
aafraaWt g gdagaf atarTafd ayaga/iH: i 
fagrBawaa gsgiasriftaagTaa^g a  ana: âraji ^V\ ii

faRT^^g: a<g era- R<vHiUHTni.dUdd fii <j}4<Har: I

saTf̂ sTTf̂ r̂ r: aggTsaaTfgaTagt fs:gtg*3  aaaida: ift<̂ n 

+j-ii<-y4dr^ ?fa a fa^aaT Parana raaasjg5̂  i 
iisqt napragai aa: ^carRa'T^rm'maa^g th= ii ^ vs ii 

aTRaaaRaa d<Rraraaragt aftdfaarsan i
 ̂Rvmmrrâ r̂ TctHr: aafagr: Trsag ĉTHr: ' 11 \ \ <  11

■ mft feefta; w s ^ W t 5y3 cfhT3 ^ V ,:' . -
aargdat arraa't afissanfancT aflRatc ag: ' 11 v̂*. H 

•<aRaHR= grv^rraa qa daaar rwjt p̂rtrt: i

<aTcr̂ 3  aa^aa^%ar arr̂ iaT fsRfrgaaadsfa aw: iiWoii 

afa^gaaaa gjjdsra ^rnind^afg vda dxgj^ i 

a^aaRRS srt hwst rfT̂ T̂ amî fa a  ana; *ng. n ^  \ 11 
irr^KcinT ?ta a d a i  c-d u i« i-^aT: ar^aw-s.diar: i
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—  a t T a  g  =sr a t  a r :  —

gi?gTR%saWgg<dMdiRifa (ar?aTfa) faafaarfa 11 n

aKT%a$mi swrf^aad âr fijRftar.sg aaaida: i
^gdsfa a  agrana ŵ f̂ gs agaara aa: 11 it

a0Tjf*r<i^Ha aa â ? u& afSta a  agfta i 
fta a  g t fa t  af^areg a fg a m t e a r  a a fe a  g^arars ift\«n 

dlfagadia terf^a: arr^af fecftaaaa*agma: i 
am aW taTaagad aat^saafilra?: a g a  ^ a a ia : 11 x y *  h

erfifag agt-sfa a- aHrc*g arRaaa^ft gan ar̂ n i 
^rar?aRVTRf^rgaiafaaTat?raT afaW ag^araTs 11 n

f k d a a a g  sTTf^a^w i 
aa^aaVt^x g gfu^viga; ar: anya aaeta: n ^vs n

y a iiid w a  a ^ f  agt a d d ^ : a a a rg a T a : i
a^  farrvar r^ ar^ g  a^aaTat^ar^a^^agaaTar: n 11

^araa 'ja f^ fa  a  a n a : a i i^ id  fijRftaaaa g'teasr: i 
a>fd«jaf a r̂aiaa: axT?«rs aga^caa aa^a: ii^y. H

a?al' astagraaaT afed t^rfaaaufa a  agaia: i 
r̂«gwa .... n̂ ao*n

tai^rta: .arafJrd %efta: ârê râ : araga^gefta: i 
aarvarssraa: ag^: ^arfaga: ftaa^ ia a? a  * n’>tt̂  n

agt aa^ a K  cfa  a?fta: ^arcaaat ar^r^araaa: i 
ftaTrf̂ aTvarf̂ far a^aar^aarat^a^aWa g <d~idi:n \y^ n

adrsr argarrr srarar arar ^rataar^a^r: a  i
aaiRfrar aaafi: araR afdy^araaeftc a r a ^  11 \'4\ n

«
n r a ta g d : ^ a r a r : a g a a r^ r  ?aa g ^ a ra r ; i
a t ^ r a a : ^ a r a  a rra a r^  u a ta g a r r  i f a  a r ^ r f a .T r : n X w  \\



II t-iilJ.Lt i fk j t  t i i t t j  lUfe'^Tibb
I tit lt iitt ia  l t i L » i t ^ I k  i(a- b lh P J K ft+K'nfc,

—  —

II v̂ k  II "k lt i Jtir<ajbj E itotiJiB a fgin^j )>fat>->iteio^|>it«.
I lhtotaj|>til&j|j *>aix<te» ia^(>b>*n>.i'>b»ieh. 

II II t i  a  :ta jto  :to t^ a ib lto lit ii| fc  a t  JnS^lie
1 ^ ^ t -a ^ t i  J^tut a  j^ib aj j^-a-a ja t

l l i^ i  I lb iib i :1B  tLifeJi t i i a t j  | tt j«b ^iu g  (j>in»

„ i tiiittot t ja i f ia  a ^ t  a  y o l ja a & iir ia t  ijtiia 

H ii t r t ta u t j  t jsx a  :a iy £ a  m am a a i i t t  l t a ja i t
I 1tt >» PI tint ^t^JRUtta tetflnMKIft ta S ^  

—  : Jto t  —

ii 'i'^'i n :t j i2 a ji  a  t it  l i a t i u  i t  i t i a t t i t i L a S t  
i ^ ^ iit a jtm a gtE  list b ^ h w p u ( .u . 

II °\\  II IhtiaxttitfeiltoilU tfcfoft t i

i a n t t p a j  t j s i i^  ajats t i t & a  i t i i t i t o i ib i ia  

ll v>^. ii lt t^ i^ jtL ik iiu  a i l a a  t l i  t^ h tM u a  a m t  

i asita ja ja j hjriijttaa&iibtoj u t^ a u h  : t i j y a  

ll ii j^^iit a a t b i t i ia t a i i j  a  t t ja  aaaD&t arahj 
i ^ a  a  l a a ja j^  i t  a iL ia  j i ia a k t  £  a ia S a  12 a  

ll «Wife ii :£ ih  in t u t it& t fc & n a  t i ja t ia it i i t ih
i : t i i u a  a  $  a jia -a jia itk  y ia i it S  .i^ttst^iu 

ll V » t  ll 4 ^  J t t t£  ja ’t itt  i t  a\a £  t a t  £ ^ t  ^ i a t  
1 :a i t t  UbJtilfcwluilbtJ U n lit iL tk jlt i^ tittJ  

ll v ,^  ii rtitis u a u tj i t  ith js a j r a t  i^ io i ia ia  a a a

i :ia iy t it ji ia ia ia t jiK iia | t ii  t i j i t t s u y ^  a ji^ ia

Yuaas viiourg

ll h \ \  ii ' : i i \ i t iw y ^ y t  i ^ t i a t i i E  t i i t t a  t i t  t ia  

I Ib tm a it  tjtitjiH : a it i t ^ ^ a ^ a  B d i i i i t i i t

—  It a  i  ia ' ia  jej m  —

ll \'.,\ ii t i t t x t  E a it  toiia ia t i t  l i t  tjiS& t t j £  
■ ybftttRh a ja ia a it t  la it i  tittaut a iK ^ tia tiii

ll *v>y ii in a ia tiita  a jia it is ib i t^t^naia  lap^M iia,
.. v /r T 1 lfe% l t t ^ jt t ja K it  tjiSZi jkikaatBpitatoiaji£

fvv'-v ’ v •
V# II V Pj>» I HtJ g  I t i t t>-»l hi FB̂ i t  ta jyS itillE y  lta jti

■' i t^ a m tjB  iatahPjthijta E i i i t t j  i ita

ii o\\ ii ’ ia t ih t t ia x s 2 j  toiia ia  t im t iy 'b  :h»i>p*iitt
i Ib jt iit  jm a  la it t -iii ii i ii ia  jaat3.ii a i a  aistjfi

ll v iy i i  t^ ta ia to iia ia  t i t i t u a i j i t o t a  i la
i tijaittfe a iy  : i i t t j  utia : t t  titaSiSiyStokt

ll ?Bi. ll' ta ia a  t j i i a i t  ittn titts^ jjttb  jaa£a
11i<tEa}ato>Jtja]yjiti : tE t i i jy i^ a ia a a

—  I b i n i i a i a i t i  —

ll s\fti ii ib ta ^ j> ^ a  f t  t o i j t j t i t  t t j ^  ifi it iis  £ s ^ '
i :titt^ jb j E ja  toijtia  t 2-tjjy E^jiiija E(di 

N ii a  ittia a tia  ltiy a j^ j lai>t^j&j lia tita

—  : 1 1  t j  a  i  ia  la  —

| »̂14JI>IHbJI>l'>. thJ^UJ RhKL>

II II Ij ippjijb a ja itt J^JihJt iifc ltti tjto IHPftfk t  
i a  la t  jam to îa t ja jt ia  :it t ja tj

A,w?|avov oisaw aHi jo ivNanor anx
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gsiftiHTmfts: ayr’T& asm r a g g r ftg & ftm ^ n - 1 
a  a f t g  II > vs  11

—  ftr a at % *ft tr ? —

a*q ftm fe: sr^rcaaT.sfa a  g a fo nai^agm : i
m rnaar. ft: % girfoaai wafer ift^ ii

«J3T€5rr: ^jrfaaar: ft>aiu«rcr: ga: waftm wafer i 
WTW: awWTftfts: satat W ^ sg sm a  * fe  feg tg : || \v*, II

' tRregcft^: ^ f e r :  JmrWTO*gTfwwm5I Ha«*gw: I
jrerenrai: iRiftfeggi gmaga^agw^mTH: |i \vs«» 11
SWUmmT nfeg: am g. *anSTOW: ^ H a a g r  f t t f e  i
WW H55$Kfrvi$| g  g  i^ a m p  a*3W: II ||

m g :w  salt fe g u : aa  aiTtiswt w iift? i
m gtsa  a irsg  <rc n r ^ p m g :  n ^ s s j gg.- *m £: 11 n

arcs* aar w aar m g  f e f t s f t ' f  f t m a a a  1 

a a n a ^ r  f t t w g  s h ? ? : '« ia :sw g  11 ^  11

m g  ftsw ra  w ? :g  a ft n ft  ag?uftg^rgrfer 1 

aar,—  ?r-w-ft 1

art f ifta ia  s?.=a m g  a ia  n ^ a m ig ^ ^ fta  11 vsy  11

am ,—  ^-ft-sr 1

iftear g m g saw aa*g nit w aftfcyfta w*gn 1 *v■ ! ; ; -
a f a a a f i m g  s t a i m a  laa.iiR ft^ta^fer ■ h v s m i

«P>7T,— T̂-̂ T-̂ T I

a ft w g a f t  aa*g m gm ?t a  a ft  gsfta a f t g  1 
sm am a ag^igifta s a s 's ? .? ;u ft^ i  gafegn i i g ^  11

aar, — »

4ilct^;4ra>T-' msftfea-- &71?gric-W«V sfrl’Jftam : I 
wrmaai v f^ rr .T T ^ h ^ .^ rp z  aftwwmt m= II gvsu 11
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-TOTi-r^r ft'er, sr-mwftr, w -a-w -ft-ft1 

sg a s fa f im a ft  aTmftsftr marcftfr aa^fta ea r: 11 \\9c n

!>>-' a a T , ^ - w w - m w - f t - f t  i
wrw: acmar aft arrars ^ng^TH  w?gftag.amgaTg 1 
rftng«mu a  wfrft<Ogid j;K gg: *arfcmar ftreag: ii\\s<m i

awT,— ft ft sr, ft-n-waa, ft-mw-ftr-sr 1

-  —  wfttftwaragKTS —

I
ft^jftrftwMrawt ftfftat *g?fta: n \<o n

ac^aatsmt cftraTftram: wnvijm fc%-aa^f ag; 1
_ . :mftraft wmma wftw: srsgrgama: gmaw: wag i i^<? ii 

ajflmuwT aaawa: mTggrftamat gsrcr^j *tei:1. 
ftm?i mFTg r̂ rRjftftg: wrg^Tgftt aftftfa wftrg; 11 h 

g?T ga^tjnra < ro fr anmrTa^at: 1
o tr w t  g  ggaiii g ^faa tsg: n ^ c\ 11

%r^rtor ft^fhfcmrr «nfta: a  t t : i 
w t . OT-^-*TT-J1T-7r-ar-ft 1 

5^iH^<|r«(nar ?nr »TT^r«aa  11 \<^ »

f t r ^  *w 9gaf *n  ̂satrgrftg angaa** 1 
ftw ^^tgr: a a g^ a  ^ f^ c ft fg a ta n a ft  Migamf w 11 g<ir-k 11 

g«g, a g  ft ft  n g  jtjt/ tt a a  f t f t  1 

g a a  ft ft ft  m m  m m  w i  w  f t f t f t  1.
.. g a g g  ftftftft n w i  amm r m  vrmm faftftft 11 

famrftjTf^g g^^fgataftilt ga^ig aim g^ig 1 
>:.ftr: imggt gina.f^r: ggir a m fa ^ rg ft^ :. 11 \cs  11

mir, g g g  ft nag w  g ftftrftr 1 
stkt gaw ggri smftg flvcftag^ a  aa^gahm; 1 

i '.’t t s '̂ g a : a t  a  11 \ «  11
9 i .y -... • l* . *-̂ . ' ;. . J . .. . ^ .
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2QQ

qg^ n r ^ r w r  qqr qq?gqqRsq grot qqftq i 
qqr, q q - f tq -q q -q q -q fq  i

arm € ^ fs .s j  qqrftcfrq fqsiTpftqg ^g^gqq; 11 \<\ 11 
q qg*n qgqqq  qtqr q£ qqts^q ft^y qq$?q: i 
arrw  suffer q q r  ii v »° 11

qqr>
q , ftft, n*m, w w ,  qqqqq, q q q q q q , 
fqfqftftftrfafq i

arm ferfaft ?T^3 fs^ftqgqtaq^ fo g  Ucftagqf i 
• ? r a ^  q rrg ^ q  qq ftqq  ig «d ifj qq: 11 11
qij qqPUqfa RBIR q  ^%cTOT I

qqr, q f t  f t n « R W < w  q f t  i 
arNi qq'fqg’ qqqjrflq qqgir qgqqa iita  i 
aqq© an^spwt *r̂ r qqTforaqq gqqt qqftq it w ,  11 

qqT, qn , nq, q ft  I
qT T foR qqm  g  qiqT cT^ST * q t  UHI50 q ^ f g q f o r l ‘ 
crR^UITCvq q q q  q ftq ^ g iq q tjq fo iq q T ftq q ! *qn ( 11 

qqr, q ftq , nqq, q q ft  i
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qnq?ft ftqrcqrfo qftqqTqfqq ftp  q*ro*qa3 g  i

‘ q*ftq% ^s& qsiqftq g^rqqiwqgsTftq q ?q : n X\w u

• qqr, q q q  q ftq  i *nr qqq  i ■ ■• ""' • -••
*qrqqt qrftq(q)rqq .sftqqT qfqqt HW^ci: *q< fop : I "
qqT*ft qq fo q  qqTrnjSTfoqm  qqq for q ; q : : II V**V It

qqr, q ftftftq , w r o  i
t3t<-c4 <. q q  +cJifi.ti f t q q fq q :  ^'-nr«H^r/aq«i! r  ■

qqT q ftq jm , q q q q q  i ;v *
qrc^q qq qqrrg^ forM -qq Ifoqirqqftr ' ' ll ik ^  11

q^T, q q q ,  ftftft, q-qq, m m , qqq, q q q ,  

qjftq q sq fe fo  ftq q  q^qr ftqiqr qqprrfq ftq: i 
• ^ r q r q r d ftfo  q^fosq^rq: q  .ftftp q  •; u \% \?  n
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gfts q<tffKqdt q(fffelTqd g a ^ r<.qdi: iq fftp  I
qqr, ftqOuiiq^R, ftq q q q ftq  I

I i

—  q g i f t  n ^ r q ^ r q : —

qq ftk^yftt^siqcTft^ î^y^T^TRrrft ftq foqrft 1
qq : q* qrq^qtqiqt: qgTqqfRftrqi qqm ; 11 v u  11

~ q>gTft i iqt qq^Tg tryqvqt feqPRg tT<reg<ftq: I 
qqnftqffj f o g  * f tq g £ ; Jrerrcw nq qrc: srqrq; 11 ^  11

EqTqfofaw jcw f&q: qqqrTqqT5qmiq^ qftqftqsp 1 
arr^qqftsqft ^ q q q j ft ?S5srrferrttsrtrq gq: foqrfip  n

qqlgqryrfq tinw oii'M • ^|[q ft^fiiq?i!*rc! ^qrg 1 
^>qs q*: qfrqqp q rq j^ q r^ ftq f^ q rq iq ^ q ^ q  11« « «  11

.^qT^^qt^sqtrqq q f t r fq  q qq ^ t fq q f^ q : qq\q: 1 

^ 5: q^: ^qr^fqq^qd srrfq^rtsq f f R  * fq  qq^q: 11 « » \ 11

qq^rgfq?rqqr qq'Jq: R ^rqqr^ 'qq^tftiqt^qq: 1 
qgtftrqq fqyftxq^q R grq^fR qqr qftr^r 11 y®\ 11

aqqt qq^5rg<tftqrqrqrq?q^ 5S^orqcqq|qT^ I 

.wrrir qcftqg qqt fe iW « ftq i  qrqrqf gTOftqrqrg 11 11

ftqtqg^r q  qq^gqlq q<ftq*r qgqq  q g ^ g  1 

g^qqgrqft q^ rg  q q g q  q q q q q  q g g  11 y»y n

«tq *r  ̂ qqqrq^qi^  q ^ f t t q  s ftq : 1
qqT, q q ft, ftqn, qqq, qqq, q ftq  1 

qcflqqnrg qcfr ft;qfq gq ftq'tqg qq^qq'tq^ i 

q  q g q g tfq  gq'rqgqf q^ q g q  r q q ^ jq g  I! 'i'*'\ 11



11 II :b iE iy  y  b b  1&& IltiJ ia  'VjRhiif jatS

i Buna 2 h il± a  r-.ELbiiai ^aa

ii ?\ft ii Esa aa yaiaaE it iiL i BJttea abifciHRh

I lb±b& bltttRh :bE lb E ili P-»<fcrih Pjhiit aRh ;jy

II «\Ea II |n£a la  Mb b£rsibE>ii EibBa pjM’a B ^ a j 

i E iya li la ^ a L a  ya^aaE ib>»te

ii U r ii E ^E a  ibcuy bja&bia ibiEsjisiib y ia  î rabn> 

,.... i EayiSjEh E yakiaEiLi b|£y E ia iiy  tom m m

II U R  llEJ|tt^ia ajbtfrbiy IbVto h»̂ ~Bj PV.P ftPHy >

i a y a  ‘ya a  ‘baa laaa ‘aay ‘a y a  ‘iaa
fa ya y^E a  .^m ttjih^ib^h us^azi r>b»iyip

ii a>a ii ia ya  as^-iaa ja^iayiba atiiha aa

| liyaBb g>̂ J IBIHRhMh* ^bPtePP b*>lhfrEb.

It U R  II litU&mn h+'tlhhlPb lh\uZ.hH l>f>llfli(l)^
I In̂ tm aybiB a_Exti ltelg»fe hUlej linl-vh»m>»

i ajyb ‘y a a  ‘baa ‘bay ‘ana ‘ibb

ii U r ii :ab ^byt» :«a& lESfiiaa ayaa Bb :ia *  aa
I EaytBb pjb iu  ibb R ny ihupi^ wRk ^

ii U r ii

II U R  r  ~'~ Eb^lfe IpA* E I b^ ^ ^ V lV  bla^pK(j>^j 1

• i Eib^iygr-iaba im frayir gEhaa Bajaa $a* 
ij. - ' .  i Jiyiaa a a y a  abby ;• s-.Ci

irMtK1sutrb.it yaab M tay a a ya  aym* ‘iab

ii U r n t-: aa Bma^feh ;iK y aa <.,
i \, y l  l h^ra»>b. ift jy ta u  aBh ^ P ^tPt^feTih

H ?iR ii a  yeaaaatt.aBb/B ja£a.iaa S r^r^n .

.-'. ,; t ^bPRhW^h,ttm^'9|;pt«fehKilitb>Rr.b^C

ODD) .: it r •■ ;rri;jrwinr ûborkbcic vgv i»kw/.

ILs\Vr » ' •' ••" ^b ^ »i^ b »R r»> b ^ H  ayii'aaBh :eE£E 
'. ;. v.-■■.. • i rjy y^kaZLb :aS aEBaBb jyaiEiaayaa '

fctY* II ' ‘ "  E ^ ib ib a b ^ a  Jb^ay lib  Bbia^^bia 
f{. v ;... f î Bb,p'£> £g]y aBb E  b y ^ a a  E ibEb^ay

H ^ r-Ii - la^a-ittbb ^anb^ai^ia KtS BmubiaE 

:7 i 'E m p ^  |p p  B y  'f^ E ^ y  b>£S} E ibbiaE  bda 

> 'i^b isa 'ithaba ‘ya a a y  ‘a a ya a  ‘ibb 

H R U  'H:. .."■:> •"- E yiS iiB a  aa^biba ^£aasS yiB aua a 
;i:;.fi" -. - f.jkiaBb bai aa a  ^bE ib ia E la i E bjaiaab '

H \\& n a^aa yiibEbsaE Bafea y V-ibiaEiaa
l ib^ ~9j i»«b E bjaSj^^ia aaE ^aBh^r^bijiE

ll U r l i . li^EftaE aibiajy laa^ia a^ayiRaa bE 
I lU b ^ y E ia  b|aE lbB5lb.xEy.i^ aa iiib i:Ea

B U R  ll . . aE^a ‘aaa ‘aba ‘aaa ‘y a y  la y ^  liaa
" i rkiBb E a  arsiHmj^iit a  ybaaaBB :a£ aa

jj- o^r IT a  |Hah«fcRh aBa a ^EaaS a>ia aBb a
- i V^lP ripp Bb^alaaE j^EbiaE b̂|P~P|t*B

ll ^ or ii tbiasaaS a  b|a]y jaa Jtefia b itE  ib ja^aia  
“ l ^ a  ‘aa ‘aa ‘a y  ‘aa ‘iaa 

i ;ab a  ibiya >*>p'nw>:»ii £ja KiaE

N ?or h jyaia aaa a BaBa aai Ra^Pi*
. i RaRb abi ay>a ^ E  |aa BtaaE aia 

. • i bjya ‘aaa ‘aba ‘ya a  ‘a a y  ‘iaa
i ta^aa y i  tpia r̂* uu> Bie^a aa ajy bb

H s\or ii a  ytBbaaa laa aa aEa taaba aBb a
I V b|pa»u^ yiB aB a a aEfsaa BtaaEj aa

n ^0R ii ibPbipa aataa ftihbijiiyrpa E b>a]y^ia 
i Khuj ‘aatv ‘aab ‘a ya  ‘ya a  ‘iaa

jiwaavov oienw am 40 aVnaaor 3hx edi
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THE JOURNAL OF THE MU8IC ACADEMY

SANG1T A  SUDHA.
(Translation). 

(Continued from P. 195.)

(269-283) [The process of multiplication 
involved is explained in the orthodox mathe­
matical style in these verses.]

(284-302) [The explanation of 18 in the 
)rd row, in the third column is seen in these 
verses].

(303-308) [The number of combinations of 
4 notes, taken. 4 at a time is arrived at in 
the manner shown In these slokas].

The Kuta-Tanas.

(308i-3I4). Two Tanas are derived by 
taking 2 notes, 2 at a time. Six Tanas are got 
from 3 notes, taken 3 at a time. And this 
added with 18 (more combinations) gives 24 
—of 4 notes, taken 4 at a time.

In the same manner, the combinations of 
5 notes, taken 5 at a time, are 120; those of

6, taken 6 at a time, are 720{*nd,4boee of 7, 
taken 7 at a time, are 5,040. , /  , ."

315. And every Murahona has -the same 
number of various corabjnatipnsss/.sh^ern 
above. A combination of notes, containing 
an irregular series of notes and,sung at ran- 
dom is known as ‘ .Kuta-Tana ’.

Shadava-(Suc-note)-Suddha-T«n*s.
(316-342). It has been shown that there 

are 56 Murchaitas which are the Ptakritis 
(Sources) of all these Tanas; wherein, ^lie 
votes proceed in a regular order o f aieoebt 
and descent in pitch. This regularity; 'is 
the characteristic of a Suddha-Tarta ((As 
opposed to Kuta-Tana). i:; j.*(o)

The following are the lists-'of' Shadava 
(Six note) and Audava (Five notej'^iiddAiz- 
Tatias, in the Shadja Grama and the 
Madhyama Grama:—

!■ Shadja Grama.
Shadava Tanas, 
(with Sa omitted).

(1) 'Aghishtoma
(2) Atyagnishtoma
(3) ■ Vajapeya
(4) Shodasin
(5) Paundarika 

; £6),: Asyaffledha 
(7) Rajasuya

• Shadava Tanas, 
(with Pa omitted).

(1) , Asvakranta;
(2) Rathakranta
(3) Vishnukranta
(4) Suryakranta
(5) Gajakranta
(6) - Yalabhit
(7) Ragayajna--;

Shadava-Tanas.
(with Ri omitted).

(1) Svishtakrt
(2) Bahusuvarnaka !
(3) Gosava *
(4) Mahavrata
(5) Visvajit
(6) Brahmayajna
(7) Prajapatya-yaga 

Shadava Tanas.
(with Ni omitted).

(1) Chatur-MaBya
(2) Samstha
(3) Sastra 

> (4) Uktha
(5) Sautraniani
(G) Chi Ira
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Shodava Tanas. Sha&wl Tafflf- Shadava Tanas.
(With Sa omitted). (,5 i°fB HffrfiviO; (With Ga omIttedM

(1) SayRri (D Agnichit (D Sarvasvaka Dakshinaj
AiQlljaJ'Sa f̂tti (Ky-D'Vidafsa'hk iioi}>>ai[<|ij‘ [tf(2)lI)ik«hjan<r ndT! (f.SS.1

(3) Sarvato-BhJiMtt nd  .«.:(3)cUpa«nstfh'i '■« *'lw,(3*.Soito*i : ^  '
°,<4):t!A8i|l/yili4i.Ĵly*̂ *dl̂ f‘ (4)' Boroa-i-- (O ’ flamibu. w -Jl I
ii(5)f&a^m‘Ajiaili^':' •-(S^AsyllP^Htierah^ u- u  lo( 5 ) ( S f t s J
l:J(6j>«Afftt4ktfAy:ae».H"iiflrricf(«)"Bhrhisvo.w. a£ft,(f) JflMRfW/u,«,!j ni.W
•‘(7) Kamdai)«tftpAV»i^aci'i(?)i^bhyuda5ra (7) Go Dohana ■■ ji

.* ; lyffidk'yi (Fife Note) Tana..
eL *•

i uoyj

-T v ' . ,  . .r - '  „ ShadjVGrAmii

i-.sO SW  § i* p* S ”!BW >-.. -.4W.,ti>fi»6Kl «•>«•«>

A' lJLuiava frauds. .r.v.1 ii1*.' nittt

,t t )  .M W *  ........  ,
i (2) .I^urushjimedha;,ygT , -.;(2) Dar&a

d f )
(5)' Ishu 

i (6) ,49«iE“ * '
- i (7 ) ? a n ^ a;.

n ou
/i;

Vil(3) Pe^rnarnfjsa
(4) Asva PratigrethH” 1-'>u -t\ . ; . . • t, * , *
(5) Aisha , <UiJ ,A‘
(6) .;b ^ [  /
(7) Saubhara

(£i
(:)
{-)

Avdava. > - 
(With Sa, Pa omitted.)

(1) Trailokya Mohanaxu .
(2) yira ,y\ .
(3) K^andari>a-Vala Satana ,
(4) Sab^ha Chuda ;..^nl6 . ,5!
(5) Gaja-chhaya uv.:<cC
(6) Raudra ai.-.: /. ff;.
(7) Vishnukrama* ; £:v : '
(343) These Tanas arn.; found. OPt: only

pleasant to the ear, but also capable of be$. 
towing what we desire,:-Every..Tana pro­
duces the effect of the.iP<yna.whose.name it 
bears. a -> \ )

‘ *■ ' a . 't : 1- 1
(344) All the Kuta Tanas are used in 

(secular) music, while the .Murchana-i 
(Suddha Tanas) are used in. chanting the

Madhyama Gratria. ‘
Vj ‘‘.o S iO. a I

Ri, Pa omitted
(l)l Jyotis^oma UySaubhagya, JErt

‘ :i> • (2) Karfri "
(3); Sahtikrt" r /: :

'-'(4j^Piishtitrt: * *
(5)’ Viinatejfa’ -* : l '

''(&)“t3'cb'chaft4na “* *lJ“ v 
<7)-Vi'slkrt $

iif'.c-! >dt ,•• y.tr.tir.
-•A’udavot-J ~ •- • - ■*?!

■i.-'fvsD- a'. • .(With Ga, Ni omitted.)
(1) Bhalrava • . « :  1
(2) Kamada :.\C. tit\Z'tf
(3) Avabhrtha - ji.-.i. :..'.ifii:/'-
(4) Ashtakapala charpRsauxii.ac':!-
(5) Svishtakrt ,i.,'r B'f' rti.a'«
(6) Vashatkara .tiaahoiio
(7) Moksbada .I
Sama- Veda by the tuf0alr..(priest) at 
fices according to Sastra. (’

(345-3451). We have so .farexplain! 
wbat the Gramas and the'AftwcAanas -a: 
what the Suddha.* Tanas' and•• the LK} 
Tanas are—their named~Ahave:ralsb 
noted. And these furth’er’liibe 'a ' di! 
connection with the classification -of ’ ti

, 151

(2

■tsl
Dll

Rayas to be detailed hereafter.
(To be'contimied). ....., ""“ J w

ip; .was found-'
)1

2 \3 .

L j j j B p ! i f i T w : i T  r r f l p f i l a i h .

i9 q ^ i iu s '^  U Ts e u p ir  QerCsnihpjrsirgj jyu !/(U ® «/r/f.

G^TLlfA#—153 uiftli).

Qpjpffi^/tftusu/r j y 9 g)suj7^7 @ir ffzsTfk&eifi erdibQpQta &,*€$&> Q # a t p  ^  unrart

y &Q&ep>!B&<kir l o t ri b @ ® 0  uipj^/r msujiuKirptutusanT&en/rj$}u>f yjffunrar-

^grrujQeuTut. ^  p u ir  aptr 55 a v & rtB s a rg j u L - i—,sfjTLn « n J / a j a j /  suits  git ir jpj. 

Tp p Q R tB sd leo  f t p  tyg^fy fl jui / c s l j /tsuiujs Q ld G J u j p p Q j S s n r i _ /£ O 0 s 0

en)uiiupa>p jtj£pten)Spfi u g t& p u i'T  £ a j jnnuQput e _ «6r® . i 9 erp-OLn/rr 1 0 0

igTf/rarLJ&ffiafiaJB/r&tu 0 -u G p & tk  e j(J^e ^ .ib s^ ii^Q p 6 B T  GrOLb&Opirear

f & w  & ira B ru u Q Q & rp a ir, j y i s u f ^ v  ^ ) J 0  *8gtuiii Q&(up6iJ'TFju>> izp/QTfftroptLa

fU> Tf jtj3RLQSUj£p(8j StVT pdJ!S}& LJ.TGPQjLl&fO QJT)ffl&OP

gflto 0 /r 6^<?s îr/E7($sYr (Qi^uf~€0>t S aj etiw ptrsessr lot sonny, pa. i i  e&ViutspoUQ^iji9 &irearp

#Sff) 9~i-@QJtr8s&LX. u Q & iQ p  SirBSSffUitB Q&t _L.6W/r JlJ&oBT6U(WjU> ^ ) j|

0 ti. ^ L / u x s / Q j 's a r r & i  p p s a riB S js jy t i) J if p  &<T6ttG m srsta jq] l j&LpjE curtu /i

6tt i T s u r u u u  jriruiurGUfff  ̂ &0eus'iB
u.T jjy(i Jtfunej Q6U(9)GL)!rau9jrrgp, p d i ir, «n)/r jierfJojr en)L&

pjfilpdjj&fijjpjui p r r 6 f f$ y (c L r \  g )s u 0 * 0  . 6n) ĵ;/rs3rui e-aj/f/5^ od/b S^-® (G^Tgar^OLc 

lyjjiUL/i/r® (Jwfl'tftfii). p jjT a B jg  svtisuniBx ^^Dssuxu^ii O l /̂d d̂O ^ sjtjp/ crgarjgn pj6Ssru(V)t}t 
ffiGairQeJofieti, GTeoeOiraipffijjpui Q.^/risui 00ffi|tr,T©iu <j£j Lbtrssr aaarL t̂r ero~oujn£>eikru

Lswr®. © A /^®  rt © 0 / 5 ^  jyaji/j.f jyw/rasrr Q«rir«)eoi (?®firr«flc/LJL!jy.0«

«).b 3 ^  /5sni_G,iU ^pTffmTS £p§u> . © ^  QGpojr. Gu>puif- eroourtBa&fl&jr (§iurffjrsQeff
Gu.rsarp £f^^sBriBaerfi^)5ijTSiu £&jrpmi mBsttibQiU y&fiLtrmr •

g)oija|gi)fi6tf (T^55TL^5f7c,r®rgl)(ff(S1ffO «33TfJT&GUfi/T «|yaJ/T^6WT

pi)u:6 71 )^ 0 ^  L/Tan6^u9^y5iT6rr, 65gC 6 1^ 0 ® ^  effg'j-i’ii) Q & ijp  tuirsara^r *CLDfr/ra®yfL/.7's i /'f ,

*C?so/r®®®&ir^; jffirGsar pTerrjijgso  jifsntnjB e 9 g x p iu re u rr  erOeuirLD&Grr ^ e u ir  €t &stjp n n

fisu u fu f- eufifiiTfr$srr, G’^svififi'u^giraT©. gp0 su/f ^ u i f k B p

©t_E7JSrfi^i) i r s n r u u ®  LC7® iL) tJS)3U&5BT €V‘T(UlhpSU.Tt LDppoV.T

QsirppsorGqy. yjjj upijirffvd n r  lo p  ,t en) n$osi> &JtfppjpiL-saT utl_ lj

WsuriBseir SrpjSssrQ pui Gfi>Kp$pupss\p Qp& u l L i s u t . ©aJ/f®j©53»L_iU atreoQl& f iu J£vinp&

Qljrrj&Gp&L£)T&& Q  SIT 6SJT l— j&T $GdU O p £ S  Q  S iL G  t— ^ T S V  67V/rfi^ ^5MT tSf-y gpfiQ Qp ̂ eBlUSVlSU

}&•  @ a » s u ® 6TT © su a n s in u j^ ^ ffO  u r a l  dfi'inr.'E/^ u ,i l _ .3T(fb<3j;liQ ® /r6 » r i_ ^ /r5 :| (?LDp®u^ xj

JtfB p iS p  U}fM)TS)T&&nzir S ^ j j j a G s i r  u y i n j i y  &(n\®pGtoTUTff,sjpir Jfaiir36fr, jDjiy-&

iT J£33TtI>/r(g)T«fffr, L-:/ * ^  .

WsvriB&GelTMjr&itJeijrxstnQd&i/r, J s u
fi'Am

&iq. . &TeoGc!^puir jsQuBsti &>. Jpl eu jp  ftpxxnG* 
- . <?*•! .<»*. .

«■>



214 THE JOURNAL OF THE MUSIC ACADEMY

erOikSpuirBiu GpBiuarssrtnr^iii, edipptnr  

etrpfiee nuipi paafisnrurap yjJlSse eroiaSpiii 

ereuedrjpi nsm uGujiiBdr p  p i  erdruesiptLjih 

nrCn jiffi/ iQ  piQqrjA&GqrfLD. §juuif.G m  §)dr 

&HU> Beeareeii Qadrqrjee s p p w r B m  sired 

i f  j  B l i p  en)®Sp  iip rd r Sa(Lfii erdrjpi ffsirg  

LjeeUU®8sir p  j/p, S p a ,  Lfltbpt

prero deter S a m  ' jtjG n s jptLuuirBm  fgdreJ 

traiaaeidee S ip p s ir ii  J^q^srdSq^iBqrjia dr. 

jpjemetisetdee e^drenp Lorpfijtti g )® g Sand u  

G u r ti.

nrraii seqetfVjiÊ i, .^^irnuii.. 

ueu&oS1.
 ̂areSuqrjterGa jijeeGml 

pnifl Q ardidr G ar, (airefl)

5|62JUdlSUfflS’. 
u rm q p sB  Qai—Sumruf. 

nrartusssrtrr Gntsra9 G ar (airS') ffp p ,

3 IT bobl IX.

us,G& Qsr®eii, (tpspr Oar®ee, 

inpG peter il/sSiu Gar®ee, 

a & ^ eeiip , lj in  p i

S iL i—eean QnsrrS G ar. (s r S )
v. ’ - ,

cK)6g)jr •
' Ljqrjtiprippw (§)dr d .Q  pdr jpiem a eeL$ti9ee 

eertnee, G ser atre~n i.iia  ndQee (tptf>Saffli_a;0ii 

(gaitibsefii—p $ ee  e-drtir Guadrt9g)ee P jeeia  

SsttiLjw adrm iatrrArejiupH  a r s  <§)uiLpeunesFiu 

0 ani_uj firqrjtiirii&tideirjuiii Jijtepid p p  Slip 
pttr\£ p i. <§)np a ra ii  15aJ^i G u rtra ip p r  

enrBm LDT±irtnrs)TeiJ3'6̂ &ir erdrBp arsppZee 

tg t& p p p . ® P P i3  ^Girpmsardeteaiiil 1 eretf

air! llu ifaDr,’ .rjsuGireuptxirdveuauij-' ‘ titS u  

'&u ms.diivr’ ersitje G p d S 'p p . @ pee , See

ur® B p  eteiDUtpruui jjff mrar flamflpt 

erddr Baptu u a iiu tm iS ie  sressruu®8dr 

pjedisdr enaiesedsisenrernamrie <§)Kp 

Geopudjij. 0®g(?m/r Oaidrjpi erar <S0 

ppsreepf& ee §)iip  t r s p e n p  uaf&wp  

arsinraGee SQjjfii u r i—uuiLt— QuifltueQ 

eeresrserdpini Beer QfqrjssGee QftifjABqtj 

Pjanp pjpaereidpp, p jn p a a r n p r  

a*-i— e-0a@3s)/5p y ererprtear s r i i p r r  

f i f i n p ,  (tpiqSee 45aipi s i p p r S e i»

S & m  yif erorBp a ra in ra p .e e re d p Q

B S iL t—p). sree®  Q ad rp  ytjj tnrdr.-.

eeaSpeerdr, w p e a r  Q u r  dr patter iB &  

§ )iip  e r a  pen p  o ir B s s s  Gstldf-qijsBQ  

p i s s r e e  Seesaw Ginputif. t r a i i

(Ssrm & iii u a Q ie e re m  : ^ ^ a G a

tup), srdrpeeifiiQie ^ B S t L i —p .  Qjjgi e f

em_tu apuSairiueeee. eeraaraetr erar

weed—iurfii(V)U urraters, u  r  or 

OadrSarLnraatui ed iep S p ^  Gsl~i— 

S B p fir ik setflee  QjfeQprorjpi. iBaeyui 

O u p p  epi etoiaSpetoenuSee ufiaesfl 

8 tu Spairgpieni—iu p&GsiBQiurettjp  .-■ » 

Q ujbppr. j*lpp(rj srgpiiD Qaar/fi^AG  

parSsrrLieeeeree erOtkSp t-eoaGmSeeSs) er 

SSsstsit̂ ld ' jifQitati Stt-jaa^iii '"Jj.
srestruuilj—r is e r , ssG sif) ^ tu tu m riQ p  

g)jsrar© SrpperrQpui u r L-UUt—L -g ). ur- 

itiH'gi ssyeifl uii&ienedu urup^rpr. i9uf.ee 

tu(Lpu> QfsnpGu jijgoiete&ppgi. nrgpitii 

Sigiu'(ji!j rraG in 1 e d t t r t p ’ ereirp S i p p  

urt—u  G urB q rfiser ereirC 

erar u sa p fS eo  @ 0 /ip  Bee tedSIsis  

jtjeusdrGp «0^@)/f«6Tr. traiit uruj. -ye 

p p 7, lO p t^ iU s tr p r , ’  ersstp Bippestia  ^ I  

i9£a.uuLLi—pi. l9ip.ee airBuuaiiuyueSp
/UfUiueaiiQ^ ^ ^ ^ ^ ^ i r s

PURANDARADAS 2 i5

0rie Q p sp en p s s e t d p p  erdrSem u u r i p p r i .  eurisGetrr erarjpi G p p .u u r ip p u t  G a iL u p i  

f  r ebr J p ed sn tu u rip G p d r . ere es> u  &  ee p iieeu in rB S iL L -p i areegrfSaeirp [djutresr 

gpjljiip 5?0OJ^ aetfaduApi tr s tn r  @ iip u  u ^ s r u G s s  sraefiidadr w rpfijrih  g)j«aor 

l)(®UiLt—Q pd rj)i Qtnshers Qsrebr^tpr, tu ti  ‘ Qt—r g  pc-eneu Liri—sG siL t—pienrQ), p o u ter

treireer Q ardrgflsearssr. u r i  tu rem tu u rip  

prie ersrresr, g u f i u  150 S p a trd r  uik(Bj. 

ii ^pjrir I ur(Lpiit t^eeaGui,”  erdrjpi ed(^iip 

Qaidirp.iumpp p S t  GaiQpdresr ® @ s  

0 p p .  @  pr areea QarQsnunueeeo.Tuiie 

u p  O p  ear ter.. I ( u tsq rjp
^gBSierrin:). @ iip  S i p p s r p e e p s  sreegr, 

Qasbtp p Q s r e ^ i  y$j inreir Qq^opesor u r s  

a p i  Jijsdi a  sir pfapasuf. urL^aQai'-if 0  a  

SGpser. jy«i/0ani_iu a ee p  iQ ee e-errerr 

gnitSp t  etc pan p u u p f t  term Qarieee GaieAr 

f iu p  PjarsdenetLD. jejsnp t j p t u S p p s d i a S

parser y u l  p jG ssu i G u i  ^q^aBdrpesri. 

^ g)io  p i  SippssrLD ur®edfiee pjsdidi—p  

fipiin f f i  SGae^OpeAr®. P fpreep t, <g)ibpa 

Si ApeerpfSse r?«®n_ <^0 B t" t r eresdt

Qwrsbrpi pjedtree u ri—uw l.®  ediippi. Pfpr  

safistr t r  sarinpfiH e e-ersrrpi. Qa<0 Pjlfi 

srsiir p f an llu  teener p i. p jedq^k^u S d ru rt— 

s ir  a SqFjtbp pgT,eas.fj$j wrar u ^ a r u  Gaaiu 

LisvT aqt^iii Qedgj pit sit urip.aQsre£rif.(ir)ii 

fi -T IT & STT« - BiLt—rertisdiLL erears(S)ii> u ru .

Qpaar®.' ar£Stn p je e p  a p r g t s f is in T i j  urups 

QsreSsr®preS(Vji8Gpibr. @fB>puupj& nr dr 

figsjisatr u r a te p i  pjsdia&trs Gaii-i—p p 0  

“  Jifpl p e i jtp r d r . ^ & )se dttdi pfanm uSdr 

pfipan suupjS  p f on p  u  urtspedT^BGqtftii. 

eeraspeaf!ais&riudr/Sl m pp turtuq^iii ® sep  

JjfSedp pisnlMT piuiii. er dr areepeep  g )u 

uisf.Gu uiruf.ppsrretfISSBGpdr}”  erdrjt u£3ee 

Q in rifin p ri. nr dr GaLLt~eepuupp9 undr

o3« 0 [iuif Gsl'-QA OartrrrGi—dr, QApii 
lippm u i PjGeita urasuGprpaLniasi' llS  
Apjj£!strin](&jLL, Q jis r t j  ,tp ie  e^rtrSpijp ur® ,

LLpeiLDpert)piaerrBu Bee amidpremi sdr  g)«  

p a  S ip p v rp e tn p  eeredteStursu uriq.ed(tijB 

qrjisdr. Jtfpi s r f ie e  srjpiaipr Q ar^au>  

s e i p t — m r a G o i  Q fqrjfBppj. <§}np S i p  

peerw Seiptnereprerrp^ee er ® u  Lf dr etr p i,  

p u r  a t  rgf dnedrSaetddr ‘  spppgisdridB-'- 

erdrp S ip p em A Q u rd rp  er®ULfedrijmppj> 

prerttediserr Q fiip s Si'pptsrpesip  ’̂ rtM  

l9 a 0 t i  G u rG p  u tp O ttrifi Qurdremp Qedgf 

jt/npunrii §)fdee e-uGturBpfiqrjaQqrpi&eir, 

‘ srpjptdrer G u rG p  p tp jS s Q s r d r J  erdru  

pdrGqy e.eea e d tp isa Q a r ee. § jp p s o a u  

utpQtLr y^aSsr pji^aanf. eiir an9 piuihsad  a) 

e-u G iu rB p  fiqtjUupreedrGqtf n m p  pOmflear 

u r c p  ytBSee jtjq ^ ^ fa e ei sSintiqfjttH —ij  

irm rnearuupQ ptL, Gedpnrtuaii Serrtktruadi 

setddr eitiedsidLLiu etotnien) Sippsnrikatet^ui, 

a S g ^ a t  u r t fiiu r fld r  S i  pptrriaa^iii^  

eie~°uutrmiLJiui u p .iia ^ tii  Gindremw G u p  

eeriBstr. @ np e-uGpapp$gr)ee Egarisa&rr 

G n ra B , “  Gem ^smaaGetr 1 ^ieuLfeoriu S G a

eppfi$Q)ee ereieuarifl merer pear

p a ep u r B u  §}np a ftL n  BaALLpfiqijaBppi.
n parpjpi euqijtAQurp QneeZtep pnp fS  u p i  

QnieSse p japrS, ap p p retd m p a n p  em su up  

p9a aerduupsGuree pfyeeeminrBm @)iip a f t  

etor peer p e n p i  Qaressr® dSpsGi^j Geygpi 

enrBiu uru p tm p  pfm pj$, Ljaxruii Q u p p t) 

^  ettiGenrppin^tjBii ^ ' pm.dSdr aaaot 

emGtrgjaiaSirruupjS S a n ied rii Ljar>apripp 

wenuiLjiiiadT,”  erdrjpi a.jpitdp.raa arorru  

u®Bdr p p i. u a  ereiiq  ̂p  pi an m i Garqrjsupree 

dozuriB&stddr llGq i) fp iljisi fyppenaiu Qpdrjpi 1 

eT’bu®Sdrpp,
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THE EXPERTS’ CONFERENCE, APRIL i930.

The experts’ conference organised by the 
Music Academy Madras, held its session at 
the Mani Iyer Hall, Triplicane, from 
Friday the 18th, to Monday the 21st April 
1930. In addition to the members of the 
Expert Committee, invitations had been sent 
to several gentlemen interested in music. 
Among those present were Dr. U.^ Rama 
Rao, Messrs. S. Satyamurty Iyer, 
W. Doraiswamy Iyengar, T. S. Sabhesa Iyer, 
Tiger Varadachariar, Hulugur Krishna- 
chariar, P. S. Sundaram Iyer, Pandit 
Subramania Sastriar, M. S. Ramaswamy 
Iyer, P. Sambamurty Iyer, Vinjamury 
Varaba Narasimhacharlu, T. Lakshmana 
Pillai, Mr. and Mrs. Narayana Nair, Sher- 
madevi Subramania Sastry, Madura Subia- 
mania Iyer, Palladam Sanjiva Rao, Marur 
Subramania Iyer, Nemim Natesa Iyer, 
C. S. Iyer, M. A. Srinivasa Iyengar, 
T. L. Venkatarama Iyer, Dr. Srinivasa 
Raghavan, R. Kuppuswamy Iyer, Jalata- 
rangam Ramaniah Chettiar, V. Appa Rao, 
K. S. Viswanatha Sastriar, T. S. Rajagopala 
Iyer, K. Narayanaswamy Iyer, Mrs. Kalya- 
sundari Sitaram.E. Krishna Iyer, S. Raja- 
gopalachariar, and T. V Subba Rao.

.The proceedings commenced at 5 p.m. 
on Friday the 18th April 1930. Dr. U. Rama 
Rao, President of the 'Music Academy, in 
welcoming the delegates and the invitees 
spoke as follows: —

“ Members of the Expert Committee of 
the Music Acade,my, Ladies and Gentlemen,

iij.. particular, and of this president 
general. The regular Annual Musioji 
fererice of the Musio Academy hae? 
postponed to December, owing to3 
clouded political atmosphere of the coin 
at present. The music-loving publiol 
.presidency are very proud of you, wlj 
members of the Expert Committee,^ 
due to your exertion and co-operation 
during the first Musio ConfereS 
Madras, during the last Congress^) 
city, we ^were able to take stocky 
position in the Music world and were 
to start the Music Academy in Madra 
your advice and co-operation. The obji 
of the Academy are known to you. 
not therefore elaborate on their useful 
One of the objects of this Conference 
members of the Expert Committee^ 
investigate and standardise the quesf 
relating to Sruiis and Ragalakshandti 
remedy certain defects in South Indl] 
Music.

Ladies and Gentlemen, there is an urn  
need for standardising the Music:in ,$(w 
India. There is a difference of opin 
among the musicians themselves. Thol 
there are a number of muMcians who }ni 
remarkably well to the general satisfacty 
of the public, tbe theory of music is 
properly and easily studied. There-is] 
great demand for teachers in music 
can handle both theory and practice. Iu 
titutions for imparting correct knowle'd 
of theory as well as practice, hardly exIt gives me great pleasure and satisfaction

to seeyou assembled here,in such large num- in this presidency, .-except the: one ;■} 
bers,who are experts in music and have taken .started at Chidambaram by the great pi 
all the trouble of coming here at great1, Janlhropist, Raja- Sir Annamalai Ch 
personal sacrifice, and I .welcome Vou all tiar. The need for more suijb inslitutio . 
on behalf of the Music Academy and the is vel-y urgent. Demand for music teachell] 

;.mUslC-Ioying-pu.b.Ho;.4aI thejCityjflfj^adi^sj^s^ejy^gM afe^l^ji^^j^re^^^^book^

D1„sic which can satisfactorily serve as 
|eSt hooks in the music schools and col- 

Lcges. Sait is left to you to sit together 
Ln(| standardise music and bring out bobksj 
Ln theory and practice of music.

You have raised the Academy to its 
present position of influence and respect by 

Lour association with it. It is left to you 
L make it a more useful and greater power 
jn the musical world. The Academy is to 
i great extent instrumental in introducing 
Lusic in the University of Madras for the 
g.A, and the Intermediate courses and the 
School Final classes. The introduction of 
ibis subject as part of the educational 
eourse makes it necessary for you to see 
that proper and scientific instruction is 
imparted to the students. Want of good 
teachers is keenly felt. To develop the 
theoretical and scientific side of music, the 
Academy has started a journal which is 
the first of its kind in India, with an editori- 
lal committee, of which, Mr. T. V. Subba Rao 
is the Editor-in-chief, who is now chosen 
to preside over the deliberations of this Con­
ference. The journal cannot serve its pur- 
iose without your help and co-operation. 

[We expect you to take a deep interest and 
contribute articles on different subjects and 
keep up the high standard which it is 
liming at. [^Already appreciation has been 
expressed for the journal from all parts of 
the world.

Ladies and Gentlemen, We, the members 
of the Academy, represent merely the hands 
of a clock, of which, you are the internal 
rod intricate mechanism. The hands can- 
oot .point out the.exact time without the 
working of the internal mechanism, 

l am afraid I have taken up much uf your 
me. I am not an expert to lead you on to 

[no subject; to be discussed by you. I only 
represent the music-loving public. ‘ So I 
call^iponfeyouj.tp elect your.

carry on the deliberations for which you 
have met here.”

Mr. Satyamurty in proposing Mr. 
T. V. Subba Rao to the chair, said that 
though music was a sweet thing to hear, 
discussions relating to it were discordant. 
For guiding them in their deliberations 
they could not think of another, who com­
bined within himself in such delightful de­
gree, ability, tact and patience.

Mr, E. Krishna Iyer, in seconding the 
proposition, observed that Mr. T. V. Subba 
Rao is a great asset to the Academy.

The proposition being carried, Mr. T. V. 
Subba Rao occupied the chair and delivered 
his Presidential address as follows:—

“On behalf of theMusic Academy,Madras,
I tender to you a hearty welcome and .hope 
that the discussions of this committee will 
prove useful to the scholar and the musician 
alike.

I do not know if it is necessary for me to 
justify the step we have taken in convening 
a meeting of this Committee. It is true, we 
some-times come across a remark,that musio 
is a thing only for singing or playing and 
not a matter to talk about. But you will 
perceive that under no circumstance is it 
meant that talkine^jiout music should take 
the place of singi^B. We talk about music 
so that the artist may sing well and truly. 
You have probably heard the statement 
often made, that music should be pleasant 
to the ear, no matter whether it is scientific 
or not. Though I am free to confess that 
music should please the ear first, yet, I feel 
bound to ask, “ Whose ear?” It is undoubted­
ly the ear of a trained and cultivated person. 
Music lovers’ have’ to bo instructed in the 
correct standards of tasto and appreciation' 
before they could derive the highest satis­
faction obtainable from one of the greatest 
sources of human happiness. Evenassuul- 

,music,,is;a thingjoLart onl.fr.and,
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that there ia no room in it either for in­
tellectual appreciation or spiritual ecstasy, 
still there is one asp3ct of it, which Is far 
more important than the charm of the sense, 
namely, the emotional effect- The'charac- 
teristic excellence of Indian Music as distin­
guished from the Western system of music, 
lies in the fact that it makes a much stron­
ger appeal to the heart than to the ear. It 
is quite possible for a person endowed with 
ti good ear and a good voice to reproduce 
fine music. -But his efforts will amount 
only to a faithful imitation. Creative facul­
ty cannot be developed without a study of 
the fundamental principles which alone' 
will enable a musician to have a correct 
end intelligent appreciation of the best 
models of our great artists. Even Thygaraja 
is said to have derived considerable bene-l 
fit by the study of Soarainaua. And so did 
other eminent singers study the theory with 
profit, t hope our musicians will not refuse 
to have aocess to that enlightenment, which 
the greatest of their ancestors, eagerly 
sought to possess. No one can be sure of 
always expressing the true Bhaoa of a Raga 
without a correct understanding of the pre­
cise Srutis that form the basis thereof. If 
you rely on the Soaras' in terms of their 
twelve Sthanas only, yoxi will have a'siicces- ; 
sion "of' sweet notes, just a frame-work or 
skeleton without the Jbeauty of A living 
form. I shall give a simple illustration. 
Take the Hamsadhvani Raga ; you will find 
it stated as a Janya raga of Sankarabhara- 
11a. Carefully observe the note Kakali 
Nishada as used in both the rapas. You 
will find the Nishada oi Hamsadhvani much 
sharped than that of Sankarabharana. Take 
again Kakuli 'Nishada as used in certain 
‘S'ancharas of Begada. You will find it' 
less than that of Sankarabharana.. ft is the 
failure to} understand that there .can he A 

ly a 'r ie ^ b fm p td ^ h ^ ^ ^ v d r d s fA ^ in ^ tH ^ i^

occasioned the more frequent use of . 
Nishada in Begada• I am not for a mtra 
suggesting that we should not use Kg 
Nishada in Begada. I am just explau 
how changes creep in through confti 
I Still maintain, however, that BegadA 
not be properly sung without at leay 
occasional use of -the flat variety':^ 
Kakali Nishada. Thus you will see tlj 
the proper expression of the spirit of A] 
a study of the srutis is all important.! 
the srutis depend the Svara Prastan 
the characteristic Oamakas Whioh | 
make up the Ru'pa ot a Raga. You! 
heard hotir our ancestors by a thoroughj 
of the srutis were able to make nblf 
man but nature also responsive to'ii 
music. I therefore earnestly beseech 
musicians to study the sruti proG 
Let them not be scared away by the jugg 
mathematical ratios which are, after 
only symbols for the various tones.

In the next place I would point ou£| 
the task of formulating the Lakshan 
various Ragas and of liberalising the 
consistently with the fundamentals, bo!b 
relate to current practice at its best, can 
only in the hands of a learned and.1 
sentativegathering of experts.; Juste 

-conformity with^hb ' spirit of tbetimes? 
evolution of social and political -ordera 
made to lienbf in a single pair of bands 
upon representative public opinion, so u  
Sphere of music the function of amelh 
tlve codification which - was' forint 
exercised by such great individuals^ 
Bharata, Fundarika Yittala, Rama Mjj 
and Venkata Makhi, now devolves uponi* 
Even as grammar and lexicon help ond 
express one’s own ideas clearly as w'el 
understand those of others, the Laksha 
granthar of music help one< to embqdj 
realise the.true beauty of emotions.^ 
h o f^ s r ic e iy e s fa ^ u s io ia M ig n o r a B
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cffITect theory, succeed in making a direct 
,ppeal to our hearts* any more than I can • 
0f an author, ignorant of the rules of grant­
o r ,  in producing a work of literary merit. 
Ido regard, therefore, that the study of the 
(cience is essential for the practice of the art.. 
gut the present practice, as is quite natural 
|Dd common, has largely outgrown the 
limits indicated in the previous Lakshana- 
panthas. In fact it is now much more than 
a century since any work oi authority, 
appeared. The volumes of Subbarama 
pikshitar and Singracharlu, which were 
published in the beginning of the present 
century, mostly deal with songs in not­
ation, and wherever an exposition of the 
theory is given, it is either a meagre sum-, 
nary of the views of certain previous 
writers, or an attempt to give currency to 
their favourite ideas. With all respect, I 
must venture to submit that neither of these 
writers can be accepted as an authority. 
The former deliberately overlooks tradition 
and history and gives a sys.tem of names, 
and descriptions of the Lakshanas of certain 
ragas that do not appear to have been current 
at any. time. Singracbarlu's works too are 
not free from the taint of bias. Without in 
the least belittling the signal services that 
these writers have rendered to the world 
of tnusic, by the open and unstinted publi­
cation of numerous songs which were 
exclusive in their keeping, I-may be per­
mitted to say, that some of their views on 
theory, have no bearing either on the past 
or contemporary or present practice. I 
need not refer to other works, as none of 
of them professed to make an authoritative 
exposition of principles. You will there­
fore agree with me that the need for enun­
ciating the Lakshanas of our present Sangee- 
ta is all the.greatcr in the absence of a 
satisfactori work of ;modern times:'. No 

-bo.tte^iitted, to.undertake :

that task than you. Iam aware that it is 
a long and arduous business and tbat much, 

icannot be expected in a short session of 2. 
or 3 days. But I should rest content, it we 
shall have made a decont beginning, and. 
then follow it up steadily in our subsequent, 
sessions. If with your kind co-operation 
the Academy is able to achieve even a fair, 
measure of success in this direction, you.-. 
will have played no mean part in tha. 
making of the history of the development: 
of Indian Music. The generations yet to; 
come, will look up to you for light in tha. 
same spirit of reverence with which you; 
look up to the sages of old.

May I here crave your leave to utter one. 
word of cautionl In an assembly of such, 
vigorous and independent thinkers as those,- 
assembled before me, absolute unanimity; 
of views cannot be expected. No real >̂rok 
gress is indeed possible with a dull .uniform, 
mity of ideas all round. Whereas it is the. 
birth-right of every person to express his. 
own views freely, he may not treat the. 
opposite point of view with contumely. You. 
ought not to condemn any view for the. 
simple reason, it is opposed to received, 
notions. Every point of view requires out 
careful and dispassionate ".attention. In 
fact the history o f the world of thought and; 
culture is replete with examples of lasting; 
benefits that havo resulted from (he spirit 
of revolt, rather than from a meek and 
unthinking submission to outworn creeds! 
and dogmas. In .one sense Buddha and 
Jesus Christ, Socrates and Galileo were 
rebels, whose record of sertice to humanity 
can never be outshone. The sage who con­
demned tho Gandharagrama, the pioneers- 
who introduced the Antura, Kakali soaras; 
were all rebels in the same sense. The 
founderof every school of thought was a rebel 
against tho established order. We. ought 
not’ to reject any proposition merely beffaua&J
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it is new. Let me say that in expressing 
these sentiments, I am not actuated by 
anything except an anxiety, that the deli­
berations of this committee, should be con­
ducted in a spirit of tolerance, amity and 
good will.

With regard to the actual work before 
us the questionaire circulated for eliciting 
opinion indicates the points on whioh the 
disoussions should centre. You will remem­
ber in 1928 a committee was appointed to go 
into certain questions ralating to Srutia and 
Ragaa. The local members of the commit­
tee met in October and November last and 
with the object of obtaining the considered 
opinion of the members of the committee 
on the matters referred to, the questionaim 
was framed and sent round. The response to 
it, however, was not adequate. Some mem- 
bers.-suggested that it would he better if the 
members met and personally discussed 
these matters. - The acceptance of that 
suggestion occasions the present meeting 
of the Committee. As it is, I propose to take 
the points contained in the questionaire 
one after another and dispose of them. In 
this connection I would request you to 
illustrate your view-points by ample refe­
rences to high-class compositions, so as to
lead the way for a critical study-of the 
pieces. I believe such a study will consi­
derably help our musicians in acquiring the 
true conception of the Raga they embody. 
Further, such of 'you as are desirous of 
reading a paper on any. relevant subject 
may do so and discussions may also follow. 
Wo may consid/er, in addition, any matter 
whiclj we think should be placed before the 
ensuing Conference in December. I invite 
your suggestions with regard to the future 
work of the Academy. ( '

I sincerely trust, that before the’ end of 
tlie present session, you will have the satis- 

ifa c tib'n V.of Jiaving -laid ̂ tbeifoundatidni^fori

the work of reconciling theory and pr 
so as to ensure for Indian Music a. 
no less glorious than its brilliant pas' 

Tbe President then announced tba 
discussions on the points raised 
questionaire would be taken ujp in ord 
11 a.m. on the following day. A few 
delegates expressed the view that 
should be a slight change in the orde 
that Ragae should be discussed 
Srutia.

The Eresident desired to ascerta 
wish of the house and called . UjT 
delegates to speak on the order of bu 

Messrs.*- P. S. S. Iyer, T. L. Venkata 
Iyer, M. S. Raniaswamy Iyer, R. K 
swamy Iyer and others took part -j 
discussion. The President then rule 
Srutia would be dealt with first. Th 
ference was then adjourned. The deld'- -AN
had some informal discussion and exch
of views on tbe subject raised by. the-
tionaire and then dispersed to meet;0
following day. J

_  &
The Proceedings on the 2nd day

On the 2nd day,the 19th April 1930 
conference continued the deliberations- 
Mr. T. V. Subbi Rao in the chair;" 
discussions ward lively -and lasted.-'
11 a.m. to 5 p.m. 'The practical mantle 
which the questions were discussed 
dealt with, and the frequent demonstrafc 
given to elucidate the various poin 
view, render the task of conveying a’*- 
idea of the usefulness of the work o f '- 
conference by a repot t of its procecdin 
extremely difficult. Only those'who ait 
ded the session could form a true estini 
of the work done. Hie discussions w 
free and lull. What is reported here, hd. 
ever, is just the conclusion of the debate 
each'point prefaced by a: few remarks :fro 
Ihe^iSjaiiera&rhefchiri iori ôf th"¥€bn fi
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jfn each question as stated by the President ‘A Note on the Srutis in Carnatic (South 
was, where it was not unanimous, always Indian) Music.’ 
supported by a large majority. ( .

Mr. C. S. Iyer circulated among the mem- The President then read out tbe ques­
t s  of the expert committee his pamphlet, tionaire set out below :—

Srutis.
' (1) Do you think, that the needs of the Carnatic Music at tbe present day will be met 

by $1 arutia ? If not, do you suggest more ?
(2) What in your opinion is the VIBRATION VALUE of the various arutia-and 

how Would you name them?
(3) Will you indicate in what Ragaa the various Srutia occur,Quoting illustrations 

from the musical compositions ?
Raga Lakshana.

(1) With reference to the folfowing ragaa, will you give the correct AROHANA and 
AVAROHANA with VISITING NOTES, if any, (specifying their Srutiaand 
illustrating the same by relevant Sancharaa) ?

1. Asaveri 8. Bhairavi 15. 'Nilambari
2. Punnagavarali 9. Ananda Bhairavi 16. - Atana
3. Ahiri 10. Mukhari 17. Bilahari
4. ■ Savori 11. Hueeni 18. Begada
5.‘ Nadanamakriya 12. Kambhoji. 19. Devagandhari
6. Gaulipantu
7. Sowrashtra

13. Sahana
14. Edukula Kambhoji

20. Saranga

The ^President then said :—
‘‘Taking up the first question, I wish to 

remind you, that the All India Music 
Conference 1927, has already decided that the 
Ifidian'scale of music according to Bharata 
and Sarangadeva consists of 22 arutia. What 
you have now to consider is whether these 
22 arutia are sufficient for the Carnatic Music 
as if prevails to-day.' Any discussion whe­
ther the sriitis are less than 22 will be ruled

Mr. P. S. Sundaratn Iyer;—“Yes, but the 
frets were not fixed then. They were fixed 
in Raghunatha’s time. This circumstancee •
also gives rise to 72 Mela Ragaa. Of the 12 
half'notes, 10 excluding Sa and Pa gave
rise to 20 Srutis, which, along with Sa and 
Pa make 22. Out-of this 22 Ahobila omit­
ted 10. These 22 srutis are necessary-as 
well as enough for our music. More srutia 
are unnecessary.’’

out.”
Mr. P. S. Sundaram1 I y e r “The Vecna Mr- c -s - Iyer:—“ Is there any limit to the 

has 12 fixed frets and our" Sa'atraa mention pulling of the strings of the Veena ?”
22 arutia for expressing our music. The
Veena with 12 fixed frets came into exist- ' Mr. P.S. Sundaram I y e r “ In Veena the 
ence at the t.ime of Raghunatha Naick.” 2nd fret ordinarily produces the Trisruti 
' Mr. P.' Sambamurty “Veena with frets Rishabha (10/9) and the same fret is used-for-' 
existed even before ̂ w h u n fftU ^ ^ b ^ c& p ro d u ciiig  the note ,32/27 also.» v X - :  J
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Mr. C. S. Iyer:—“ I do not agree. The 
strings could be pulled to produce more 
notes than two."

The President:—‘‘The limit to pulling 
the string is determined by the tension of 
the string and the ordinary physical laws 
will apply."

Mr. Varaha Narasimhachariar:—“Con­
fusion would be avoided if Mr. C. S. Iyer 
uses the word srutis instead of notes."

Mr. T. S. Sabhesa Iyer:—“If the number of 
srutis is increased beyond 22, it may not be 
possible to distinguish the new srutis from 
some of the 22.”

Mr. C. S. Iyer:—“Some of the frets of the 
yeena are roughly fixed. More srutis than 
22 should be recognised."

Mr. T.L. Venkatarama Iyer:—“ The ques. 
tion'is whether 22 srutis are enough for all 
practical purposes. There is a possibility 
of introducing more than 22 srutis as we can 
distinguish them.”

Mr. Venkatarama Iyer quoted from Kal- 
linatha in support of his views.

Mr. P. S. Siindaram Iyer:—“ Mr. Venkat­
arama Iyer quotes authority like a lawyer. 
But he will find that Matanga, upon whom 
Kallinatha was relying for his views, actu­
ally says lower down !in the ‘ passage,' that > 
though srutis are theoretipally infinite, yet 
for all practical purposes only 22 srutis 
should be recognised. The origin of music 
could be traced to olden days. In the great 
yagas which were elaborately performed for 
one full year, persons well-versed in Sam- 
aganas were employed to please the guests. 
It was here that music first began as an art. 
The musicians composed their own songs. 
From that period the 22 srutis have been in 
existenco. From the point of view of cul­
ture I do not believe that we are better 
yhat\_our a.ncestprs. ,  J jam ^fu.opinion ^ hat

to extend srutis beyond 22 is wrong.
22 are actually used and they are sufficiq

Mr. Hulugur Krishnachariar:—“221 
are quite enough for all practical purp 
They are easy to produce and manipulj 
But Sarangadeva however accepted onlj 
out of the 22. It is not desirable to inci 
the number of srutis beyond 22."

In support of his views Mr. H. Krii 
acharya read a small note from wb|ch'| 
following are extracts:—

Discussion about srutis has been a: 
old one. The 22 srutis have been select 
they were best from several points of [■
Regard was had to these points:

(1) Srutis must not be highly complied
(2) They should be capable of being obtai 
without nice calculations of measurem!
(3) They should be suitable for a fre 
instrument like the Veena. (4) When asi 
is repeated, all the 7 svaras of the 7 murchai 
must fall within the original system 
srutis. (5) Each svarasthana must easj 
give rise to srutis. (6) The srutis should led 
enough scope and margin for gamakas to' 
played. (7) The srutis must be harmoniol 
and sweet to the ear even if prolonged.

Mr. Lakshmana 1'illai:—“ I have 
studied■ sastrafc authorities. . I '.can spi 
only from my experience. There is a gi 
deal of difference of opinion in this mattj 
Kharaharapriya was a standard raga. 
svaras however are not clearly defined. Tj 
ancients did not know the vibration valui 
in those days. 22 srutis were a sort of coB 
vention' for working purposes. I am In 
favour of 22 srutis.'’

Mr. M. S. Ramaswamy Iyer:—“ If any o il  
should demonstrate that there are mort 
than 22 srutis, then we cay say that srutis, 
are more than 22. Till then, we must
APPSPfc£nj i  oi

Iklr. Varaha Narasimhachariar:—“ We can 
bear from the voice more than 22 srutis in 
* ra ga s . But these occurrences should be 
treated as rare. We must ordinarily coh- 
jjDe ourselves to 22 srutis. The other 
varieties should he treated as gamaka varia­
tions and not as srutis."

Mr. TigerVaradachariar:—“I am in favour 
0f 22 srutis only."

Mr. T. S. Sabhesa Iyer: —“Sastras say sru-
are 22. In practice we recognise only 

12 notes. If all the subtle modulations are 
recognised as srutis, the number will be very 
large. I am personally in favopr of 12 
notes only.”

The President:—“The point before us is ■ 
irhether the srutis are 22 or more. Any 
discussion as to whether the number is less 
would be irrelevent. If questions which 
are concluded are reopened it is impossible 
lo get on with the work. Therefore the 
speakers will kindly confine their remarks 
to the question whether the srutis are more 
than 22.”

Mr. Sermadevi Veena Subramanya 
Sastryu—“ Gamakas cannot be treated 
is srutis. 22 srutis are indispensable."

Dr. Srinivasa Raghavan :—“ The whole 
question requires, careful investigation. I 
am myself not decided about it. I should 
be thankful for any enlightenment I may 
get from this conference."

Mr. Nemam Nataraja Bhagavatar :—"22
irutis are predominant in our music, though 
in practice, wo refer only to 12 notes."

Mr. Sermadevi Sutramania Sastriar play­
ed upon the Veena and gave certain demon­
strations. It was noticed that the characteris­
tic Gandhara of to day was always produced 
by the tension at the 2nd fret or the Chatus- 
ruti Rishabhasthana. By using the 3rd fret 
r t_he Sadharana Gandharasthanu, the "Bhava

of the Raga was lost. Again the Gandhara 
and Nishatla of Kalyani were observed to 
be respectively higher than the Gandhara 

' and Nishada of Sankarabharana.
The President:—"Before stating the con­

clusion let me summarise the views of the 
speakers. In discussing the question of 
srutis one thing which is usually 
lost sight of has to be remembered. 
Originally the srutis were only inter­
vals or measures for obtaining the suddha 
svaras. The use of all the intervals 
as tones is a later development. The 10 
srutis in addition to the 12 standard ones, 
have only the difference of a comma from 
the corresponding 10 out of the 12 standard 
notes, i.e., those omitting Sa and Pa. If tha. 
difference of a comma is sufficient to enable 
you to differentiate one tone from another, 
then there is no point in restricting'the 
number to 22 on the ground of indistingtlU 
shabilityi because several notes in addition 
to the 22 could be produced with the differ­
ence of a comma between them. Further 
it could also be demonstrated, if we have an 
instrument which automatically records the 
frequency of notes as and when they are 
formed, that a larger number of tones than 
22 is used in music as it prevails to-day.

But in deciding the present question, it is 
'not abstract reason and logic nor the chang- , 
ing and unstable elements of contempor­
ary practice that should prevail with you. 
Regard must bo had, not only to the limits 
of practicability, but to the permanent 
values of the tones which have been em­
ployed in our music from time immemorial. 
It is from these points of view that a scheme 
of 22 srutis has been evolved as being not 
only practical but eminently ideal and 
suitcd.for all time to come. The 22 srutis 
ars able to satisfy numerous scientific tests 
and aro well supported by tradition, history 
and usage. The classic 22 srutis alone Aro
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best able to reooncile science and practice. 
It is therefore necessary to restrict the number 
of srutis to SS only.

With regard to the first part of the 
second question i.e., regarding the vib­
ration values of the various srutis, you 
will find that in the address that I deliver­
ed as President of the Conference on 2nd 
April 1929, the frequenoy ratios of the 
srutis to the fundamental are given by me. 
I find that most of those who have worked 
at these figures are in substantial agree­
ment with me. If there is no objection, the 
table of values given by me may be adopted.’*

There being no objection, frequency ratios 
of the 22 Srutis as contained in the afore­
said Presidential address were adopted as 
substantially oorrect.

Then with regard to the 2nd part of the 
same question, the President invited discus­
sion.

Mr. Hulugur Krishnacharya “ In devis­
ing a set of names for the srutis we must 
have regard to the Suddha svaras. I cannot 
avoid mentioning that in the earlier period 
of Bharata, Sriraga or KharaharaPriya 
had the Suddha svaras. But Ramamatya 
and others without carefully studying Natya 
Sastra and Rat'nakara, through mere,confu- 
sion stated ifukhari.or Kanakangi to' be 
the Suddha Mela. Of course this error was 
perpetuated by Venkatamakhi. But later 
writers felt a doubt and were inclined to

adopt once again Kharahara Priy 
Bhairavi as Suddha Mela, and consequej 
brought the Mukhari Ruga under eithe 
these Melas. The existing nomenclalur$ 
these svaras and srutis should take' 
of these changes."

Mr. P. Sainbamurty :—“ Can you sug^ 
names for the vibration values of the srun 

Mr.-Hulugur Krishnacharya:—"Thegj 
be named Prathama etc.”

Mr. P. S. Sundaram I y e r “ The^sjrl 
of names as found in most of the Saq| 
works may be adopted. A special va 
must also be constructed for demonstrate 
I have myself constructed a harmoniumij 
a Veena for this purpose."

Mr. Sambamurty :—“ My suggestion^ 
favour of the new names rather tbanjj 
old orthodox names. My reason is the nan 
should be expressive in the first instance 

Mr. T. L. Venkatarama Iyer:—“ In; 
humble opinion the suggestion of 
Sambamurty is correct. There will not] 
much difficulty in giving new names."

Mr. Narasimhachariar:—“ I agree win 
Mr. P. S. S. Iyer for the adoption of names 

Mr. Tiger Varadachariar:—“ I ara^J 
favourof the old names."

V'lThe P r e s id e n t “ From the discussioTH 
find better opinion seemd to be in'favourl 
adopting classical names. I rule accim 
dingly. The names will be:—

1. Shadja S 9. Teevra Gandhara or
2. Ekasruti Rishabha R1 Chyuta Madhyama
3. Dvisruti'Rishabha R2 Gandhara
k , Trisruti Rishabha R3 10. Suddha'Madhyama
5. Chatusruti Rishabha’ ...' R4 ’ ‘ 11. Teevra Madhyama
6. Suddha Gandhara G1 12. Prati Madhyama
7. Sadharana Gandhara ,G 2/ 13. Chyuta Panchama
8 . Antara Gandhara G3 14. Tanchama

- is; 'Ekasruti Dhaivata ^ ■I- -..J
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]6. Dvisruti Dhaivata D2
*17. Trisruti Dhaivata D3
18. Cbatusruti Dhaivata D4
19. Suddha Nishada ... N1
Here the discussions on the 2nd dky ' 

came to a close. In the evening at 5 P. M. 
there was a A JALATARANGAM PERFOR­
MANCE b y  V e n k a t a r a m a  I y e r  o f  S iv a - 
(jaNGA which was well appreciated. Mr. 
Hamaniab Chetty, Jalatarangam Vidvan, 
praised the per-former and thanked him 
„n behalf of the Academy.

The proceedings on the 3rd day.
On the 3rd day the proceediugs common, 

ced at 11 A. M. .
The President:—“ We now proceed to 

discuss the 3rd question. It is not necessary 
for our present purpose that we should 
name all or as many ragas as we can, to 
indicate the occurrence of each sruti. It 
should be enough if you specify one or two 
ragas where the occurrence of a particular 
sruti is unmistakable. We take the srutis 
in the order.”

■‘ E K A S R U T I  R IS HA B HA. "

Mr, P. S. S. Iyer:—“ In the Veena the first 
fret gives the Dvisruti Rishabha. The 
Ekasruti Rishabha is therefore played from 
the Shadjasthana. For instance in Poorva 
Kalya n it  he Rishabha is produced in the 
Shadjasthana. It therefore takes the 
Ekasruti Rishabha."

Mr. Subramania Sastriar agreed with the 
above view.

Mr. Hulugur Kr i s h n a c h a r y a T h e  
Anturu Gandhara can come in only with 
Ekasruti Rishabha. It can never be used 
after Dvisruti Rishabha because the interval 
is a foreign one. Where Dvisruti Rishabha 
is used the Gandhara will be Teevra.”

Mr, P. S. S. Iyer:—“Probably Mr..-Krish- 
nachcrja is referring to Northern ■ Rugas,•ST I ;■ ■ i . .11 iM L ifcH -fin iw rrn i1 f i l i a l  trw.TT -y - x l

20. Kaisiki Nishada N2
21. Kakali Nishada N3
22. Chyuta Shadja Nishada N4

My experience of South Indian system is
somewhat different. Several ragas are 
6ung without relation to the interval of suc­
ceeding notes. The Rishabha is independent­
ly pronounced. So also Ga, Ma, and Ma. Ga. 
There are no fixed laws in these cases.”

“ DVISRUTI RISHABHA."'
Mr. P. S. S. Iyer: - “Mayamalavagaula. 

This sruti in Mayamalavagaula is not per­
fect. It is perfect in Todt".

Mr. P. Sambamurty Fasanfa.”
Mr. Narasimhachariar:—"Mayamalavagau­

la and Todi”.

“ TRISRUTI RISHABHA."
Mr. P. S.S. Iyer:—"KedarOgaula" *
Mr. C.S. Iyer:—“In certain Sancharas 

of Asaveri and Varali."
Mr. P.S. Sastry:—"Bhairavi and Sri Raga.’
Mr. C. S. Iyer: —“The Trisruti Rishabha 

does not occur in Bhairavi."
Mr. Sermadevi Subramania Sastry play­

ed Bhairavi on the Veena and maintained he 
was using only Chatusruli Rishabha in 
Bhairavi.”  ;

’> r Mr. Hulugur Krishnacharya “  I think 
the Trisruti Rishabha occurs in Kharahara- 

, priya and the note used in Bhairavi is Chatu- 
sruti Rishabha."

The President :—“ I am afraid Mr. Krish­
nacharya has regard to history and not to 
current practice."

“ CI1A TUSRUTI R IS H A B H A ."

Mr. H. Krishnacharya :—“ it is used in 
Bhairavi and also in Kambhoji."

Mr. Narasimhachariar:—"Bhairavi, Kha-
rcharapriya and Ananda Bhairavi", ».
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There was however no difference on the 
point of Chatusruti Rishabha occuring in 
Kalyani.

"SUDDHA QANDHARA."
A large body of opinion was in favour of 

Bhairavi as illustrated in the use of Suddha 
Oandhara.

“  ANTARA OANDHARA."

Opinion was unanimous that Kambhoji 
and Sankarabharana took Antara Oandhara.

"TEEVRA OANDHARA OR CHYUTA 
MADHYAMA OANDHARA."

There is no dispute regarding the occur­
ence of this note in Kalyani, though at 
present the raga as sung adopts Antara 
frequently.

, “ TEEVRA MADHYAMA."
Mr. P. S. S. Iyer:—“It occurs in Madhya- 

mavati."
Mr. H. Krishnacharya :—"Bhairavi.”
Mr. T. L. Yenkatarama Iyen—“Begada 

and Gauli-panlu
Mr. Narasimhachariar:—“Ido not agree 

that the note occurs in Begada."
Mr. Sambamurty:—“It occurs in Begada."
Mr. Pandit Subramania Sastryr—'T^Am of 

opinion that this note does not occur in 
Begada. Only Suddha Madhyama occurs in 
Begada.”

The President:—“ That is a long way 
down from Pratimadhyama which was your 
former sruti in Begada” .

-L
t “PRATIMADHYAMA.”

Mr. C. S. Iyer:—“ Saranga” .
„ P. S. S. Iyer:—“ Poorva Kalyani".

“CHYUTA PANCHAMA.”

Mr. S. Subramania Sastry;—" Varali

“EKASRUTI DHAIVATA."
Mr. P. S. S. Iyer:—" Dhanyasi” .
„ Subramania Sastry : —“ Not in 2). 

yasi but in Saveri”.

Mr. C. S. Iyer : - ‘‘ Not in Saveri but 
Bhairavi” .

Mr.'Sabhesa Iyer:—“ In Bhairavi w 
the prayoga is pa dha pa, the dhaivata' 
little flat. Elsewhere in the Raga, w 
Suddha Dhaivata is used, it is D2”.

Mr. H. Krishnacharya:—“ Ekasrutl'D. 
vata occurs in SaverC'.

Mr. Sambamurty “  I agree with  ̂
Sabhesa Iyer” .

Mr. Doraiswamy Iyengar:—” Bhairavi
„  Narasimhachariar:—" Saveri.".

Dr. Srinivasa Raghavan:—“ Bhairavi” ,
Mr. Nemam Nataraja Bhagavatar:— 

agree with Mr. Sabhesa Iyer” .

■■ DVISRUTI DHAIVATAV
Mr. P.S.S- Iyer: —“ Mayamalavaqaula an 

Todi".
Mr. S. S. Sastry :—“ Todi".
Dr. Srinivasa Raghavan " Todi an 

Dhanyasi’.
Mr. Subramania Sastry :—“ Mayamalav 

gaula and Dhanyasi".
Mr. H, Krishnacharya -.— 'T oll'.
„  Sambamurty :—“ Also in Malabar?'
„ Lakshmana P i l l a i “ Dhanyasi an 

Todi".

•'TRISRUTI DHAIVATA."
Mr. C. S. Iyer:—“ Kambhoji” .
„ P. S. S. Iyer “ Sankarabharana’ ’.
„ S. S. Sastry—Kambhoji".

'll. Krishnacharya : — “ Kambhoji".
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• Mr. Sambamurty :—“do.”
Narasimhachariar:—“do.”

CHATUSRUTI DHAIVATA." ( 
Mr. P. S. S. Iyer:—“ KalyanC'.

C- S. Iyer:—“ Kalyanf.
’•‘ SUDDHA NISH ADA."

M r. P. S. S. Iyer:—“ Kambhoji'.
Pandit Subramania Sastry:- “ Bhairavi 

and Kambhoji".
Mr. Sermadevi Subramania Sastry:—

"Bhairavi” .
Mr. H. Krishnacharya:—" Kharaharo-

priya". •
Mr. Narasimhachariar " B h a i r a v i ,  

Kharaharapriya and Kambhoji".
Mr. M.A.-Srinivasa Iyengar.—“ Sahana".

“ K A I S IK I  N IS H  ADA."

Mr. P. S- S- Iyer:—“ Kharaharapriya.”
Dr. Srinivasaraghavan:—“K h  a r a h ar a -
priyn".
• Mr. S. Subramania S a s t r y  :—“ Khara­
harapriya".'

Mid Subramania.Sastry :—“ Kharahara­
priya’..

Mr. Lakshmani Pillai : — Chakravakam 
and Vachaspat?’,.

Mr. II. Krishnachary a :—“ Todi".
J

Sambamurty :—“ Kharaharapriya".

■Sliadj*. In all ragas.
It I. Gaula.
112. Mayamalavagaula.
R3. Kambhoji and Bhairavi.
R4. Kalyani.
Gl. Bhairavi and Todi.
G2. Kharaharapriya.
G3. Sunkarabharana and Kambhoji.
04. - Kalyani.

Mr. Narasimhachariar:—“Kharaharapriya 
and Todi.”

Mr. Ramaswamy Iyer :—"Harikambhoji."

KAKALI NISH ADA."

Mr. P. S. S. Iyer:—“Sankarabharana and 
Mayamalavagaula".

Mr. H. Krishnacharya : — “ Sankara­
bharana and Mayamalavagaula”.

Mr. Narasimhachariar:—“  Sankarabhara­
na and Mayamalavagaula” .

“ CHYUTA SHADJA "NISH ADA."

Mr. P. S. S. Iyer:—"  Kalyani”.
„ C. S. Iyer:—“ Also Kambhoji and 

KuranjC’, .
The President :—“ Our object in the 

discussion immediately forgoing is not to 
exhaust all the ragas in which the parti­
cular srulis occur; but it is only to illustrate 
the occurrence of particular srutis in typical 
ragas. While I am glad to notice a fair 
measure of agreement with regard to a few 
srutis in certain well known ragas, it is at 
the same time very disappointing to note 
that even with regard to common ragas 
there should be considerable disagreementII
in the matter of their characteristic srutis.
I therefore propose to specify as the Presi­
dent of this Conference, only such ragas 
with regard to which there is the greatest 
agreement or rather least disagreement” .

Ml. Ordinarily in most of the Suddha 
madhyama ragas.

M2. Begade.
M3. ■ Poorva Kalyani.
M4. Varali and Ramapriya.
P. In all ragas where Panchamam 

is not varja.
Dl. Saveri.

“ D2. Mayamalavagaula and Todi.
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D3. Kambhoji. N3. Sankarabharana
D4. Kalyani. malavagaula.
NI. Kambhoji and Bhairavi. N4. Kalyani Kuranji.
N2. Kbaraharapriya.

The President:—"We have finished the 
discussions with regard to the Srutis, The 
next part that we should deal with is Baga 
lakshana. There are twenty ragas eet out 
in the questionaire. EachjRapa wilt be 
taken up for consideration and its main 

-characteristic, such as Arohana and the 
Avarohana, the particular variety of notes, 
special o r ‘ characteristic Sancharas and 
other peculiarities may be considered".

Mr. H. Krishnacharya: -“I should sug­
gest that we take the 10 Lakshanas enumerat­
ed in the‘classical works and deal with each 

raga in the light of these Lakshanaa''.

The • President Such a discussion 
would be elaborate and I am afaid very little 
can be done that way in the present session. 
We can therefore deal with only such main 
characteristics as I have iodicited” .

Then .there: was a.brief discussion whether 
it was necessary in all cases to mention 
the Janaka ra ĉis in cases of what are some- 

- times known as Janya ragas.

It was pointed out that most of the Jahalca 
ragas were merely theoretical and what 
are classed as Janya ragas of those Janaka 
ragas, have been in existence for a long 
lime, and can in no sense be regarded as 
having sprung from the Janaka ragas or 
having come intro existence subsequent .to 
the formation of the scheme of 72 Melakar- 
tas. It was however admitted that it will 
be more convenient to follow the1 current 
praotioe of mentioning the Janaka rftgas as 
it indicates at once the svarasthanas of the 
raga though it gives no-clue'to the-:oxact

and Ida

The President after discussion 1 
the present practice be adopted, thou§ 
should be understood that such a 
makes the Janya ragas neither poster 
nor actually derived from Janaka 1

Here the proceedings of the 3rd daj 
eluded. At 5 p. m. there was A VOCAI 
FORMANCE BY MR. RAMAMURTl| 
which was well appreciated by all. Dr* 
vasa Raga van in an eloquent speech'll 
high compliment to the musician^ 
wished him success.

The Proceedings on the 4th
The proceedings commenced on thej 

day at 1 1 a.m.
The President: —"We take up the 

order” .
A S A V E R I.”

Mr, P. S. S. Iyer : “ I suggdst I 
deal with Sancharas first and th< 
Arohana and Avarohana. The raga'

4

accidental notes. It may however 
garded as the Janya of Todt'.

■ Mr. C. S- I y e r Janya of Todui- - ,
Arohana and Avarohana of the notes 1

Sa ri ma pa dha sa
Sa nisa pa dha ma ga ri sa".
Mr. P.S.S. Iyer:—" I should like to 1 

whether there is such a group as pa dhd 
and if there is, I should like to knov^ 
there is any authority” . . ■«
" Mr. Narasimhachariar:—“ The raga i 
such a group as ri ga ri sa". ::

Mr. Subramania Sastry:—“ In the desce| 
it is sa ni sa and there is no pa dha nr. j 
• - Mr. Lakshmana Pi 11 a i “ In the descent! 
11 tabes.set dhdni sa pa d} ama pa ri i
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, Mr. Sabhesa Iyer:—” Sa ni dha pa ma ga
ri sa".

Mr. Nataraja Bhagavatar:—“Sa ni dha pa 
pia pa rt sa is not uncommon. See ‘Lekani.’."'

Mr. T. L. Venkatarama Iyer:—“ The use 
of R3 is occasional and slight” .

The President:—“ The raga will come 
under the 8tb mdakarta".

Arohana:—“ Sa ri ma pa dha sa". 
Avarohana:—“ Sa ni sa pa dha ni dha pa 

ma ga (long) ri sa".
“ Th0 raga takes certain vakra sancharas 

occasionally taking the foreign note R3. 
But the use of this foreign note is so slight 
that we need not regard the raga as Bhas- 
hanga".

“ PUNtfAOA VAR A LI.”
Mr. Sabhesa Iyer:—“ Nisa ri ga ma pa

dha ni.
Ni dha pa ma ga ri sa ni',
Mr. Sanjeeva Rao “  There is a prayoga 

like Pa ma ga ri ga sa. 1 should treat it as 
the Janya of Batnangi.”

Messrs. Pandit Subramania Sastry, T. L. 
Venkatarama Iyer and Narasimhachariar 
agreed with Mr. Sabhesa Iyer.

The P r e s i d e n t T h e  raga belongs, to 
the 8th M da.^. ...T.

The Arohana :—Nt sariga ma pa dha ni.
The Avarohana:—Ni dha pa ma ga ri sa ni. 
Here again as in Asaveri the use of R3 is 

very occasional and slight. It need not be 
classed as a raga taking a foreign note."

" A H IR I .”

Mr. Sabhesa Iyer:—“The Mela is the 14th. 
It takes Sa ri sa ma ga ma pa dha ni sa,
Sa ni dha pama ga ma ga ri sa” .

Mr. Subramania Sastry :—“ I agree”. 
Messrs. T. L. Venkatarama Iyer, Cerma- 

devi Subramania -Sastry .and Narasimha-

chariar preferred to treat it as the Janya 
raga of Todi, where the Oandhara is Sadha- 
ran a.

Mr. T. L. Venkatarama Iyer desired that 
before stating the Mdakarta raga of this 
raga from the chair, the individual opinion 
of each expert must be definitely asked and 
noted. He thought the majority were in his 
favour. The President though he did not 
favour such a proceedure, yet as a special 
case, asked each expert for bis opinion. 
There was a decided and substantial ma- ■■ 
jority in favour of fixing the 14th mda as 
the parent of that raga.

The President:—“ The Mdakarta of the 
raga is the 14tb,

Arohana is: Sarisa ma ga ma pa dha ni sS.
I

Avarohana is : Sa ni dha (long) pa ma ga 
ma ga ri (long) sa. o

Though in oertaln compositions we do 
hear Sadharana Oandhara occasionally, 
Antara Oandhara is always used when the 
raga alone is sung. Therefore there is no 
doubt that this is not a Bhaskanga raga.".

•■SAVERI.” ;
Mr. Sabhesa Iyer:—“Sa ri ma pa dha sa. 

Arohanam Sampurnam. The mda is the 15th 
or Mayamalavagaula. There is no foreign 
note. Brayogas like ma ga ma,sa .ri sa are 
not according to Sampradayams”. ' ST'
. Mr. Sanjeeva Rao.—“ Prayogas like Sa ni 

sa cannot be regarded as improper. You 
will find that such a prayoga occurs just in 
the beginning of Muthuswamy Dikshitar’s 
well known keertana ‘Sri Bajagopala’."A

Mr. Sabhesa Iyer:—“ That does not appear 
■ to be the correct method of singing. It 
ough t to be sung as Pa dha ri sa ni dha dha.”

The President: —‘‘We discussed the raga 
at great length during the last year’s 
conference. It is beyond doubt a Janya^ 
raga..oiJdayamdavagaida,d.'lh$
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Sadhiirana- Qandhara ' or Kaisikinishada is 
improper.- The Mga-ia «ot Bhashanga. The 
Arohana is : Ba ri ma pa dha sa. The. 
Avarohana. is: Sa ni dha pa ma ga ri sa.”

* NA DANAMAKRIYA."
; The Rredidebt;—“ There seems to be no' 
displite'abouH Jthis raga. It comes under 
the fSth meia;' ‘ TheArdAand is : Ni sa ri ga 
maptt dhd Hi*' The Avarohana is : Ni 'dha pa 
ina gd'ti'ia'ni.”'
’ “  There is no forejgp note t. e.t Kaisiki 

Hfishada.' , ,i:.. : ::.. i , i
‘‘ oouLiBANTar

, _The Pi5esidM»tr-r“ThU raga oomes under 
the 15th mda.
• The Arohana is: Bp ri ma pa ni aa.

... The /{vdppfiana ia: Ba ni dha pa ma pa dha 
rria ga ri aa.
( t.The. use. of fcratimqdhyama is not proper.” 

^ fY S A jsm jtA :'■
. Mfc'p.S. PaJjhgsa Iyer:—“ The Mda is the 
i7th.: , t

AroAanaJa: 'Sa ri ga ma pa dha ni aa.
Avarohana is: Ba nt ia dtia pa ma ga pa ma 

garisa.”  . • ' ' ;n>- : 1
hit.. Veena Qubr&mAnia Sastriar:—“The 

jiAffifafui aoftfhi'AvaivKdna are' both sampoor- 
liVand fdgtj|Iar Wnff'the Jfishaiai$^Katsiki.*' 

Mr. Sambamurty:— Its mela is the 17th."
'■v. ■ V' evi l  >y'Cv'uuVi - • . y .  i.

Mr. Naras^pihacha|iar:--,'ItSrrneia is the
15th. 'Mayamaqjiflpauta."
' ■ Mr. S&njeevaRao:—“It does not take Kai-
siki Nishqda.’' : v.

'Messrs. T. L. ^enkataramaJyer, Laksh­
in an a'Pijlai, Spbramania Sastry, Dr. Srini­
vasa Raghavan ̂ \yew,of opinion that Kaisiki 
Nishadaaccurp jn the raja. ,
. '.The Rrepident:-r-“I  think that this raga 
. shonid^bo treated.as,t!:e Jang: x  :'ja cf V a

.The Arohanam is: Sa ri ga ma pa dfia H 
The Avarohanam is : Sa ni sa dha (long) 
ma ga pa ma ga ri aa. ' .i

In several compositions the Ka 
Ntahada occurs. But Kaisiki Nishada is 
neoessary to produce the correct Bhava 
the raga and may be avoided.”

• “ BHAIRAVI."

The President:—“This raga was fullyl, 
cussed during the last year's conference 
I do not think that anything useful a 
be added to it” ' . ’

' “ AN AND A BHAIRAVI." . • f

The President:—"Arohana : Ba' gd'.n- 
ma pa dha pa aa.

AvarohanaBa ni dha pa ma ga ri say  
" It should be classed undeT the'20th ‘
D3 Trisruti Dhaivala occurs in such" 
charaa as pa dha pa. Pa ni sa is not percai 
Bible.’’ :

MU KHAR I."

. ' The President:—“It is a Jaixya'■ of 
22 nd Mda. i

Arohana is: Sa ri ma pa ni dha sa.
< i Avarohana is: Sa ni dha pa ma ga ri sv - • ,.V ' •••’ *•
' In the Arohana ordinarily Chat 
Dhaivata occurs and in the Avaro 
.Suddha Dhaivato. Prayoga like pa- dhd 
;is quite common.”

“ HUSE.VI." '
The President:—"It is a.Ja»ya of the 22 

Mela. Though it is common to describe' 
■Arohana and the Avarohana as Samp 
and regular, yet it would be better to ,'sta 
the Arohana, having regard to the peculi
vakrxi sanchdir.s, as follows

J
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• ..Avarohana is• Sa ni dha pa ma pa ma ga ri
sa.

The use of Suddha Dhaivata is permipi-, 
blc.”

Conclusion.
The President:—“We now bring the pro­

ceedings of the present session to a close. 
I am unable to express how thankful I feel 
for the valuable help you have rendered to 
the Academy and to the world of music. It 
is indeed your co-operation that, on.the 
teohnioal side, brings high prestige to the 
Academy. Your labours in the present 
session have laid the foundations of the 
great task of bringing about a "reconcilia­
tion between theory and practice. I hope 
you will continue to give your kind help 
and co-operation to the Academy, and make 
the coming conference in December a great 
success. I must thank you for the kindness 
and courtesy you have shown me as your 
president.”' ■

The Hon’ble Dr. U. Rama Rao:—“ I take 
Ibis opportunity of thanking one and all of 
•you for the efforts you have put forth 
during these 4 days. You have been sitting 
daily from 11 A.M. to 5 P.M. and have done 
a good deal of work. This is only a preli­
minary conference and we are having 
another conference in the. month'of Decem­
ber.' Yo\r have r been’ able 'to ‘ come to 
certain definite Conclusions on important 
and difficult ' questions on the agenda. 
Mr.;T. V:'Subba Rao, who is your President, 
takes great' interest in the art and science of 
music and with his guidance the conference 
lias been a success. Though I have not much 
knowledge of music, yet, I am in a position 
to state that South Indian Music is certainly 
the best. In my estimation Mr. Subba Rao 
with that keen insight and judgment that 
become a lawyer,- was able to manege the
r " - aiohfly v.'\::i n
cf i;.a A Uvias-.iasBeatllod •here; - Viiaout

* 1,

your co-operation and assistance we cannot 
achieve anything. Music has been intro­
duced in many schools in this presidency, 
and there is a music college at Chidam­
baram. .It seems difficult to get suitable 
teachers. You will help us in our efforts 
to provide good and able teachers for these 
various institutions. Gentlemen, I thank 
you once again for the interest you have 
taken. May Mr. Subba Rao live long te 
serve the Academy and the cause of muslcl” 

Mr. P. S. S. Iyer:—"In olden days there, 
existed a sort of Association at Tanjore for 
the purpose of improving music but it long; 
ago ceased to exist. Iam glad that the Aca­
demy has come into existence to maintaiiV 
tbe prestige of Indian Music. During these 
4 days of our deliberations our worthy 
President has evinced a good deal of inter­
est, and by his ability, patience and keen 
judgment, we have been able to do tangible 
work. We are very grateful to Mr. Subba 
Rao. Our thanks are also due to Dr. U. 
Rama Rao.”

Mr. Varaha Narasiinhachariar (Cooana- 
da):—“ I endorse the remarks of the previous 
speaker. I must express my high admira­
tion for the ability and learning with which 
our President conducted the deliberations” .

Mr. Sabbesa Iyer:—“ I first hesitated to 
join the Academy‘because.I. thought a pro-' 
fessional and a practical musician had no 
place in it. I thought the Academy was 
interested merely in theory. .But...I. am 
glad to find it is dealing with the art and 
other matters which are very practical. I 
thought that our .President's accomplish­
ments were merely theoretical. It is«,.p\ea- 
sure to me to know that his acquaintance 
with the practical side of the matter is vast 
and Intimate. I wish that other musicians, 
and artists do co-operate and render ajl help, 
to ir.alm b e Academy stronger. ‘ I wish'the- 

. A’cadediy all success’*.' /-A*” * ‘1 I
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Mr. W. Doraiswamy Iyengar:—“ Every 
body is speaking in praise of the Presi­
dent. But I am going to say something 
whioh I think is a defect in Mr. Subba Rao. 
He has not till now let us know how well 
up he is both in theory and practice. It is 
wrong of him to have concealed all his 
knowledge” .

Other speakers followed and thanked the 
President for his work.

Mr. E. Krishna Iyer:—“ This is Only a 
preliminary Experts’ Conference convened

to facilitate the work of the ensuing cog 
ference in December with regard to su<s 
intricate questions as are on the agendl 
I hope that all the musicians and scholar 
will come forward and help the Acidemj 
and promote its objects. I thank the autlta 
rities of this Hall for allowing us the usiaJT 
it and for other help which they have re|| 
dered to us."

The conference of the Experts was <Sq3 
eluded with three cheers to the Preside 
and the Experts assembled there.

pilllllllllllllllHtllWlllllllltlllllllllllllllllllllllUIIIIIIIIIIIIIIIIIIIIIWIIIIIIIHIIIIIIIIIIIIHIIIIIIIIIIIIIIIIIIIHIIIIIIIIIIll|lllllllllllllllllllllllillllllll!llllllllllllllllllll̂
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We are glad to reooid here that the 
Academy, as the Premier Institution in 
Music, very appropriately celebrated the 
Krishna Jayanti Day, the Day of the Lord 
of Brindavan who enchanted the entire 
Universe with the ambrosial strains of His 
VenuGana. May His Grace be'upon Our 

y Academy I Mr., T. L.'_ Veokatarama Iyer, 
k- Advocate, High Court, Madras,' an ardent 

'Member of our1Academy,'was kind enough 
to entertain the'audience oh the occasion, 
with vocal Music (attended with suitable 
accompaniments) which was very greatly 
appreciated. The function came to a close 
with the distribution of sandal, fruits, sugar- 
candy and pan-sugari to the audience. We 
are glad to further announce the resolution 
of the‘Academy to celebrate the Dikshitar 
Day this year.

cal activities. As one of the pioneers in tug 
building up of our Academy, Mr. Krishna 
Iyer devoted a good deal of his valuabl 
time in making the Academy a living 
force in this Presidency. E|y his enforce 
absence, the Academy has been very greatl^ 
handicapped in its activities and the Jiis 
trionic world, wherein Mr. Krishna Iyp  
had made a name, has had a sudden gloog 
cast over. I f  is however some oonsolattoE 
to us to learn that the Government.|jg 
Madras has thought fit to jeoom m e^ 
him to be placed in the “ A " class, and tbi 
he will be back amidst us in November, j j

Our energetic Secretary and Manager, 
Mf. E. Krishna Iyer, Advocate, High Court, 

iincarcerated for his pcliU-

We have very great pleasure in annoqno 
ing tha t the Academy has this year been ahlj 
to institu te two competitionsin Instruments® 
Music for am ateur ladies, ono it; Vccna and 
the other in Violin. The successful candidal* ,

A&t&xT.V-vkr II •VSy'j-':
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greatly indebted for this competition 
to the generosity of our talented donor 
Mr. N. V. Raghavan, Rtd., Accountant 
General, Madras, and we take this opportu­
nity of tendering to him our grateful 
thanks. We'.hope that others will very 
soon follow his example and help the 
Academy in instituting many more such 
competitions. It is a great pleasure for us 
to learn that such competitions as we have 
had, have already borne fruit in that they 
have kindled the right spirit in the amateurs 
and bestirred them to take to correct and 
proper methods in the practice of this sacred 
art of Music.

The late Mr. Sakharama Rao:—I t is with 
painful regret tha t we have to record the pas­
sing away of the great Vidvan Sakharama 
Rio of Tiruvidamarudur. He really 
bslonged to tha t galaxy of M usicians who 
shone resplendent on the South Indian 
Musical firmament two decades ago. Fol- 
lowing the foot steps of his talented father, 
the late Mr. Srinivasa l tio , he showed 
to an all-adm iring world the boundless 
possibilities of Gotuvadyam as a musical 
instrument. His playing on that instru ­
ment was superbly unique. His dexterous 
fingers unfolded the beauties of many a rare . 
keertana and even very minor ragas resona-' 
ted under bis magic touch with a lu s tre 'a ll" 
their own and a wealth of symphony not 
easily to be met with.

For some time past, he had not been 
giving public performances, though many a 
votary did go to him to enjoy his sweet 
music. He has left behind him a son 
Mr. Srinivasa Rao who, we are glad to 
note, promises to bring up the traditions of 
his talented father. Wc offer him and 
the m . . ; h:s f ir'iy our Msicerw*.

fuk'. Jv' f': * «vn \ •> • -• * ’ • a ?.•

The Summer School of Music:—We
are glad to notice that the summer school 
of Music has been endeavouring to meet a 

I real want in South Indian Music. With 
the spread of Music the demand for a 
number of trained competent teachers is 
naturally on the increase. It is highly 
desirable that a diploma course under 
proper guidance and supervision should be 
instituted. While we are therefore in 
sympathy with the objoct of this ins­
titution, we are extremely anxious, that 
in any eagerness for a speedy realisation 
thereof, there shall not be Any lowering of 
the standards in music and we will set 
ourselves very strongly against any such 
attempts, even though such may be 
actuated by a laudable desire to spread 
music far and wide. It is our firrri convic­
tion that an intensely good quality is 
really more essential in the practice of 
musical arts, than a mere shallow exten­
sion thereof. No course extending over a 
short period of 3 months can ever.be expec­
ted to achieve any good results in quality 
and it is not surprising that the level attain­
ed by the diploma-holders from the summer 
School of Music is not as high as one would 
wish it to be. The system requires a radioal 
change and a course extending over at least 
one full year should be iustituted and diplo­
mas granted only to such as show a high 
standard of knowledge and skill.

We congratulate the Syndicate of the 
Madras University on their proposal to 
start a Diploma course in Music. The 
syllabus, we understand, will be a Tittle 
higher than that for the Intermediate and a 

.little lower than that for the B. A. We 
heartily appreciate the recent appointment 
I >- the University r.f •?“:!# of a Research 
L-ltcl-.r i.i Music. , ...
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We take this opportunity of suggesting 
to the University authorities the extreme 
desirability of consulting before-hand such 
academic institutions in the country as the 
Madras Music Academy etc., in any choice 
of professors they may finally make with 
regard to their newly schemed Diploma 
Course in Music and we will assure them 
that thereby they will be securing unto this 
oourse that measure of popular support 
that is justly due unto it.

This Year's C on feren ceT h e  Academy 
has resolved to hold this year's Conference 

, in December during the Xmas week. 
■ Papers are being called for from renowned 

scholars and musicians to be read and 
discussed, at the conference. The task of 
settling the Bagalakshanas of the various

ragas so well begun in the Easter" 
ference of Experts has to be proceeded w 
It is really gratifying to note that ' 
efforts during the Easter Conference;) 
borne fruit in setting up a sister institp 
viz. Raja Sir Annamalai Music Co 
at Chidambaram to constitute a. comm 
of scholars for the self-same, pur 
settling the Ragalakshanas whiob.as] 
ted out above, has already been begun 
trodden half way. ., ^

The conference proposes to arrange 
series of Musical concerts by reho 
Musicians of the Presidency. Creator 
is due to the Academy for arranging 
Conference in the Xmas week and^ 
making it possible for all Music lovers of. 
Presidency to take advantage of its sessi
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