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Many scholars have written on the sub-
.‘ t and tried to prove the continuity of the
relopment of the Indian Musical Scale.
L attempting toshow this continuity many
B had recourse to arguments drawn from
eir imagination ; some have tried to una-
e the actual notes used at present in
ging Suma chants and to vecord them.
it whether the present mode of singing
mis a true reproduction of the ancient

wound and ‘satisfactory evidence. How-
rthere is a persistent tendency to be-
te that the Indian art of Music is derived
pm the Sama Veda. This statement is
mimously made by every ancient san-
Bt writer on Music, such as Bharata and
Ruonyadeca in their Natya Sastraand San-
W iutnalara respectively. While modern
Wilars have found out all the references
Blhusic in the Vedus dnd other Sanskrit
ks, which point to various stages in the
B®Lion of the art, they have not distin-
- I ,the_ sllpces§ive periods s¢. es - to

thod may be.questioned in the absence
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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
Pratisakhyus and from the ancient works of
Panini, Katyayna, Patanjalt and Yajnavalkya
anud many references from the works on
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 Jni-
versally accepted significance and there is
no controversy about it. In Sangita we find
two waords %ﬁt and ¥FT about which many
scholarsthave been misguided and arrived
at wrong conclusions, g_f%f may be appli-

ed to any sound heard by the ear,as its oot
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meaning shows, ¥, to hear, f%r that which
is heard ; and T may be applied to a s,ﬁ\a
{sound) which is heard unchangingly flow-
ing to a certain extent of time. So ¥ is
m usical sound and gﬁis musical sound
and ordinary sound both. But the ancients
have chosen the word zlf%l‘ for ®T of the
later period and used itin 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 3yfds o
few are chosen to form a Raga, only the
notes so chosen are named as ¥a<Ts; the
rest are e&fa‘s which are not used in the
same raga. Properly there is no distin-
ction between ;gf%' and TFT as adopted by
all dlassical authors. Out of the definitely
set{led gf%rs 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 agreealdeness of a set of );n%s in a
particular raga is later on described by the
word TJT on account of its contribution to
the formation of a raga and its pleasant
effect on the ear. Tgq:TQTFaf™H &
| I=TX | (&. ¢, 1)

""So whenever the word sgﬁ' occurs in
connection with music it is not distinct
from ¥ which is sinwly 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 [ook at the hymns of the Rigveda.
the most ancient of the Vedas, we find that
there are three different sounds used to
recite or sing the Richas and ther are named
-as . the IFA, AFIA and ¥gfi@. The

‘middle or. fundamental note is TIRS, thy
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d,,pletlon of the Rigveda and is therefore
pearly 3500 B. C.

The third stage (aTfiF).

rhe period as proved by the above mention-
W o4 scholars falls at about 2500 B. C. because
it has been proved that Taithiriya - Samhite
gast have been completed by that period.
gl The doubt may arise as to why 2500 B.C.
Ml hould be taken as the period of the Sama
feda Samhita if, as is stated, it marks the
: mpletion of the Taithiriya Samhita. The
W:ason is this. The verses of the Sama Vedu
» mhita have not been independently com-
posed. Out of the available Samhifa we see
nost of the Richas, about 1800 have been
Mlbcrowed from the Rigvela Samhita except
s few about 75, which have been inde-
pendently composed. If we take this fact
mto consideration we may judge that a
eciod required to complete the Rik Sumhita
Wi: sufficient for traanslating the same into a
notation adopted for Samo singing. So we
rrive at the conclusion that Taithiriya and

note should be common to all persc;’
join in the prayer service at the same®¥
And as the lengths of the syllablea
Richas lLad been definitely classifie
2w, w"iq and o they were able {
form their services most harmon'
The effect of this harmony encourage‘
to make further investigations in

the subsequent periods. So we arriy
the following conclusion :-- 4

Suma Guna is distinguished by the addi-

Rigreda and this period accordlng BRion of new notes to the mﬁxs system-

researches of the late Lokamany "EEVarious notes were tried l.lntll a certain

ote was fqunq to combine very agreeably
gvith the fundamental. When. this pheno-
Bnenon of TFfATTT was noticed it was
Buied as & measure for fixing the relation of
ie new notes.

4500 B. C. * The musical system",_
period is described by writers as 2

arga or anfawam@d. Vide
sita & R-L-X. ATIAT = T
agaaT | qUgRES: || also geha (‘_’n

W, {—arfara arRrwaT LGRS
T ) ATTE = EEOTEA. 4

The second stage.

afla isa term used by the later writers,
fler the scale of 7 notes was fixed. Before

hat it was termed as a'gm or ITF:
f. Evndence for this may be found in

buigita Ratnakara.

mlmrmuac—emmmmv LSk
A orasfy FaREmasTRmar ete. Hero
AT lneg_qﬁbz};e_‘l;‘ar(uoglc{-l.ord between

. nical names.
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the fundamental and the note at the end of
the third interval, and FEETcT 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 ],
A,  which are the bases for the higher and

lower registers or octaves. The repetition
of the scale with &, ¥ or ¢ as fundamental
with its component notes unaltered in pitch
and order gives us three different scales—
which is the result of the development of
|TATTA. Until the phenomeaon of the T

T was noticed by the ancients they did

not term the notes §, ® and q 55 TTRA.
This system might have been current dur-
iag the period between 3500 and 2500 B.-C-
In the later period this system was modiﬁed'
and a scale of 7 notes was fixed by menns
of the measure EFL(AL or TIMR .

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 isa passage in Tandye
Maha Brahmana (1—1—3) which runs as
follows:— .

adIe) FoIT 1T WA TET AT Iq-
R, ST TEAET 7Fq, THEF T
TgTleRTAl, TXAATET QAT TRLTH
frat 1 IRy DX, 7 AT,
AISFATAATIT TAETAAT FETSATA

In the a‘b'ove 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 theu- tech-
~'They are
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1st is q_',vﬁa-q' which means the highest

2nd is thoe 1st of the remaining
3rd is the 2nd ” ” ”

4th ™" 3l'd ”» ' 2"
5th , 4th " » "
6th » oth " "

7th is 3yex the last of the Scale.

In the above passage there is no means
of proving the relationship existing between
the notes. ~As this passage is a portion of
a Brahmana composition it falls in the
period of about 1030 years (2500-1400 B. C.).
Now, progress in experimenting with vario-
us notes and building up the Sama scale
must have been made with some definite
process they knew, which unfortunately
is not mentioned. The unanimous practice
of the Soma would ba unintelligible unless
we assume that there was some reason
to terminate the-progress by the 7th note.
Ifthe number 7 was only a matter of arbi-
trary choice or individual taste it would
not have been so generally accepted by
all Siwmugzs. We can however prove from
the later writiugs that they hud a definite
process.

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

Question. AEEAT 31T | HT qreat
afa: |
Answer, ITe¥T ITT | T i‘% éi’ﬂ'fﬂl

The above question may be translated as:
What is the measurement for Sama? And
the pnswer is that it is measured by means
of a ¥JT;
lent to ETILTAT (F. T {-2-3¢). This
particular intecval represents a harmonious
relationship and is compased of three inter-

s vals between the 4 notes, 3 of the, G.ztlu/m

md aﬁ:addltxonaln‘ ) the
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in other words GTTW is equiva- .

7 notes is Sumika. There are some ¥
ptional examples fraises of scales in ¥

afﬁtfﬂ(iﬂ'( or TFEITATA and as stated
jnthe previous para, if 2 such chords are
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T3:4 9 3:4 7/
Hg:9T3:4T3.4Hs3:9 7

:’h‘t"l:nt::; :Zr: ‘;h:"rj T:te:fotfhte:: ’ i combmed the scale will be complete and is, . -~ -

sSte T a -] P

f:und in Yajurveda thal:l in Rigveda.} 1 aaled :::e‘;'a:as:;;‘):zk:;lo':'h.e_scale may be 1:2

fdct shows that during the ‘time of] repres : ' - g -

composition of the Yajurveda, Sama 'r.. 3:4 3:4 4 . 1:2 D
3 : 3 ! modern ~ M

was developing. In course of time as BB G\'_\ "’-’“\ﬁ 9.3 9.3

above Sama scale was completed wiE
notes. The explanation is as under§
When this srg:€s{ or the sympafliie
chord of 4 notes was observed it was uR
a unit of measurement of Udatta and
datta limits. So the scale of Samdd
built of ‘two chords the extreme no§g
which bear the ratio of 3:4, one chopg
rising notes and another of falling -
in place of Udatta and Anudatta whichy
approximately equal to the modern )t
or minor tones during the previous perig

When this was fixed, further‘m-o

The Archika mode “zmq'qﬁ'?lsga'r
gargETaias’ (wigma €. <
3¢) has been explained in the fir
The wr7fir% mode is thus defined’
argrfist fg@e: 1 Here famw -
using one other note above_ or below‘_
the fundamental i.e., 2 notes including
A + (3719 or AFZr9). And Samill
defined : grAGIUTITECEI: GTiRe
J tonal scale t.e, 3 notes inclu_di
fundamental ;q&a+3{rm+qa'h.o .
tional higher note or vice versa in casg
qITA. When the scale confsists of B

one chord of 4 notes, the extreme«
bcmg in the relatlon mathematl

of

The extreme notes are shown with their
atio with the fundamental or {a’&a’_ This

N is supported by ﬁ'%ﬂ'l’ﬁ! ('G' T L ‘3.3‘().

§ “agEIcarrErReTcizaatfianiaarT-
frrareatiaT gfa @) ”

From the ubove quotation it is clear that
ihe extreme notes were of the same pitch,

one at either end to complete the AqrT or
M otation by the appearance of the other ex-
reme note of twice the pitch or in unison
Bl vith the initial note.

iy wfgag in & T U v e

“grearg Breatea gaeTad s 4l
& crsta frasrar 1

The above quotation clearly mentions
that this arrangement was purposely adopt-
i ed to reﬂordmg the completion of the scale
land the recurrence of the same note, twice
the pitch of the previous note at every
Murresponding lower or higher place.
‘hows that they noticed the phenomenon of

T3:4 & 3:4 9
N
agziq®  IqA

The development of the above scale is
entirely based on the observation of a
natural phenomenon. When they noticed
the relationships of the notes ¥ and g with

ancient.

the fundamental note which are now re-
presented by the ratios 3:4and 2:3 or2:3
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 :—

measured from the fundamental. When 1:2 1:2

this arrangement was completed the an- R

cients naturally observed that the extreme < S| ﬁ' T A I Y ﬁ' q? T

\ol.es 7 and § wanted the complement of a ———~—"~ — T ‘—37.':—“'
3:4 J: 4 3:4 :

It has been mentioned in the Rik Prati.
sakhya that there are 7 notesdn each octave
and three octaves at twice the pitch of the
corresponding fundamental note and that i
the very 7 notes of one 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 interval: of a full tone.
It shows that they used this scale with di-
fferent notes as fundamentals—which will
become clear as we proceed. From the
above explantion it is clear that the Indian

This fact is stated-

This
musical scale was fixed with 7 notes in
exact pitch before 1500 B. C. as is proved
tigakics DY the Brahmanical quotations.
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The' fourth stage—Aranyaka
and Grama gana.

This period falls between 1500 & 500 B.C.
The first half ie., 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
kala. The Aranyaka literature begins im-
mediately after the Brahmana compositions
and “ends in the Upanishads and Prati-
shakhyas.  qdr: TT: | ATAT TSH_ | HZO0
TLorrdtay | HZET A0 araEEAnay |
G‘(Hl"eflﬂ’?l' {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.

AT { FEAAGIY T | TG Q-
CTATT 7T

smaTarTy aatsiRT: |

AR T TAER ||

guET N

.Thls 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 lirge intervals. The scale
cohsists 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-
qmer Thxs ma.rks thc lumt of Avan_/aka

ricd in which this custom was porular
pas already been mentioned. Then comes
This system was more techni-
ol but popular as compositions set to musié
sthe time were free from the stiff language
ll i the Vedas and as the new Samskrita
janguage and verees composed in more sy-
stematio metres were used.

Yajanavalkya who give clearly a refor
to scales that were then commonly 3
The following passages have been
from Panini and YaJnavalkya. Shlksh

3=} f-?rwrmnft A :
tN‘Rg wafiar g "W‘mf It is welknown to all Indians that poems
and epics like the Ramayana and the Maha-
jharatha were supg in those days; that
period falls between 1000 to 500 B. C. which
Nisgenerally considered to be -the beginning
of the Sutras, older epics like the Ramayana
and the older Puranas.
M further development was made which will
pow be described. The Aranyaka period
fhad only the notes &, §w and g as funda-
mental but in the Puranic or the Grama
gana period each of the 7 notes was taken
1s the fundamental.
common use 4 more scales or modes start-
iog from ﬁ:, T, uq, {= as fundamentals, and
Mnames for these modes were taken from
M e names of the initial notes of the scales
with the word Grama affixed to them.
M here were 7 Gramas, which ware named as
There is one instance in
N the Hart Vamsa Parva of the Mahkabharata
—we have there the story of .a king who
vae 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
B of singing described above was common and

Both writers admit that there are
3 notes &, wand q as fundamental
which produce three beautiful sca
A gradual extension in the
fications of the three terms IZTH,
and T4 should here be noticed. Ii
beginning the interval represented by E -

During tlis period

2 tones, then 3 tones t.e., a samvada an""
medijately before Panini it was one
And Svarita was one fixe So there came
either @, & or g during the Ara»nA
The three voice registeis -

and 3{1‘%{ (@T). It was becausei‘;
knew of the repetition uf the same sca,
different registers that it was posslbl S
them to fix only 7 notes in a scale and
"to adopt 3 different modes by ‘chaul}
the fundamental t> ¥ and § which
separated [rom & by an equal distancg I
ing Samika period.

Aranyaka gana was limited to the
scales gTIHT, FRIIF and Jcfy only:

Grama gana will now be explained inJies
following paragraphs.
part of Samagana but instead of using¥®
sama chants other chants and prose co
Upanishads and -
similar literature were used. The sca[e
Sami¥:a only but with the optional
iinteriediate Aotess k

the gz ITAW etc.

very popular at that time.

Aranyake gana¥ The Jatigana.

This was systematised by Bharata the
uriginator of musical science.
®as current during the period from the 2
NB.C:to 400 A. .

M This stage is very important as the rausic

if this period s reised t,the dignity of .

or.an admixiures
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a fully developed natural science by Bha-
rata in his famous Nafya Sastra. His obser-
valions enabled him to test all the notes
of the previous system and riotice 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 proccss
of obtaining notes by means of the W
g9 of ¥ wandg v re]ahons or of the
ratios 3 :4 and 2:3 respectlve]y He nccep-
ted ¥ and q just, as theresults oft.he obser-
vation of e previous ege of natural acous-
tical phenomena. As more notes than were
already obtained could be introduced within
the series he continued the two progressions
from ¥ and q each until he came to two
notes, each the 11th from the st&rt which
differed by a very minute interval from just
q and T respectively. These last notes were
not fit to be used with just g and § so'asto
make a distinct interval with them nor were
they harmonious to the ear’if ther were
substituted in the scale for the natural 7
and ¥ notes which formed %{Eﬂ" with &,
He thus noticed a natural limit to the pro-
gression he had continued and that a further
continuation of the same prdgression made
the system impracticable. The series of 11
notes in each of these progressions hrgierf
near—the one series to the other. Corres-
ponding notes in the twoseries 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 wTH and IR Gramas
(where, in reference to any one Grama oniy
22 notes were enumerated. In IIFATH the
defective 7 was omitted and in the qqq-
ay the defg?‘fivp_hz{ was omitted, _Bh;rata
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has shown edmirable constructive genius
in introducing these two Gramas of 22
srutis in each and in providing for the use
of all the 23 notes (including &) obtained

by the §a=EEd 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 aIFATH) 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
bairbreadth differences; and some are dis-
tinetiy mrore eatisfactory to the ear than the
corrgsponing ones. It was with a view to
adopt the more satiefactory of these, to re-
place the old 7 Gramas, that Bharata's
Gramas were mainly adopted and for not get.
ting new modes. - The seleclion gives us
only 7 harmoniously intonated scales; we
have & scales for each of 7 modes from the
Gramas, these scales differing in only one
note. The difference however being very
minute does nPt 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 new sense and the old Gra-
mas were re.named the Jatis. These are
the seven Sudha Jalis of Bharata. Be-
gides these 7 Suddka 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 muy be
obtained by dropping one or two notes in

a e;\cc'?ﬁcd way, thus arriving at Shedava
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# been deoiphered by any scholar, There
‘ Isusmtemenl: in Stsupalavadha older than
gngita Ratnakara (being probably of the 8th

these two sorts, he has introduced two 8
sorts of melodies which he names -as
dharana Vikritis (of 7 notes only vari
a few places) and Samsargaja ViZRs
which admit of the addition of a few
notes to the 7 principal notes and 3
ends the ecience of intonation and}
building. The present system has als
founded by bim under the name o-
sudharana. If a thorough going attemp
made to understand and interpret th
nique of Bharata, the result would be
what alarming as then I am sure, g
works of subsequent Sanskrit autho
those of modern writers would ha
condemned in the main and the
proved to have entangled the pub
numerous errors and bad taste. Th
trustworthy author is Bharata and
reliable work is Natya Sastra.

If the whole theory of Bharata
larized there is hope of bringing the
needed improvement in our musical 'n
very near as it will help to solve many
plexing questions through the light i it’®]
on current practice. It will revolutj
the theory and practxce of India
and it will give a very perfect and: 1OTR
music to the world. It is not po ]
give an account of Nafya Sastra
in this short paper as it will reg
sepnrate volume.

The Sixth Stage.

This stage will be that of the Jatli ,
Grama Raga system ; period 400 to 809_
Sangita Ratnakara of the 1st half of
century gives a description of 30:to
these Ragas. Sarngadeva has classﬁe_
formsof Raaas as (1) Ancient & (2) Cu

—_—

ent about the 9th or 10th centuries. The
fags mentioned there is Bhinna Shadja
ghich has been enumerated in the Grama
fagas in Ratnakara. The mode of desori-
Bing these in Ratnakara is the game as that
3 the Jatis of Bharata. So they have been
med Grama Ragas or Jati Ragas.

The Seventh Stage of Music.

g This refers to the classification by Sarnga-
leoa of Bhasha etc. In this system 20 Ragus
uve been mentioned in addition tb 15 Ja-
wka Eagas and to each of these are attach-
B minor melodies called Bhashas, Vibhashas
wd Antara Bhashas; the number of these
isoptional 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.
This group of ragas also remains in dark-
pess uninterpreted and unapplied.

The Eighth Stage of Music.

This may be said to correspond to the
Raga, Ragini and Pariwara system of classi-
fication which prevailed between 1200 to
1500 A. D. This classification was attempt-
by a class of professional musicians po-
Bsessing no great literary ability but who
wanted a classification for practical pur-
poses. The idea evidently was borrowed
rom the previously existing Bhasha mode of
Kassification where Janaka ragas are mas-
tuline and Bhashas, Vibhashas and Antara
Bhoshas are feminine, A legend construc-
led on this idea is that Shiva has 5 heads

He describes these Grama Ragas as anm v %hich produced one raga each. Parvati
There are some of such Ragas in Naraﬂt tdded onc o 1ham nnd thus the eitPuruslza
and ¢ Munduki . S /‘ll. shes  which eve ol ‘; Mgag ;.- na, Foa * Noeo
; ‘ N (,.".‘..;...?.I!
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or 9th century) that such Ragas were cul- '
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admixture of these Raginis with.a Purusho
raga 5 Janya Rugas or Raginis were born
to each Ragint.

Thus the total number comes to 150
(approximately).

There are still & few illiterate and pro-
fessional men who believe in this story and
who maintsin 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 banded
down through many generations through
oral tuition. There were 4 similarschemes
popular, each had some distinctive rhark.
But nowadays this very easy and direct
method has nearly disappeared with its"ﬁne
perception of musical form and usage and
simplicity of arrangement. The ¢ systems -
are named as the Krishna mata, Hanuman
mata, Shiva mata and Bharata mata. Al.
most all sanskrit writers on music, who
wore men of no small literary ability and
many musicians famous for composing songs
belong to the Bkarata mata. As stated above
the arrangement of this Kaga Pariwaera
systemn 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-
pleson which it was buile. 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 ;

_whereas the other systems allow \'nx"! A
-L *“tLodkia spomenclature, improvementsdesl ¢
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.tions the Tesult of which has been the in- .stated in the introduction of Swarad

clusion of many new ragas (and compositions Kalanidhi by Ramamatya who hat_i_ >

of a monotonous and stiff character) built asked, by the chief minister Rama

accordmg to the rules of permutations wijth- Vijayanagar, to'compose a treatise on’ . .

out any consideration of a melody or the with s view to systematise the old eng
emotional effect on the mind of the audience theory and practice of music. Rame

and the formation of new termmology which  has brought nearly 70 ragas under 20 o

o'bscures the scientific and well considered cipal.scales or melas. His melas ard
plan of the originators. North Indian music perly only 15, the remaining 5 ¢comed
as "it is heard even now bears the feutures 5 of them, only differing in having
of ‘this Raga—Ragzm—Parzwara system of TITT and. g'. T, ﬁ":’r{-for the
t'he period described as representmg the 8th and Kakali notes of the formér. The
stage of development The system was Pre-  rence in the melas is soslight as né ;
veiling in a flourishing condmon vp to the distinguished in practice. The other
end of the 15th century as it had emple Pa;  calities 8f which he has treated in his
tronage from the rulers of the North. A'fter are all borrowed from Sangita Rat
that-time, it may be said to have been - de- Butas he has misinterpreted them th
clining as it was affected by new styles of ignorance or deliberate intention, hia

Persian melodies which -corrupted the pure, paq been proved to be of no value by Rl

scre.rtlﬁc tradrtrounl form of the art. It ykatamakhi who came & century afte

kept no record of rules and prmclples OT  The chief merit of his work is the intigEy

of musical composntrons Durmg the 16th  ction of a totaiiy new system of theor

century there was an attempt made to bring  practice suggested to. him by the anf

nll the styles under one scientific method. (ork Ratnakara, and the commentas
Pundanka_ Vrlhala is an evrdenceo{ the it by Kullinatha. Ramamatya has-gi
fact. He was entertained as a state musi- detailed description of the Vina as a ste
cran by three eminent rulers of different musical instrument both for_ the

d) nBStleS and fOl' each of them he wrote & pose of demonstrating musical facts andlg ,

a musrcal treatme Besrdes Puuda.rlka there playing. He has given various meth
wera other autbors like Lochana, Hridaya tuning, adjusting and playiog it.in

Narayana, and Srrmvasn who attempted t0 ent characters. He refers to the,ini

reduce the art into gome semblance ofa wEich wag current at his time. .He h

science. About the same time i.e. 1550 A. D an authoritative,work of his time. (0

an attempt of a similar sort was made in partly no doubt to: themﬂuence of this:

the Deccan encouraged by the Rajas of on the subsequent practice, South' Ini

“Vijayanagara which will be treated in t_he Music did not come under thé. way .o

next stage Of OW l"StOI'Y' ‘ Persian style which has had such &

‘ ",_C" The Ninth Stage. mendous influence on. the. music.:

. This is _characterised by the Mela-Pad-
dhati. It seems that about 1550 A. D. the
old authoritative work, Sangita .Rat'-'nakizra,
hud become unintelligible and there was no
+ other popular scientific book.to keep the art.

.Qf music.fromihopeless docrupkion it is sqdigal bistory s <

theory and practice .into_his own.

The Tenth Stage of Music.

This refers to the music current since
1690 down to our own day and its outstand-
g feature ia the Mela Prastar& Paddhati ¢f
He has written an impor-
gt work, the Chaturdandi Prakasa and he
‘lves a definite theory for the music of his
The important work he has done is
'\ (he Mela Prastara which has the mark of
' harata’s Murchana Paddhati. Out of the 72
das mentioned by him he has described
g 19 as current at his time.
ibas nearly 55 Ragas under the 19 current
He depends on onl y 12 notes in a
ale and has tried his best to prove that
issystem was bised on the 22 Sruti system
L Bharata. The Shullha mala or his garct,
. , is just tha Shiay murcrowna
of the Shadje grom.
@sirngadeva—which is an ecror.
815 been borrowed from Ramamatya wha
s named this as
Fanakangi) which coasists of all the seven
0, It is now known to all
bat the Suddha scale of Bharata
s like the Karahara-priya of the present
The Suddha scale of Ramamatya
lﬁeram4 notes& rr =, f¥ from that ot'
Bharata while g, u’and q only are common
photh. ‘The’same eérror has been made’ by
nother well- known author, Somanatha of
R Venktdmakhl has written
in &’ chapter speclally
fevoted to it,on Ramamatyaa Kalamdlu But
peis not justified in his criticism as, we
Mpust remember, there was a gap of about
% years between them during ,which time
Rusical -terminology
ere changed, as it is quite natural in the
olution of any art or science which are
Oun #Fbicct to slight variations from time to
atcording to the taste and patronage
.- This fact'will be understood
l:ump?arLiLng_-_tlée cu r,r‘eut‘;systenr&iyltlr tha t

venkatamakhl

®

lengthy crrtrclsm

: - - nomenclature
North both for good and evil... Ramami

has done his best to incorporate the ‘ol

whole his' work .is of considerable im
tance and m&rks the tumrntr pornt f - mit
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of Venkatamekhi and it can be proved that
there has been a vast change in the names
and character of the Ragas and also in the
sterminology of the science and we cannot
offer any gnarantee 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 fran bBeing
mi~dirented and from numerous errors
which will otue..... ==sil.it. For “this
purpose I suggest that a scientific treatise
snould bLe gol written by the Academy
which might be safely followed by all stu-
dents of music. I have mysell made an
humble beginning in this direction and
written a small treatise in Sanskrit which
attempts to construct a regular system of
our musical theory aud practice.. For the
present the Sruti chapter is®complete .and
ready for the press. It has:-been-kindly
uridertaken to be transiated into. Englislyby:
a: friend. of. mine.-«.This translation :will
also be ready for the press shortly.. ‘I .now
make an earnest appeal toall lovers of musio.
for help towards the publication of the bool{.;
I hope to place before the public the result
of my labours--of my study“of RA~ uta and
Sarngadeva. The S+.°0 chapter, the tnost
important in Sungita. Ratnakara and the
succecedlng chapters up to the ‘clraipter'on"
the Ruggs have been carvefully and consis-
tently interpreted and God willing, I mean
to publish the results of the stt uly in mslal-

-ments for tbe use of the publrc. T

SR TURP TRl
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Svaramélakaldnidhi is one of the standard
works, in Sanskrit, on the Carnatic Music.
The manuscripts of it are found at Bikanir,
Baroda, Meadras, 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-
nda, though under the pseudonym of Bhara-
dwija Sarma. The latter book contained
at least a short commentary in Maharati.
But & good edition of * Svaramdlakaldnidhi™
contﬂainiug—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.

Ramdmdtya, the autbor of Svaramélakala-
ni-lhi, was a native of Andhraddsa and lived
in or about Bezwada which was not far
away from Kondavit®, in the principality of
which he had & fort of his own and in the

. :vicinity of which he enjoyed the over lord-
ehip! of a large estate of land wached by the
eastern sea. He belonzed to the Todarmal
family ; his father was Thimmamatya ;? ard
he himself was such an efficient musician-

SVARAMELAKALANIDHI.
(ErReweTRi:)
INTRODUCTION
BY .
MR. M. S. RAMASWAMI AIYAR, B. A, B.L., L. T., MADURA.
(Al Rights reserved to the Author)

-composer that he won the title of-l'—
nava Bharatacharya.'® ;

He was associated with Rama Re}
Vijayanagar, perhaps as his ministef' &
word am4tya indicates. His father |
the same title of ‘amatya’ appended
name. But whether the father and
were eve' real ministers, who moul
destinies of Vijayanagar, or were so
only by way of courtesy—we are n
in a position to determine. .

Nothing else is known to us of thef
than his fatherhood. As for the son;_
méitya, he exhibited his person, in hi&}
more as & prolific Vdggéyakdra thi
serious minded politician. All that h
record of himself was:—(1) He had.
the secret of music.! (2) He alone;
others, knew both the theory and
music.’ (3) The traditional lore of mi
herited from his grandfather, Kallap
(evidently, Kallinath, the Commenta}
Sangitaratndkara); palpitated in his
(4) Rama Raja requested hnm, inp .
toothers, to write a new treatise on i :
reconclhng the confhctmg vnews that

- Cf. WTAGHIAFH v A
. m‘&a‘ | Svaramélakalanidhi.
1. cf. qEiaAT whagdfnragatfaa-
wal{—-Suaramélakaldmdht

(A ATATIATAT ST RTET-
n?f*awrmara’a qarataaa ffaa:

TGRSR —Lvid.
3. Cf, This means Modern Bharala,

F—L Cfi‘ uﬂq ?ﬁl SRS

‘ ‘.cf G’I’I Ermm e;zxger mﬁaﬂ 7

wraFTa g qarsiarft s
t—r:rgi:f%r n’

!‘,\e him, in- recognition of his (musical)
,ervices, many a valuable present.!

This, surely, is not the language of a veri.
pble minister, who wielded the might
gmpire of Vijayanagar and who, in the in-
jorvals of his state-business, managed to
grite & musical work also, just as Mr. Glad-
stono wrote his Homer and Vidyiranya, his
panchadast.

Further, a reference to Robert Sewell's
Forgotten Empire shows that Achyuta suc-
eedod Krishna Raya Déva in 1530, that
kadasiva succeeded Achyuta in 1542, and
ihat the latter (Sadssiva) was virtually e
B prisoner in the hands of Rama Raja, at first
gominally his minister but afterwards inde-
pendent.! By ‘independent,’ Sewell should
pave meant that Rama Raja was a de facto
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ruler of Vijayanagar. So he might have
been. But the de jure ruler was, undoubt-
edly, Sadfisiva ; for, a very large number of
Jinscriptions, ranging from 1542 to 1568, re-
'cognise Sadasiva as the real sovereign.?
Why, Rimimaitya himself admits that
Rama Raja helped Sadasiva to regain his
throne.! Hence, it is submitted, Rama
Raja should have been,at least when Rama.-
matya wrote his work, only a minister,
though the king was a puppet in his hands.
How, then, could RamAmAatya afford to be
a minister of & minister?

Further again, Ramématyea'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 Slate-officer. .0

The following Table shows Rama Raja's pedigree, according to R&mamétya :—
Vishnu
Bra{)ma

At|hri
Mc!on
Bmliha
Puro'larava
A;u
Nahlusba
Yiyléthﬂ'i
Bhalrata
Sri Rnn:ganath

| [
Rama Raja Thimma Raja Venkatadri.
(Fig 1

>

L a‘?& famrad azamgwi acarfia-

\é; )
' vlde Sewe]l’s Forgt{len Em;:re~page 109.:

3. Vide Sewell's Forgotten Empire—page 179.

ErEgt | 4 O TEIARGEEEIILN vt

Pty samarfaRrs iy atrerg- . ~es KN
FRAL | FEATA T ST JETe
g |

TTTTI TeALATAR GATAAL GT"(-
o RTRE 1

“ﬁ

t—mrrﬁzm_ T qwmﬁ?m?r-
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But Séwell‘s genealogy
per place in the royal line of Vijeyanagar :—
Timma

Isw|ara

Narasihma

1 taken from epigraphical records, gives Rama Raja b

i was the result. The colophon,® at.its
s clearly shows that Rama&mAtya finish-
pis work in Saka 1472, Sadérana. Year,
gravana Month,-and the tenth day of Nir-
galathara (Sukla) Paksha—all of which
oorfesp°“d to the months of August and
s,pt,ember of 1550 A. D.

. Now, be it remembered it was in order to

| I
By 1st wife By 2nd wife

Vira Narasibma Krishna Raya Deva

Ncc.ncnle some oconflicting views on music
bat Svaramélakaldnidhi was written, as evi-

R | aced by Venkatdri, in his request to his
ange

Daulghter

Married
Rama Reja.
o ) (Fig. 2)

Itss thus clear that Rama Raja belonged,
if at all, to the royal family only by marri-
age. RéamawmAtya only confirmed it, when
he obarved: “Krishna Raya gave his
daughter in marriage to Rama Raja and
thereby enhanced the dignity of the parent-
-hood of daughters "%, History gives usno
pedigree of Rama Raja except that he
was a son of one Ranga and that he had
two brothers, wiz. Thimma Raja and Venka-
tadri®. This Thimma Rasja is said to have
“murdered Sad4siva in 1568 and usurped his
throne'. But Rama RaJa ruled, if at all,
only on behalf of his kmg, Sadasiva. True,
he wae a brave soldier;® but he was over-
ambitious and a little reckless too, with’ the
result that he, presipitated the battle of
Talikota, in 156%:a0d brought about hts own

own way.

available.

" stxteenth cenlury.

ting musicians.

Thimma (Tirumal) Rsja.

I digressed, so far, only to emphasi
;doubt whether Ramamatya was &
‘in fact or only by courtesy. I leave SRS
my reader to determine the question 4%

The exact date of Ramémaitya
But he, being a contempy

He was well ve

Sanskrit and Music;
opinion, he was the best of the t‘.
He wrote many musgR
works, such as, Rdgakadamba, Panch
swara and so forth. g

Of this requlsmon. Svaramal

Aﬁ IR oiher Rame Raja:* The science of music

Sadasiva R, both in theory and practice, degenera-

: ed into conflicting views; let Ramamautri

[ (mmamﬁtya) by your command, Yeconcile

Daughter Jl (the conflicting views) and write a
Married

[new) science’; and as confirmed by Rama
Reja, in his requisition to Ramamatye :
*[n the science of music, conflicting views
M .ve indeed arisen. Bring to a focus all
M (heir salient features and write an interest-
jng treatise on music, embodying threin
iis theory and practice.”

- About the same time, or within the space
of about a- decade after the publication
o Svaramélakaldnidhi, Pundarika Vittala
' Knished his Sadrdgqchandrodayae in North
“ India. Even in that book, the same note of
wmplaint was sounded that the theory end
pactice :of music did conflict with each
Boter and that, therefore, Burhan Khan

e o, 3 Aaa e Ry aeei e T

gt wrgoATiy freat of gt
farat 1

AT fAfata: e aehacar-
AL

msa hmﬁ&ﬁﬁmﬁa—m

and, in Rama§

death. s '_musl‘c
LLE mmﬁagwér aﬁ’tczﬁaﬂ
B wvecql Svaramélaﬁalamdhz
1. Cf. Swell's Forg.men Empirs—age 180.
2. Ct. FAOIA{ISER | F TAUA: weaefy- .
‘ '-"""'*!T(’*\H'l Sv;ram”a’.alrimd/u.‘." ‘“'Tq ‘2{“

Siwall's Forgdlien. ‘B )sreﬁgra ﬂll.-ﬁ ’
m T A

Svaramélakaldmdhz
L ffiazray aga ﬁﬁmz I
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asked Vittala ‘to:reconcile vthen.i.' -Again

in 1609,.the self-same note of complalnt was

resounded when Somanath declared: “1%

write Rdgavibodha "only to- Yeconcile the
‘coflict between science and art of music.™

Even the' recently published Sangitasudha

contains a similar note of complaint.’

A question, ‘therefore, mitural]y arises,
namely, " Why should the musical i views, at all,
conflict with bne another 2" To pul: the same
question sarcastically. “ Why''should the
harmomous - music producé dzsharmany
amongst its votanes "

Because, the old: order changes glvmg
place to the new; and, in the transitian
period, both the orders struggle with each
other—the one anxious to come in and the
other unwilling to go out. .But. wa should
“the old order’ chanﬁe" Here. a td'uth
must be graspéd Into t\\o broad dlvxswnq
science falls—eract and non-exact.. ., The
rules of an ‘exact’ science are mﬂex\blq
and never change with the times. -Hq O,
for instance, was, is, and shall ever be'
WATER and never anything else. But as
regards a ' non-exact’ science, §uch' as for
example maisic, it is always progressive;
and afortwrl its rules do chagge, from time
to time, in order to sun: the growmg
taste ot' the people Each aga has, there-

2. Hrﬁa'ﬂmrgzraratrﬁr é&g vsntmg-
Wﬁ' l
gua H?”N TETY® Grﬁaimsr =
frafn  JToid.
3. éafimamr franad) ssaT T
Lin ool STENet Sadrdgachandra!aya
mﬁzﬁu ﬁ-r'ii Faﬁuﬁqw ?W
R g “ Ragavibodha:
i EETEEAT ﬁn-ram ATATITT: wfi'-
: E’?a-&(-‘l
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fors, its own technique of music to which nique of his age. Sucha rare. excep‘t
the musicians of that age are tied and due to the fact tbat the particular fn

bound. intul
No doubt, the emotion of man is a cons- 8ll the possibilities of the code of ool

tant factor; and it is now no stromger or tion, prevailing in ‘his time, had heerE

deeper than it was hundreds and even thou- hausted; that the orange, so to spt.a;\
sands of years ago. VAlmiki and Kalidas— been sucked dry ; that the period, in;

when they grew cheerful or miserable, he happened to live, had come to a nafE

composed or angry, or fell in love or sang end;and that he had been impelled

of patriotism—were moved as profoundly as ! '
any modern poet. Nor were the feelings formula of music arose, as it woregiy
out of which grew the music of Gopala the ashes of the old. ;
Naik and Jayadeva any less deep thap  To sum up. The musicians of &
those of Thiagaraja and Tansen. But, be . cular age stick, under ordinary oirgll
it noted, in the expression of his emotion, tances, %o the technique of that!

the Vﬂggéyak&ra, be he sncient, medim_val, Extraordinary circumstances occaéﬁ T

or modern, is tied and bound to the techni- grise when a new age sets in with’

que of hisage. Why? technigque of music. Both the techniques
Here, .anot.her truth must be grasped. and new—struggle for a while, .afte

The‘various stages of musical progress are not the old dies and the new flourishes;§

the inventions of the learned few imposed on, still newer age brings with it its own pEEE

and adopted by, the unlearned many ; bu, technique to supptant it. Inall thes
rather, a summing-up and organisation by the of succession, the struggle between th
former of those practices and usages at which and the new techniques lasts only_.gly

the latter had arrived by instinct. Hence, the the transition periods. It is this inevjial

technique of music of a particular age struggle that goes by the nama.of “thel
means and includes the summary of the flict of musical views " which, in the,
music of the preceding age plus the con- of things, does arise from time to tip} .
ventions engrafted, from time to time, The seme truth Mr. Bhatkhande e
upon the original StOCk. by the masses, a8 ed at Lucknow in unother way 3
enabling them to attain an ideal dimly seen music has undergone changes, from 1]
in the distance. A repl musician cannot time, according to the tastes of the»d‘

therefore afford to ignore the aspirations of ages. We thus find the system Prqu i

the people at large, fly at & tangent, and jn Sangitaratndkara of Sharngadéy.

pach-pooh the technique of his age which, considerable advance on that describel
as suggested above, is the natural growth Bharata's Natya Sistra, being more o3 T

of years and sometimes of centuries. stive, more scientific, and erpressiy,
It 4s, however, true that, oft and on, a greater pntional c\:\lture. _A mere gl_t_
giant like Thiagaraja. arises and givea his Léchana, Pundarika, Hridaya Nars,
countrymen nol only a summary of the : o eno
music of the past but alsoa brogra.rp’me for show us that the systems of music p
the music of the future. In that sense, he nd_ed, in these works, mark z.a still f
' rfered with, and advahce and that they conmdergbly_l

may,b ) .
IR 4he musical tech-ggfrom bne 67 810"

ohd Ratnikara. We ourselves are in the
goth century and the system of music, now
ja voRue, has left the other systems far

:jl’\ |
has had the intuition to see and realiggXEm

One word of caution is here necessary.
The changes, referred to, are in connection
gith the superstructyre of Indian Music,
ghile its foundation or basic principle re-
M neins as constant as ever, It is, in fact,
this basic principle that distinguishes the
M ndian aystem from. all other systems of

sugurate a fresh period, in which th ,

- We are, at this stage, tempted to inquire
ghether R&mamatya recognised the progres-
B ;i naturdof music.and whether he enun-
gated, in his work, ‘any principle of
guidance, wherewith he could emphasise
fhe impottance of such recognition. A
gudy of Svaramélakeldnidhi enables us to
spswer bath the questions in the affirmative.
The principle of guidance, ‘spoken of, has
O jon 2lready enunciated though in another
connection but can bear repetition; and it
“ The various stages of musical
piogress are not the inventions of the
karned few imposed on, and adopted by,
be unlearned many; but, rather, a sum.
ming-up and organisation by the former of
Mthose practices and usages at which the
Bhtter had arrived by instinct.”

‘The ides,” conveyed hereby, ShArngadév
in his own way, thus:—"The

@ larned men are of opinion that the Science

fdlows the Art and must respect the current

If any discrepancy arises between

lhe two, the proper procedure is to interpret

| g
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the science in such a way as it can be
reconciled with the practice »?

But, unfortunately, he relezated 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 his hook
and laid such an emphatio stress on it thug
it developed, in his hands, into a star—like
mazxim for all future writers to follow. Heére
is what he (R8mamatya) wrote on the point:
*The Géndharva-music is ever employed : in
conformity with the (inflexible) rules of its
theory. But if the violation of those
theoretical rules, inflexible though, do not
lead to any absurdity, and if, again, the

-contravention of ang of the rules cf praotice

does not give pleasure, but jars, to the ear,
then, the practice of music shall be pref;ired
to its theory. And it is in conformity with
the ‘ practical’ rules of music (as opposed to
its ‘theoretical ' ones) that the Gdna-music
prevails. In his chapter on t{nstruments,
Shairngadév, well-versed in music-lore,
argued that the practice of music was more
important than its theory”.3

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

FTEAIIT TGTTHY |

Abobala, and Srinivass will be enoughl

awt@_mﬁt& AT ATRAT

Lot TATERTITAT T qIT=ga 1
. ﬁ ‘...-a f: 2‘“ :_“"

(Science only follows Art; isn't it ?9)

TWTHEDTI TAGSEHATARH |-
qQREATISTT SETT TAT A gy )
TEATGHATIAA T &S1F T3 )
RFTETTETA AT areg R )
T SIS ArATeATd &R I
, . Svaramélakalanidhi,
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Let us proceed to see how RamimAcya.
apphed the principle of Lakshya to the
development of his musical syetem

Before so doing, ‘we_shall first get to
lmow which system of music he took up for.
modifying and bringing in line with the
Qondltlon of his own times. Even a cursory.
glen_ce at his work will show that he refer-
red only to Sharngadéva's system of music
and: made it clear that he proceeded .to.

modify and bring that system alone. {n line-

. with the condition of his own times. .,

.. The reason is not far to seek. .Almost
all the musical works that are now coming
juto prominence—such as, for. instance,
Sadrdgachandrédaya, Régavibodha, Sangita-
darpana, Sangétasudhé, Chathurdandiprakd-
stka-"Sancitaparijata, Sangitasérémrita, Nag-
mrt-e-Aspti, Sangitardgakalpadruma, . and
;Laks'ltyas_angitam—came successively one
after another, but (mark!) only after the
time of Svaramélakalénidhi; and RAmA-
métya had no other work to criticise before
him than Sharngadéva's Sangstaratndkara.

. No doubt, Bharata's - Ndtya Sdstra and
Narada's Sangitamakaranda had been in
existence long before Sangitaratnakara. But
ewdently, ‘Ramématya- did not mind the
former and oould not mind. the latter;
the one lay involvéd in a debris at” Ga.dwal
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.

Could then, at least Lochanakavi's Rdga-
tarangini have.. come to his. notlce 2 We
have no deﬁmte answer.{o glve
date “of Rdgatarangini is uncertain, inas-
much as its misleading colophon appears to
point to the 12th century, while its reference

1 cf. nﬁttm'?ﬁra'r %acn-frmﬂ@ il
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for, )

For, the

to Vidyapati points to the 14th centurgJiNg
even later. Even assuming that.the boo)
before him, we can easily conjectureth
should have brushed it aside; for, it Wi
out.and-out North. Indian booki;and
with the Hindustant music, having Bk
as its sudha scale, as opposed to Kan
(Mukhéri) which was the sudha-scal
of ShArngédév and Ramﬁmatya

: ‘ommentery thus :—

o | T

. Finally, RG.mAmatye. did not oh" po tabulated thus :—

\fo same Sudhe-svaras, which were how-
orer clearly explained by Kallinath in his

N AT ATAIat | ErAdaaEet
R famrrifgettar |

i (5. Ma, Pa, have each 4 srutts; Ri and
W pio, each 3: ‘and Ga and M, each 2).

The Sudha-evares, which were common
ptween Sharngaddv and Rim&maiya, may
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Sangitaratnakara.

On the other hand, RamAimatya worked
up his 7 Vikrita-svaras thus:—* How is it
that only seven Vikrita-svaras are given
here (i. e. in Svaramélakaldnidhi), while'
Sharngadév mentioned, in his Ratndkara so
many as twelve? It istrue 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 consideralion, there does arise
a difference in sound, as regards the rejected
five Vikrita-svaras. Although the theo-
retical method of taking or leaving the
preceding srutis points to the seid diffe-
rence, yet, in practice,' especjally when the
keynote is taken -into account, the said
difference disappears. I shall tell you how.

Madye.ma the 13th, Pancheme ;

ch; regards
17th, Dhlnva.tu the 20th and Nxsh ’ harngadév and Ramémitya differed from
:.’nd " tach other. While Sharngadév

Bl us so many as 12

It must here be remarked:that the
quoted above, is that of RamamAt
that Sharngadév has not got in his
even & similar, if not the same, one, KA
in an elliptical way, the latter pointe_

Wil out the remaining 5.

varas thus: —

refer to Matanga's Brikaddési, as_; ‘ Tnberof
gaddv had elready done it.. In f » %rutis Sudha-Svaras.
openly declared that he had no.de 1
unnecesssrily tread on the ground, 9
covered by Sh&rngadaév. 3
4 Sa

The first point of conflict between Shi 5
gadév and Ramamatye was wrth refe ) ? Ri
to the Sudha-Vikrita svaras, At uny i 8
both of them agreed with regard . t 9 Ga
Sudha-svaras and allocated them l(l)
thus :— 12

13 Ma
aa‘g: yamE: Gaqumﬁwa l 14
AT MAREIE TG AR ] 15
16

oe: gEgTAigea faahga 1 17 Pa
mﬁw@ﬁvw SRS R 18

P 20 Dha
R The svdras anse from the smtu $ 21
a way that Shadja takes the ath 22_; tivr CTE Ni. o
the Vma, Rishabha the 7th, (xand i

the Vikrita- Svara.s, both

. R&mﬁmﬁtya found only 7, inactual practice,
Mud therefore recognised only those.7 and

Sharngadév worked up his 12° Vz/;rtta-

FrFfrEaEeaTERy saqrEarn |
5 ngﬁk‘gmf%:%xrq;'anzaf%f&?am:m '
R RRANA Rarger T TATE_M

presented
Vikrita svaras,

Achyuta-Shadja does not differ from Sudha
Shadja; nor does Achyuta Madhyama differ
from Sudha Madhyama. Vikrita-Rishabha.
does not differ from Swusha-Rishabha; nor
does Vikrita-Dhaivata differ from Sudha
Dhaivata.  Vikritu—Panzhgma, which is
taken from Madhyama$ruti does not surely
differ from the other Vikrita-- Panchama.
Hence, under the category of the above-
mentiened 14 (Sudha-Vikrita) Svaras, no
separate mention was made of these five
as they had effected

svaras, inasmuch

L That is, Accordmg to the Prmc;ple ode’Lahya. B

P R T R

el e A e
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a merge'r. as indicated abova. We
shall emunciate the 7 Vikrita—svaras
by mentioning their names:—(1) Chyuta
Shadja (2) Chyuta Madhyama (2) Chyuta
Panchama (4) Sddharana Gdndhdra (8) An-
tarq Gandhira (6) Kaisiki Nishala (7)
Kakali Nishada. Chyuta Shadja .is the
name given to that Shadja which gives up
its own 4th srul and tekes the 3rd one.
The same rule applies equally to “ Chyuta
Madhyama™ and * Chyuta Panchama.” When
Suiha-Malhyama takes the first Gdndhdra

1. Cf. AITATHL TrLAZAT AFaw: Ty |
BT Faxgaaas it I

SAZIAT AFIFITTATATIC |
FEITCAAATET FETATRITS T I
srarogfadanmy v y:amfaa |
gtaRAreraiacraifrzaraang |
gaErey gy frasar |
aftegaaay qfe e
araregfifgmmgeaad @ fay)
w3 Ty Y Jeaseaat freeax
PRI gacgErg TRy |
FSGAA AN FITAIATRIZRTA N
FEIIHRAFAHETI T gaa73q |
i ggimariaisay |

AAEIGUTACEFR: THEG: |
fagaagarsmasme=ga g

. atmsrg’m%g qu%;ﬁadraz:. '

JAgdeaTAERaRaNaar .,

sruti, it is called " Sddharana Gd .H:,_
but when the same Sudha-Madhyamd S
the second Guandhdrg-sruti it goes HINNE
name of * Antara Gdandhdra." When, 75508
Sudha-Shadja takes the first Nishddel '
it is ~alled (by expert musicians)*, 5

Nisha 2." When, however, the same}p

Shadja ‘akes the second Nishada .é 3

goes by e name of * Kdkali N o,
Thus, the seven Vikrita—Svaras hl.v LN

described.”?
-3

¢ B
(

TR TTCOHTITA S7a IR
TR s T sarT: 1

Renagdterarasfa T

qa’imwraﬁ?w»gdmrs&m !
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We cfosely trod in the footsteps of both Shirngadév and RamAmAtya, only to corre-

formulate the following table and

Vnkﬂm Svaras:

rightly determine their respective Sudha

1| 2 31 4
yumber | g apa. Vikrita.Svaras Rimaméitya’s

of Svaras special

Srutis Sharngadév. RimamAitya. Nomenclature.

. /__ !

1 Kaisiki Ni Kaisiki N¢ Shadsruti Dha -
b Kakali Ni Kakili N
3 Chyuta Sz Chyuta Sa Chyutshadja Ni
4 Sa. Achyuta Sa
5
b .
7 Ri. Vikrita R¢
8
9 Ga, Panchasruti R¢
10 Sadh&rana Ga Sidharana Ga Shadsruti R¢
1 Antara Ga Antara Ga i
12 Chyuta Ma Chyuta Mg Chyutamadhyama
13 Ma. Achyuta M Ga’
14 .
15 Vikrita Pa ¢
16 Kaisiki Pa Chyuta Pq Chyutapanchama
17 Pa, ‘ Ma
18
19 .
20 Dha Vikrita Dha

-2

22 Ni. Panchasruti Dha

N The fourth columa of the above table
“RaomimAatya’s

nemely,

special Nomen-

T BT vganwwsq} Y
gIEAIAE T Ry
TN ST TR -;_
uﬁmwwmﬁrzzrgwr&a
:mzrrjmﬁm’rqf‘afm
g% Rrwlagren: a\'f?:anﬂa?(
fatarg: jmmaau:jf% 1
gxrF&fanrs: z’xrqaemﬁraf‘ ang

 Svaramél aka_l anidiig

clature” was drawn with the
the following versee in the text:—

help of

qria: |

3
AmiaCTiorR R s fagx
sETTREQSR ATEaATiiaa: |
TS T RraTaaer fda
VAR T TTE T |
vg?frrwmﬂmt gureaftraasar i
VATTARTIYS R (R A AT |

"' l. “In fulfilment of a usage, [ shall now
Ention a few difterent nomenclatures to some
dlhese 14 Svaras. obtaining elsewhere,
tount of its ‘identity with Nishada, Chyata
Fadja is also called Chyuté Shadji Nishadq.
" account of its identity with Gandhara,
called Chyu
iy ama Gandhdra. On account of its 1de.',/,,ltt;rl
) ith Madhyama, Chyuta Panchama is  alsog
Panchama, ‘-Madhyamw 5 1nas

byuta  Madhyama is also

ld C

FEATRY: F AT STSTATIANGH: ||

T S ARSI T ATCRI TR I~
T Mieqa seaTar: gayfemnaea: i1
QETIRHT I EATATT RIS |
FEATTEATCE: TTHEAS: TOIIAFTH: |

T RRTY ATAT ATy e |
TR Rrw L ser AT far s il

much as Rishabha is, tn practice, known ]to
1dent|fy itself with Sudha Gandhara, the latter :
is also called Panchasruti Rishabha. When-
howeveg, Rishabha identifies itself with
Sidhirani Gandhira that (Sadharana Gand-'
hara) is, tn practice, also called Shadsruts:
Rishabha. Likewise, Sudha Nishada is also’
called Panchasruti Dhaivata,  and ;Xalsiki-

Nishada is also called Shadsruti Dhaivala., ==
TIPS areeenitot gy
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Having learnt the points of agreement
and disagreement between Sharngadév and
Ramarmatya with regard to the Sudha-Vikri-
ta svaras and having noted that, in all
cpses of disagreement, Rim&mitya invaria-
bly invoked the help of the principle of
Lakshya, we shall now proceed to deal with
the mext question which happens to be
five-fold:—

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

(2) Wherein lay their importance ?

(3) Are they extant to-day? If not, why
not ?

(4) What, if any, are their modern pro-
totypes ? and

(5), 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
30 called? No doubt, the time-hoaored
verse, transmitted to us from author to
author viz:—

TR ITIATTGARTALTAT: |

i&f&qrmmr&&sﬁawﬁﬁa‘} I
1. Vide. Fig. 3—page 17. (Svaramélakaldnidhi.),
sums up “ the Rule .of Sudha-Svaras,” acc-
ording to: whlch .the seven Sudha notes
were Sa, Ri, Ga, Ma. Pa, Dha. Ni,” .made up
—as they were—of 4,32, 4,4,3,2 - Srutis
respectwely Or, as RAm&AmAtya 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 techincally called.

Sa, Ri, Ga, Mg Pa, Dha, Ni, respectively.'

. But the question is;: How.did those Sparas .
alone come to be called Sudha-svaras ?

One explanation that is put forward, is that
tilose seven notes, which formed, #s.they

even now form,
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“were derived from stringed ins, |

- geat, lost its sudha-character and

the scale of Sdmag(inam

,} ql the F;,. 3 Page 17\ Th g G

SN *the Rdga System, 1 which its .author
Rjally built. ‘A mere glance at those
wsts will show that one and  all their
ahors spoke of their Rdgas only in termsi
Sudha—svaras and also employed there-
s the Sudha-Vikrita phraseology. Take,
w,nctance, Srirdga, of which RimAmatya
rote:—* The Méla of Srirdga consists of
gese seven Ssvaras, namely, Sudha Sa,
,,,.,,).asmi Ri, Sadhérana Qa, Sudha Ma,
gdha Ra, Panchasruti Dha, and.. Kaisiki
n§Surely, none could understand this
ind of description without- a previous
hrowledge of the meaning of the terms.
pployed  therein. Hence, the " Sudha-
firitc Svaras of our ancient authors
B med, as it were, 8 key to open, and see
ourselves, the rich treasures of thejr.
lgusical systems.

were called Sudha-svaras, becuuq
were used in singing the pure muMH
Sama-Véda. Yet another

point of view;? and almost all the’s
terms, which referred to Srutes and

up to a certain point and, then, e
tones and semitones. This later
tones aund semitones) was, in th
position of the frets, known ast

our ancients, was called Si
remained in its appointed positio
made up of the exact number
assigned to it; that, when it. left
its sratis or took any sruti frotn }
ceding or succeeding note, it -heck
Vikrita-Svara; and that, some(f
Swiha-svara, though it retained AG

W Aro those ancient Sudha-Vikrita Svaras
plant to-day ? If not, why not? What, then,
the modern Sudha-Vikrita Svaras? And
hat part do they now play in the nctual
actice of music ?

These questions may be grouped toget.'l;ler
B discussed as such. Now, the ancient
dha-vikrita svaras dre not extant to-day.
uge, they had been, as already said, look-

a vlLrua, when it 1dst any of

1, Raga was, as lt even now is. the .qu of .
fian Music, The sruhs the' svaras, and even
Melas form so many means, while the ragas
e form the end. Even the compositions and
various types are 8o mhny Raga—mamfes-
, pethaps with the additional elements of
thm and poetry. Hence the determination of
Ragas and their Lakshanas forms the main
¥ the sole, portion of our my sical system

a view to understand the real natbrd AN
country, so too,a musxc student “IJ

; e EC S qamﬁmzm. V
ETERNR T T A
harf%*namﬁm fammz=: 1
. . ‘l?r m*a(gv. rrm'{uam ‘N

’ Svdramdala]amdhu
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ed at.only from: the: Vina-point of view,"
while their modern prototypes have had u;
entirely different principle ito stand upon,'
Again, the anoient Sudha-Vikrita system-
was based upon Bharata Mata which, accor.
ding to Mr. Clements-and his mformerMush-
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 interpratation to view it with. -

The last point requires explnnation.
Three different authors, RAmaAmAtya, Ahs-
bala, and Bhatkhande, chose the same,
Sudha-svaras from the table on page 17§ for
their sudka-scale and, yet, arrived at three
different, ragas viz, Mukhari, Kdphi, Gnd
Bilaval corresponding respectively to Kana-
kangi, Kharaharapria and Sankarabharanam
of the Carnatic Music!.

A question, at once, arises as to why the:
self-same Sudhg-scale, formed out of Sa
(4th sruti), Ri (7th),  Ga (9th) Ma (13th),
Pa (17th), Dha (20th) and Ni (22nd).

- ¢

: Whereas; in Bharata Mata, | the freh
wer;e sp arranged as to give, as far ns possible.
the exact scale required; in Hanumanta Mata
the increase of tension is one of the chlef means
ofgettmg the right notes.

4.0t ﬁwﬁ@mﬁamﬁw |
T AEEIHT gartetRa: t

IALERE Hmwram@amf}q&% "
Fzg'wm“wmr giomafredarg)
| AETrerdie: g gl
Lakshya Sangita:
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.

)
gave rise to three different’ Ragas. 4th Srulf but also anything above or}

Mr. D, K. Joshi made an attempt® to answer no clue presents itself to explain wh Yo

it and observed: “ Suppose a man in Bom- different ragas are said to emanat
bay buys a seer of sugar and a man in omne and the same Sudha scale.

Poona buye aseer of sugar; they will find In this connection, Mr. Clements 18

that the quantities of sugar, though ideati- to the confusion created by Rama,
oal in having the name seer, in each case R&mfmAatya follows the Bharata -
" differed in their weight--Bombay seer being an endeavour to place his svaresamon®
weighed 28 Tolas and Poona seer 76 Télas. 22 srutis. There can be no doubt, £ro

If -the quentities of sugar differed in their ragas he gives, as to ‘what his sv :
valne or weight, why ehould they be inden- We can here put a finger.on; the;
tical in having the same name ‘seer’'? The error of the Carnatic Syste'm..-
answer to this.question is sure to satisfy R, in a vain attempt to follo
the question suggested in our case. And I gratnakara was callede note of.t
think the answer, in both the cases, isone and Sudla Ga, s note of two sruti
and the same. It is CONVENTION.™ on. It is obvious why the out-of-
Kanakangi was seized upon. Hay
founded Duvisruti Ri, with . Thrisrut
originator of the modern Carnati
looked round for a scale which gave

Apart from the vibrational values® which
Mr. Joshl ga.ve each of the Sudha—svaras of
each of ths three authors he selected viz,
Ramaméatya. Ahobalas, and Bhatkhande, the
analogy thathe took, seems to be a little
unhappy and does not, I fear, strengthen his
position. In the case of seers, there is a
clear difference, according to Mr. Joshi, of
48 Té5las between Bombay and Poona. Even
iin South India, there is & wide difference,
in quantity, between the measures of Madras
and Coimbatgre. Whereas, in the seer
or nmeasure, 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 Kanakang;,
Mayamalagowla, Khara}larapnya, or
Sankarabharanam, the original stock of the :
Su.dha scale glves Sa, Ri, Ga, Ma, Pa, Dha, val, have corrected this term to Ch
'1\’;, respethvely srutis 4,3,2,4,4,3, 2

Otherwise, RAmimatya's erratic te’ch'
Jnless,. therefore! the .4th3 rutt—-to
Ry [

,-'has bien_accepted w1thout demur
one,’ fo;yau la=—doe :ea.n ot"* susged if‘}&.“;m’é ‘
YRR ikTig) n-?-'ﬁmn ) 1) fT et "‘-" balians L6

'.‘" r.¢ Jovh‘;?f‘-' v1bratlon3 |

5 srutis from Sa; having wrongly
fied it with the Ga of Kanakdngi,)
matya felt compelled to call that Ka '
Ga, Panchasruti Re, Modern mus

To day, there is noscale such as a Sudha-
gole, unless the first Mé’v of Venkata-
m,khi's system ocounts for such.
A st Mla (Kunakdngi), Purandra Das chose
1o drive out of the field in favour of Myd- All the three, I fear, overshot the mark,

ments remarked:
gankarabharanam

N entirely free from this defect.

l of the musicians,”

d Mr. Clements and observed: ™
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N From all standpoints of view, the ancient MavAmAlavagowla *
(heory of Sudha-scale vrasgiven up, asbeing
' Pmcnoally useiess for the modarn require- BCD®EFGA™ BC

| |
i
Mukhari (Kanak&ngi)

wrote, by way of explanation: * B to B form

Even that M‘Lfkhdﬂ and C to C is Maydmdlavagowla.”?

inasmuch as the Mukhdri of the above figure
points only to Kharaharapriya, wherein alone

of this * Maydmdlavagowla,” Mr. E. Cle- Ga (D) and Ni (A) are Kémal or flat, and
“I am notin favour of 8urely not to Kanakdngr, whereln Ga and Ni
Sudha scale. are really conspicuous by their absence
Unscientific writers put Bikag in‘the same though-Ri Tivra and Dha Tivra are made tt;
B amily. We do not want any ambiguity in falsely personate them.
Maydimdilavagowla is
Further, to The trend of the modern view is'-thal.:
N (dopt the Mdydmdlavagowla scale, as the while Bilaval is the Sudha scnle.of Nortl;
Sudha scale, does no violence to the feelings India, Mdydmdlavagowla is that of South
Here came Mr. A. H. India. But, be it noted, that, as a matter of
, to  help fact, neither of them is the Sudha scale in the
: Mdydmdlava-  sensein which ourancient writers held, viz

3 powla only developed from MMukhiri by way that its seven svaras had their respectiv;
of modal shift of tonic, as in the case of the sruti numbers 4, 7, 9,13, 17, 20, 22, but that
. modern Greek scale.”? And here, again, the elementary songs have been tradition-
“‘ gMr. H. A, P_op'ley.a.mpliﬁed that the modal ally taught to the children in those ragas
(R thift of tonic was made by one semitone Such traditional teaching began, at first as;
fl higher and, having illustrated his point by a matter of convenience or imclination ; i)ut

thg following diagram — : '

then, it took root by force of habit.

Vide Mr. Clements's Ragas'of Tanjorc p. 15.  Hindustan p. 120.
Strangways's

Music  of 3. Vide Mr. Popley 8 Muséc of India p, 43,

(To be continued.)



THE TAMBURA AS A SRUTI-ACCOMPANIMENT IN INDIAN MUSIC}
BY )
PROF. D. VENKATASWAMY.

Of ancient origin and remarkable tone-
quality, the Tambura is e four-stringed
$,usical instrument used solely as a srutt or
¢ one accompaniment in Indian music. It
zonsists of a hemispherical shell, with a
ﬁat top, to which is attached a long hollow
.'Jaft, thefree end of which carries four keys
@r the adjustment of the tension. There
% e two bridges ; & massive one atthe centre
ot the flat top which, for reasons explained
@ rther on, may be called the active bridge
¢4 the other very near the keys. The ends
being fastened to the rim end of the flat top,
e Strings pass through four beads, thence
@erssing the active bridge, pass on to the
osher bridge at the end of the shaft and the
koys. The beads by slight movement along
1®a length of the strings serve by their
ngssure against the top to bring about
spaller variations of tension too subtle for
tce keys.

# Phe two middle strmgs are tuncd to the

;’-“W or the leading note, thé two at thesides *

ing the Panchama and Shadja of the lower
octa.ve. The instrument is played by pluck-
i the strings one after another beginning
v§*‘h the Panchama and ending with lower
Shadja at about 2/7th of the vibrating por-
tion from the bridge. near the keys. A
¢ .tinuous repetition of this process with-
o't*- break constitutes the srutt.

i"he resulting drone which is exceedingly
powe-ful without being harsh, is the out-

come of the masterly de51gn of the body »

_ ‘,mmansed in this paper. The peculiarity

., that the string rests on the active Dbridge
lhmuuhouc its entire width of 1.5”. The
(rings 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
pit of wool or cotton thread is slipped and
poved slowly away from the vibrating side
frequently sounding the string and stopped
B just where a sudden change in tone quality
Bl ccurs. In this position the string passing
Nover the ‘ Jeevd’ lightly touches the bridge
M.t & point before leaving the active bridge
g0 that, when vibrating, the string gets, very
pear the end, a series of impulses with the
same period as the string’s fundamental.

size and extremne lightness consistentl
good strength, '

Secondly the drone is never monot
havidg a peculiar charm of its o
variety that entertains and a colof
atiracts. This characteristic is attrlb .
to the host of clearly discernible ha
broughtmto prominence by the ai

“ Jeeva™.! *

To the artist these harmonics.
continuous guidance for all the notes‘iv ;
intonation, besides the tonic, the ﬁf
the octave.

We have to account lastly for 1
markable tone-quality. This is in p
to the great length and extreme thi
the strings subject to great tensions
far the most important factor is the,
bridge, which admits of the introductigh
the ‘Jeeva,’ a device whose acti"T
unknown. till recen(.ly. to the ;

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 bourse of this article, as the
S subject matter turns wholly upon my own
perscnal expenences At the outset, let me
make s few observa.tlons about Hindu
music in genera] which has been characte-
rised as spiritual by Dr. Clarence Dickinson,
Director of Music and eminent organist of
New York. He describes music as a
“veliicle for man’s spiritual response to the
Eternal,” and in a lecture called particular
attention to ‘the spiritual power of Hindu
music.” *The Hindu Ruyus™ he said,
“have spiritual moods.” ‘Spiritual,” should
not be taken here to be the equivalent of

metaphysncal " as some Englishmen are

2.5" across them. This active bridg
the subject of an enthusiastic stud
Sir C. V. Raman, D.Sc. F. R.S. The r
of mathematical investigation of th
tionof ‘.Jeera* as first taken up b
Kar 1 dad ﬁua.l]y completed by

MY MUSICAL REMINISCENCES
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On this basis the theory worked out by
Messrs. Gunnaiya and Subrahmaniam
predicts a lowering of the fundamental and
aProgresswe increase in the strength of
the ha.rmomcs 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 meo in the preparation of this paper. f
have also pleasure in acknowledging my
indebtedness to a previous contribution
entitied, “ The Tambura and the function of
Jeevali,” published by him in the Maha.
rajah’s College Magazine, Vizianagaram.

MY MUSICAL REMINISCENCES. .

By
MR. T. LAKSHMANA PILLAIL

rence to the existence of, or a belief in the
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 ‘instrumeant
like the Veena, Itis. 80 abstract, ethereal
and other-worldly, that we ;eem to be llte-
rally transported, in a quiet and unobtrusive
way, to e region which is so 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 énough if a man has for
accompaniment the Tambur alone which is
purchaseable (or can be made) at a mode-
rate cost, or, even a beggar’s musical instru.
ment with one string will do, or, he may

even smg'\thhout ‘

1m w\lﬁle
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oo BrenBzs,” and by singing it aldroitly hospitable door to whomsoever was inclined
(d in the three Kalas, would quickly to listen. He played very sweetly and was
{row his opponent into such confusion by particularly successful, when elaboratin
e vers complexity of its phraseology, ‘if 'rag}as. in raising the apppropriate atmos!-
qat by the brilliance of its melody, that here of emotion. Many a time have I beepu
pothing but immediate submission would raised to Elysian heights by his nimble
ave ‘him from ignominy and humiliation, touches on the divine instrument which he
This pallati, however, was the last weapon *‘ waked to ecstasy.” He disliked too much
i his acmoury and he would not resort speed, artificiality and excitement, as he
| it, except under extreme pecessity. The felt these to be disturbing elementa’in the
Malayalam and Sanckrit compositione of creation and maintenance of the right
q. H. Swathi Tirunal and Ashtapadi slokas feeling. He was the founder of a st,yleg if
| \ere familiar to him; and excluding nota school of playing, aud had nev;ral
i £ arams and Pallavies, these for:ned the followers and imitators. He knew ver
stock music of the day. little, and cared to know little, of currenyt
The next Bhagavatar whorm I knew and politics, and was free from the worries
d o whose performance I had constantly vexations and disappointments that follow"
jistened, while I was in my teens, was the the pursuit of ambitious ends, 8o’ charac-
B clcbrated Vainika, Sitthu Bhagavatar of teristic of modern so called civilised }jfe
Trivandrum. He was a Brahmin of Suchin- His life on the other hand was peaceful.
gram, of fair complexion and handsome serene and contented to the end, and h;
o appearance and guiet and gentle ways, lived to the grand old age of 85. Through
g who was a court musician of the Trivandrum his unalloyed attachment to music and to
paiace. With a pay of Rs. 12 (whichis the Veena, he succeeded in passing through
dqual to Rs. 25 of the present day), the “ cool, sequestered vale of life,” on the
‘ vesides sundry other benefactions, he whole ha.ppily, with but one misf.ortune to
lived a’ simple life, with few nacessities darken it, and that was the loas of bis only
{» trouble his restful mind. The saying, son, a gilted young musician at the earl
"man wants but Iittls here below", was age of twenty-three. s v
well exemplified in his life. Once, when Next, I shell narrate a few of the musi.
W L pupil of his, after regular training under cal experiences I gathered when I was de.
Lim on the Veena for threc or four vears, puted to Madras as an attachee in the year
brought him a remuneration of Rs. 400, he, 1886 to be trained in the British system of
‘wi!h a noble self-denial, declined toreceive accounts. After office work, I used to meet
it, merely adding, ‘I know sour father is law studentsof my age, sing songs and lis-
ot well-to-do and cannot really afford to ten to songs sung. One day I eang
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Hindu. That the Hindu may have an have taken place, of which I have persolif
occasional dip into the beatific ocean of or hearsay knowledge. For instance, “Sit8
sound (sralsvwi), or a pre-taste of the celebrated musical combat betweea Mt
Eternal spiritual existence, by such simple vaithi [yer and Raghava Iyer, before
methods, despite the stark poverty that Aylium Tiranal, Maharajah of Travanc]
stares him in the face, would in fact seem the duel between the famous pi- )
to be a compensation providentially Anayappan of Tinnevelly and Singara 1
arranged for him. of Kumbakonam, and the encounter betw;

In this connection, I am tempted to refer the two great violinists Krishna lyer;
to the condemnation of the harmonium by Tirukkodikaval and Mahadeva Iyer}
gome musical organisations. To condemn Trivandrum, will have to be described.d
the harmonium and pass resolutions in famous meeting of Govinda Maral
paper against it, seems very easy; but then, Travancore and the great Tyagayy
who will undertake to supply an instru- Tiruvadi, between the latter and Vadi)
ment like the Tambur in sufficient numbers, Nuttuvar; and a glance at the glorious d
to suit the popular demand for a drone of H. H. Swathi Tirunal and H. H.
imstrument that is sure to arise, if the um Tirunal, Maharajahs of Travan
harnmionium is withdrawn? For, it cannot Wwould, I believe, he all matters of interestR
be doubted that in South India parti- tbe musical public. -
culatly, the taste for music has spread Before dealing with these subjects, I may
much wider among the massesin these days note down my peraonal and- individugl
than in the days of the Tambur alone, and experiences with some of the music
for this the harmonium and the gramaphone with whom I chanced to come into cont
are alone responsible. The harmonium is And first, I may refer to my own Guru
always ready to hand for purchase, whereas was my first teacher in music, when I w
the Tambur has almost become a curio, about eight years of age. He was a N
Hence it would be thoughtless to condemn by name Pappu Pillai, of Parur. He’
the harmonium before some other suitable 2 blind man and a Bhagavutar by profg
drone instruafent is made available in sion. He commanded an agreeable an
sufficient numbers at the market. Of the same time impressive voice, which
course, as an independent musical instru- training and exercise, had becomo adm}
ment, the harmonium has no place in rably adapted for the singing of Svara
Hindu music, as it is (incapable of and Pallavies. The Kirtanams which he &8 ]
producing the graces or gamakas which were almost of local origin, as Tyagayy.
form the distinguishing characteristic Kirfanams were only just finding their wily
of that music. Neither can the harmoauium into Travancore then under the auspices] r'v
act as an accompanime 1t to Hindu vocal his disciple Kannayya Bhagavatar who h#& lose this sum. Take it back.” He merely H. H. Swathi Tirunal's & e .
musie (zpavadyam) for the self-same reason. been made a Court musician in the dayS;gll took one rupee as & Guru Dakshina in o Ketharagowla (:’#U'l‘lrag:“composm.o& n

In describing my reminiscences, [ have~ H. H. Swathi Tirunal Maharajah, Papp] trul¢ religious spirit. Is not this nobie act " Devamamayi®, and thi ar),l beglnmnF
to traverse a wide field, such as an account Pillai was a terror to most of the Bhag#g)worthy of imitation by many better-placed ful song arreste‘d e :: suTlp e and beauti.
of the ways and idiosyncrasies 'of the vatars, inasmuch as, if any ome dared fen to whota Mammon acts as a God. He ents, and it was a kedat e';m’“pf the stui.
musicians to whom I have list:ned from set h‘imselfagainst him as a rival, he woulgl" uted to play on the Veena three or four OVel"again duily S;hez ) sufns over a.nd
g.i’,‘.Y yf.’.l’t_h’- ?,‘“.i;?l*‘?;,’..‘-?'?f‘i“- AL circums. takoup his favourite p il times a day at fited hours, was not troubled this song was so0n whispee::dli)n::yt;;n?"s
{ances’sl tho. yirions fusibal § dusly thatgiolucrdsus o sasternilacy Sy vt Snrgother <gires L ind gopened his ol ond Y7 diausthaBastridhio i S

anxi%'- . th.‘?'tt B/

A
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noisseur in 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 Sishagiri
Sastri M.A., Superintendent of Sanskritand
Vernacular languages, Presidency College,
who was a great expert both on the veena
and on the violin. When I sang * Devama-
mayi” to Vydianatha Sastri, he was much
taken up with it, and he introduced my
name to Mr. Seshagiri Sastri, Intwo 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 he was a great authority.
It was he, I believe, who disco7ered among
the .Dravidian languages a law akin to
Grir,nm's"la.w by which allied words may be
trased easily from any one of these langu-
agesinto another, Besides,he was a great
sanskrit scholar. As soon as I entered his
roon:, 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
gcholar and artist. But it proved <that he
was a man of inborn courtesy and that he
bhad real reégard towards the votaries of
musie, be they great orsmall. When Isaid
that I came'by’ the introduction of Vydia-
natha 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 preduced -were splendid and
ghowed that Le must have had persistent
and life-long practice onthe Veena. When
at the close [ expressed my opinion that I
had never before heard Veena performance
‘of suoh a high order, he was so modest s to

.'&ecline the comblim -nt and say, " If you
{ _&:enaist.» _K'a;ly‘a(vi'a:;

hsdjslistehed proccen
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R jecial facility and skill than he did on the
f veona. " How,” thought I, * did this man
panage to get such mastery over both these
pstruments,when his whole life time must
pave been devoted to the study of English,
ganskrit and all the Dravidian languages
put together 2" It was really an enigma to
pe. The three hours of this entertainment
seemed to raise me to Elysium, into a beauti-
ful, yet unseen emotional world. Such
wstatic joy I tasted for the first time in my
BRiife. I thanked the performers for their
Elindness, but they vigorously declined my
Mlhanks, saying that, es a return, I should
sing before them another day. This request
look avay my breath for the time being,
1s I had been overwhelmed with the feeling
of admiration for the magnificent treat I
bed. 1 then said, “How can I venture
M 10 sing before such great masters of music
B victout feeling nervous and so committing
bunders ?* But Seshagiri insisted on my
M singing, adding that any mistakes which I
o nicir: commit through nervousness would
Qbe-i:i1dly condoned on account of iny youth.
B0 no excuse that I pleaded could save me,
) thus I agreed to submit to the ordeal.

you ever heard Kalyenakrishna _f, :
asked he. “ Ithink I have heard him¢

thing you do, when you get back honj
in that case, you will ind theat South

Mysore, has not his equal to show
Veena." ) ’
This was a revelation to me. I'fel
ashamed that I was not able to guag
merits of so great an artist who lived

to Trivandrum. Seshagiri, though sh
big in stature, and one could not vie

constant gasping for breath and the
movements of his body when his im
tion caught fire, for he then threw hi

movements were 80 constant that bySEg On the afternoon of the following Sunday,
close of the performance, he managa(iy! tang before thevbrot_hers and Vydianatha
Y Sastri. 1 elaporated the Raga Bhairavi recit-.

Y R

entertainment shorty
Seshagiri as violinist and his
Venkatesa Sastri, the author of a tres
on music, as Veenaist. I thanked him
fily for the further pleasure kepl in”
for me.

\ Every civilised nation in this world has
Risown system of music and on a careful
uaiysis of svaras used in their songs. we
t fix the modes or ragas used by them.
Mus we speak of the major and minor
‘ tiles jn. western music. Inlhe music of

came off in the same place, exactly as
mis¢d. To my utter amazement, Sesh
violin: with even 1

oA

1‘:‘?;‘3&%‘?&“ "*é
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ed in that raga the verse in Tevav"am begin-
ing H G;ﬂﬁg&w-@mﬁms&," and sang among
other songs the Ketharagowla song of
H. 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 ravaés should find a place in
your singing only ae dieamond ia ‘& necklace,
Diamonds should be sparingly used, and
for artistio effect, they shou)d be set off by
gems of other colours in the neighbourhood.
If there are too many diamonds closs to one
another in a jewel, the eye would fee]l 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 becorde 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 Kuatha performance
short]y. by the famous young musician,
Saraba ~ Sistri 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

i -

RAGA CLASSIFICATION IN INDIAN MUSIC,
BY
MR. P. S4MBAMOORTHY, B.A.B.L.,

Lecturer in Indian Music, Queen Mary's Callege, Madras, '

the oriental nations, where ragas play &
great part, the subject of classification of
ragas assumes special importance.
sian music there is the classification into"
mugarws, shobashs ‘and goshahs nearly equi-
valent Yo the ragg, - 7agini;: putra’gystem,

In Per-
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Since in Indian Music we employ a very
large number of ragas. different systems of
classification of these ragas iave naturally
eprung into existence.

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

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

(2) Raga classification {n the Music of
the Pre-Ratnakara period,

(3) Raga classification in Hindustani
Musio.

(4) Raga classification in Karnatic
Music.

Ancient Dravidian Music.

It is frequently forgotten that the Ancient
Tathils 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 wax (Pun)
denoted a Melakarta rags. The Puns
were not necessarily sampoorna in both
the arohana and the awvarohana. It is
interesting to note that this conception
‘of a Pun coihcides with Venkatamakhi’s
conoeption of a Melakarta raga. For, accor-
ding to him even Sriraga and Kedaragowla
which have Audava.arckanas, but Sam-
poorna avirohanas are Melakarta ragas.
The wswsvrsrdl (Pun Sadari) which is the
same as the modern Devagandhari rago is a
parallel illustration in the ancient Dravi-
dian Music. The term Melakarta—raga as
understood at the present day however,
denates that its aroharia as well as the
avarohona should be sampoorna.

"Under each Pun were grouped several
Janya ragas. Tiram (@2@) was the term
“nséd for & Jarfa raga. ;-

THE JOURNAL OF THE MUSIC ACALDEMY

Murchanas ure the different modes got by
f oking cach note of the Grama as a tonic
pote.  Thus the Su-Grama gave rise to seven
gurchanas and the Ma-Gramu to another
gt of 7 murchunas. It must be remem
pered that the murchanas are so given
that the initial svaras form a descending
BN cries. Thus the first murchana of the
B shadja Grama starts from sa of the
Madhya. Sthayi, and the others start from ni,
dhat, e, ma, ga and ri of the Mandra Sthayr.
The first murchana of the Madhyama Gra-
{na starts from ma of the Madhya Sthayi and
' 'he remaining six from ga, ri, sa of the
Madhya Sthayi, ni, dha, pa of the Mandra
Sthayl. The names of the 14 murchanas are
ss follow:—

According to the time of singing, !
were classified into Pagal pun —Jsduay
(which should be sung during day ¢i
Travu pun,—@uvajusm—(which should] 4
sung during night time) and Podu Py
Qur gplusis—(which ocan be sung at¥
limes). Of the 24 Puns, 12 belonged tg!
first group, 9 to the second and 3
third. In the Sangita Makaranda of Nag
we have a similar classification to
reference will be made later. Each pun
distinct name and its own group of
ragas. It is mentioned however
Vilaripun, (erAsus) hed no Janya
The poet Adi Vira Rama Pandiar, (
gmo urewigwi) says that Ravana san
Vilaripun when pressed under
Kailas and won the Divine Grace,

e

. Murchanas the Shadj
Pee.Ratnakara Period. of the Shadja Grama.

o ‘ 1. Uttaramandra starts from sa

The tlree principal warks of thls - 9. Rajani . . ni
are:— 3. Urtarayata " w dha
1. Bharata’s Natya Sastra. 4. Suddha Shadja " » Da
2. Narada's Sungita Makaranda. 5. Matsarikrita " w ma
3. Naradi Siksha. (. Asvakranta " . gu

7. Ablhirudgata " )

- . . . ) N
system of classification. The term Murchanas of the Madhyama Grama.

literally means a ‘village' as opp

jungle or Aranya. Grama ragas wer L Sau\'riri_ starts from ma
ragas used in the music of the village p 2. Harinasva » n gu
i.e., civilised people as opposed to aba 3. 1(3109""“& " w i
nes and tribes who lived in forests ‘_[ buddlra madhyame ,, w Sa
mountainous tracts. The term Grama ty 5. Margi ) " w Bl
has been practically applied only to thi 9 Pa.”""“ " w dha
scales, wviz:—Shadja Grama, Madhyosd Hrishyaka " w pa

Ui these 14 murchanas, only 7 were in
practical use under the name of Jatis, species.
0f the 7 jatis, 4 belonged to the Shadja
Grau('a and 3 to the Madhyama Grama. The
vllf' Jutis of the Shadja Grama were, Shadji,
‘jd;liz.»'/u;di, Dhaivati and Arshabki, The three
Jiis of the Madhyama Gram ;
dedbyama, Panchame. ‘ w.ere Ga”‘:‘"a”'
27

Gramae and Gandhara Grama. Of the
last is believed to have gone to Indra
at any rate it became obsolete long
OGramas are collections of Svaras definl
related toone another by musical interv
Of the Sa Grama and Ma Grama, the la}
took a slightly sharpened variety "of:
- Madhyama. « 4
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After these Jatis come the 1Gramga ragas,
the generic melody-types end their deacen:
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, Noon and Evening
Ragas. He also classifies them into Sury-
amsain and Chandramsam. Sandkiprakasa
ragus, another classification found in his
work, are those ragas which are to he 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, Bharata’s
Natya Sastra does not make any mention of
the Raga Ragini eystem of classification.

Narada in his work divides the ragas
from another point of view :— 2

1. Muktanga Kampita ragas i. e.,.ragas

which have quivering (shakes)
throughout.

2. drdha Kampita rays i.e., ragas which
have partial quivering (shakes)

3. Kampa Vikeena ragas;i e., ragas which

are absolutely free from quiveri
(shakes). o auivering

The Sangita Ratnakara and -other later -
works do not mentioa this system of classi.
fication.

The author of Sangita Makarandﬁ is not
thesame as the Sage Narada, for the author
refers to the sage in the boqk.

In the Sangita Rutnakarq

Sarangadeva
classifies the rages under two :

main heads :-
1. Margi Ragas current before his time
‘.and which have since gone to
Svargaloka.

1 Grama-ragais ap early name for mn'al':rta..
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and
9. Desi Rugas current in his time.
The Margi ragas are classified into:—
4. Bhasha

5. Vibhasha
6. Antarabhasha

1. Grama raga
2, Upa raga

3. Raga

The Desi ragas are classified into:—
3. Bhashanga
4. Kriyanga

1. Raganga

2. Upanga

1n religious music, scales of one note

were called Archika; scales of two notes

Gathika ; scales-of three notes Samika ; and
scales of four notes Svarantara.
Hindustani 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 hasalready 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 Bharats,e Hanuman, Kallinatha and
Somesvar. Each-schaol had its own 6
principal ragas (Male); each raga had §
raginis or wives, and 8 putras and 8 bharyas,
to these 8 putras. Thus the number of ragas
came to 6+30+48+48==132 in all.

Tle raginis were perhaps of a compara-
tively softer nature.

In addition td these there was elso a
clase of ragas known as Dhuti ragas.

Karnatic Music.

The Junaka-Janya system of classification

* . .
is the one in vogue here. Lochanakavi's

'Ra.ga, T(q\_mgiui is-the first work to enun-

Fglate'a‘ssstematio classification of ragas on.,
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8 pagas. While the Upunga ragas are strictly
gre ragas in the sence that they take only
the souras taken by their Janaka raga, the
B,,(,.qlmnga ragas, in addition, take one or
more svaras foreign to their Janaka raga.

the genus—specie basis. He lays Qo
Junaka melus or parent thats, and groups}
Jjanya-ragas under them. The method ofg
taining ragus from the swurchanas an
bad become obsolete by his time. B8e
writers followed Lochanakavi in classif
the ragas under various melas. Bhava
for example in his Anupasangita Ratnd
classified the ragas under 20 melas. 3§

The classification of ragas into Mel,
ragas and Janya-ragas is highly eciegtts
and is the best system of classificatiogEhs

!
part and Surangua are well recognised Bha.
ganga ragas. I would prefer to style these
quyas as Poorna Bhashanga ragas or Perfect
phashanga ragas. In the case of some other
ugas; one or two of their svaras might be
qung in & slightly flattened manner, when
k Jcompared with the frequencies of these
}jaras obtaining in their Janaka ragas. For
esample, the Gandhara and the Nishada of

melakartés in his epoch-making § .
* P ¢ the Saveri raga are very slightly less in fre.

Chaturdandi Prakasika (1660 A. D.).3
scheme however had already been

junction with Raghunathe Naik, thalts :
ruler of Tanjore. e

svaras present in the arokana and ava

) To gain a perfect insight into the subject
Janya ragas have been classified into: 8 y e 1)

of Music, and be able to detect the numerous
| fallacies that have crept into the present
day theory thereof, it is highly essential, in
fostudy of its ancient works, that a thorough
survey should be rhade and its history
regularly traced. Many attempts had
been made to trace the date and indentify
lbe. works of the ancient authors, Even

1. Shadeva-Sampoorna e.g., Kambhoji &
9 Audava-Sampoorna , Bilahari ¥
3. Sampoorna-3hadava , )
4, Sampoorna-Audava' "
5. Shudava-Shadava "
6. Shadava—Audava .
7. Audava-Shadava ',
8

. Audava-Audava " .
. and there in the later-works, some have

l connected  eversthing concerned with
music to the hoary past, while some traced
it orizin to the Vedas. But the views of the
- Oriental scholars in the West that Indian
The next classification is into Vukr(f BN nusic must have had its origin in Greece,
where, the arokana or the avarohana 9_, bave been contradicted by many. A careful
might be vakra. These again admifRy tramination of the Vedas, the rites and Siks-
Audava Shalava and Sumpoorna varielietggy bus thereupon, drives one to the irresistible
their combinations. M, *"nclusion that the origin of music lay in
A wery useful system of classificatigiilg rtaii rites, where the priest and theper-
Janye gagas ds intoUpanga and Bhosh@@RP™er chant, while the wife.plays on the

ample for Aon vakra type) and Scha A_
example for vakra type). X
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quency compared with the Antara Gandhara
and the Kakals Nishada of the Mdy¢mdlava-
qowla scale ; but the svaras never go so low
down by the Sadharana Gandhara and Katsiki

: Nishada as maintained by some. Such rugas
I come ragas like Bhairavi, Kambhaoji, Bila-

I would style as Imperfect Bhashanga ragas,
as & compromise between the Dikshitar.
school and the modern school of thought.

Niskadantya (Nadanamakriya), Dhaivatan-
tya (Kuranji), and Panchamantya (Navaroj),
and Ghana (Nata, Gaula etc,), Naya or Rakt(
(Bhairavi, Kambaji etc.), Desya (Khamas)
Suddha (Mayamlavagowla), Chayalaga
(Saranga), and Sankeerna (dhiri), are other
systems of ruga—classification prevalent in
Karnatic Music,

THE EARLY WRITERS ON MUSIC.

BY
MR. VINJAMORI VARAHA NARASIMHACHARY.

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

The development of musio,esas & principal
science, can be traced to the Stobhas in
Sama chants and later on to the Pancha- ¥

vith the meagre information gathered here _¢onimrand Saivagama rites, till the royal

courts gave a new turn entirely. Though the
Rigveda admitted of three notes, Samaveda
had seven wiz. Kriashta, Prathama, Dvitiya
Tritiya, Chaturtha, Mandara and Atisvara.
All songs (Gitas) are divided into five parts
as Prasvare, 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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sqfyfr: arRrEar 1"’ —The great Nanyadeva

comments on it thus :—

M agiin gl sy | 9g-
frar arasyr % O Rt ) At T
YqTr g ¥fe A | gegraga-
sefeTOERfaTEgTen |t 7 fraed |

Although many have attempted to collect
and collate 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
'magy later writers—from Sarangadeva of
the 13th' century, up to King Raghunatha
the, famous author of Sangeeta Sudha of
the 17th century. Narada in his work
Sangeeta Makaranda, which was writ-
ten prior to Sangeeta Ratnakara,
mentioned the names of writers on
music, Hari, Brahma, Matanga, Kasypa,
.Kamalasya, Chbandi, Vyala, Sardule, Nandi,

Tumburu, Sankuka, Bhringi, Devendra,
Kubera, KusikAa, Matrigupta, Ravana,
Samudra, Sarasvati, Bali, Yeksha 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 Rddra, Nanya Bhupala,
Paramardi, Somesa, Tollata Vibhata, San-
kuka, Abhinavagupta, Kirtidhara (vide p. 6
verses 16-19). In fact Sarangadeva is inde-
bted to Nanynd.eva and Abhinavagupta for
all the details in hiswork. The great con-
mentator Kallinatha of the 16th century,
quotes many instances from Matanga,
Dattila, Kasyapa, Nandikesvara. There
are also instances from Kohala, «Dattila,
Taslshatika, Visvasu, Anjaneya, Tumburu,

Kad/apa. .Kambala. -Asvatara, Umapati,
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and Gopalanayaka in Ratnakara.
works of these authors are not kno"
Kallinatha did not mention them;
mentions one work 8angeeta Me
Kohala (vide. Vol 1T P. 679). Saran
mentions Brikaddesi by Yakshatik
Vol. I. p.154). Bharata in his Na
tra mentions Narada (chapter 34th!
is not known who this Narada was

of music for a perfect insight into the
4 subject. For this purpose it is meet to divide
1 the period into three parts viz., (1). the early
i l)e,.,od up to the 16th. century, (2) the

middle period up to the 19th. century, and
(3) the modern period. I now propose to
irsce the early authors and their warks
gndér the 1st heading.

Bharata.
da viz., (1) Narada Stksha (2) Raga-Ni
(3) Panchanna SaraSamhita, exclu

above mentioned Makaranda. The
Siksha appears to be an older workv'
languagp is archaic and it treats of:&d

Among the early writers on music,Bharata
pas been held as the oldest both by the
olassic and modern exponeants of the art.
The work of this illustrious quthor ie
0. Natya Sustra. Some bave termed him
mentators on Siksha and the last o
is Subkankara. But it is still taxir sge. He has also been variously assigned

{o periods ranging from 2nd century B.C. to

Raghunatha, has not cleared the
like the former writers, he too onl ,

fl 7@ T or TZHTH”  meaning 600
R} (Grunthas), which was also called Adi
Bharatam. “ JrEIIITE WIAT: a1’
' But both these seem to have been based
upon Natya Veda, one of the Upavedas ex-
tending over 36000 slokas by DBrahme
B bimself.
‘e aT: wZfaTeare ot wlaa: |
a7 gEeTdafaTa e Il
FiomaAest FHTAT TATSTAIARY |
firwrasst areasa ifrwT aexig= 0
TR faEa-a fea-y sgaay |
R oESTEAN AETFR AT |
TR qraagt e s
Fon ey faeehen Rgrrom 0
AFTEaRATEIT: o |
TRt TaEaE afe e 1"

L]

later writers. From this it is cleaf,
the works of Nandi and othere wert

brxdve over the gul
and controversy in
of Srutis, notds or S
Raf}as ti’h

it is for us to
under-standing
to the theories
Murf hauas, Gramas, Gamakas,
(Yamalgshtakatgntra).
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Abhinava in bis commentary on Natya
Sastra mentions three schools, (1) Brahma (2)
Sadasiva and (3) Bharata. The above men-
tloned Adi Bharata might have been the work
of Sadasiva, as it is a dialague between Par-
vatiand Siva. There are fragments of Brahma
Bharata available, (says Pro. Ramekrichna-
kavi), and it is to be ascertained and studied.

Though there are forty coples of complete
Nutya Sastra, with its com mentary 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 recastings
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 end
Coorg Catalogue) which, I think, isa 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
Sdappadhikaram, alludes to  Pancha-
Bharatam, which might have been an

epitome of the works of the five Bharatas.
Sarangadeva in his Bhavaprakasika testified
to the existence of the five Bharatas,

ATZTATIAIBTL I FREAST |
Tgfamry g sy R agfrcfaa

These, perhaps, were Kohala, Bharata,
Nandi, Dattila and Matanga. Of these
Dattila was the earlier, and the last of the
five Bharatas Matanga, wrote his moment-
ous work known as Drikaddesi now available.
He was mention<d in Silappadhikarc;m in
Tamil, which the Tamil critics assigned to
200 BC 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 Samhita is known as
the largest work written by Nandi and it
existed in 1620 A.D., when king Raghunatha
borrowed many passages (rom it It is
held by some that Bharata and Kohala lived
in the same century end according to
Abhinavegupta, Bharata followed to some
extent Kohala.

The text of Bharata Nalyasastra as itis
available, consists of 37 chapters. Butsome
copies of it, mostly those of the south, have
only 36 chapters and not 37, Though
according to Abhinava it consists of 36
obapters yet he comments on all the 37
chapters.  “mgfagth waasfiRA |
Hence it is to be believed that the 37th
chapter might have been an interpolation bty
one of tha Vartikaras. Itis held by some,
guch as Mr. S.K. Dey and others, that the
text' has bhad gradual interpolations and
recastings owing to some reasons. There
are (1) independent prose fragments 2)
Anuvamsa slokasin Arya and Anushtub metres
(3) some portions that are in Sutra style (4)
passages of the present systematic Kuartka
style. Mr. Rey also distinguishes them in
their order of developmentas (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.”

Bharate again dividds the work into 4
sections Abhinayas wviz., (1) Satvika (2)
Angika (3) Vachika (4) Aaharye. The

(To be Continued).
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musical accompaniments, the second {
gestures including the poses, the third ¢
production of Bhavam and Rasam ingg
minds of the audience by aproper dlspl'
feeling, and the last, to the stage-toil '
development. The sage deals with Sa
in the 6th and the 7th chapters, Angika']
8th to the 13th chapters, Vachiks in th
to 20th. To this fourfold division are .a
the chapters on the originand greutn g
the theatrics, the forms of the stage aq
of contraction etc. The 4th and Sth cha
treat of Purvanga. The postures recom
ed in dancing to please the deities ar
berless and a selection list of 108 of b
called Karanas and 33 Angaharams arqdl

227, There are 14 Jatis—7 in the Shadja
gruma and 7 in the Madhyama. From
them-are got 56 Mur_ckanas by combining
two Vikriti Ga's and two Vikriti Ni's with
the six-note combinations separately.

{ (228-237). [Then follows a mathematical

‘explanation in detail of the permutations
i and combinations of the 7 notes for deriving
N the Tanas—both Suddha (regular) and Kuta
(irregular).}

(23714-238). The third Murchana of the
Shadja Grama named Uttarayata is the
same as the fith in the Madhyama Grama
jl known as Pauravi, Similarly, thereare found
M other T'anas of 6,5, 4, 3, 2 notes in one
.“u note, as being the same in both the Gramas.

239. Sometimes, there are three Mur-

(©) Bhattayantra (7 Abhinaa G'upta chmms of tho same type. Hence it may be
gl seen that there are really 4081 complete

Keertidhara (9) Matriguptacharya. -AbREM

nava (;upta of the 10th century. (l030 funasof 7 notes in.all (omitting the re-
l peated T'anas).

actress on the stage,

Bharata's great work was comment
as many as nine viz., Udbha!u (2)

who “were perhaps of the 8th an
centuries. The ather great
Nanyadeva, Bhojadeva, Somesvara;
others are based on Natyasastra as

up later on.

(242.50). [There follows a detailed des-
f cription of the method of permutation and
tombination of 7 notes taken either 1, 2, 3
4,5,6,0or Tata time. (Thisis of coursea
westion of mathematics). Factorial 2, 3,4,

SANGITA SUDHA.
(Thanalation).
(Continued from P. 148, of the last issue).

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 descrjbe the Khanda
Meru,

(258-268). The following figure is what
is known as Khandameru representing the
cowmbinations of 1 to 7 notes taken 1 to 7 et

a time in a series, .-

1 2 3 4 5 6 7+

| 1] 2] 6] 24]120] 720 | 5040
| 412 48(340[1440[
[1_8 72 360( 2160 2160|
| 96 | 480 2880 |
600 3600 |
- |as |
| |

(The Khanda-Meru).

In the figure the heading shows the
number of notes taken. The second line
shows the number of combinations we'tould
have. (This is a figure familiar to the

.Indian Mathematicians).

(To be continued),
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(259-283) [The process of multiplication
involved is explained in the orthodox mathe-
matical style in these verses,]

(284-302) [The explanation of 18 {n the
3rd row, in the third column is seen in these
verses). ‘

(303-308) [The number of combinations of

4notes, taken 4 at a time is arrived at in
| the manner shown ia these slokas].

& TgW TN T¢ I AR g ne3n
T qFT EEIATRAYS G araiy g Tt |

m,q&ﬂ&,&rm,mw.um,wwﬁw.éﬁrérﬁl

"The Kuta-Tanas,

(3084-314). Two Tanas are derived by
taking 2 notes, 2 at a time. Six Tanasare 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 combinatjons of
S notes, taken 5 at a time, are 120; those of

Shadava Tanas.
* (with Sa omitted).
(1) - Agnishtoma
(2) Atyagnishtoma
(3)-- Vajapeya
(4) Shodasin
(5) Paundarika
1(6): Apvamedha
(7) Rajasuya
-.Shadava Tanas,
[(with Pa omitted),
(1} , Asvakranta;
(") Rathakranta,
.(3) - Vishnukranta
(4) Suryakranta
{5} Gajakranta
(6)- Valabhit
(7) _Nagayajp_s.;»-_;

[

SANGITA SUDHA:
(Translation),
(Continbed from P. 195.)

6, taken 6 at a time, are 720 cnd,;hose atf. ,7
taken 7 at a time, are 5040, - .. ...

315. And every Murchana has the umc‘
number of various' combinations ss.shown
above. A combination of notes ‘containing
an irregular series of notes. and,qung. ot ran-
dom is known es ‘ Kuta-Tana’,

Shadava-(Six-note)- Suddhq-'l'anu

(316-342). It has been showh tbat there
are 56 Murchanas which are the Pfa.kntu
(Sources) of all these Tanas; wheréin, ‘the
potes proceed in a ragular'ordei"' of ‘dsobt
and descent in pitch. This regwlarity: is
the characteristic of a SuddheiT'éna ((As
opposed to Kuta-Tana), fieds{g)

The following are the lista:/af: Sﬁad&ba
(Six note) and Audave (Five note)' Suiddhk-
Tanas, in the Shadja Qrama end the
Madhyama Grama :—

{ Shadja Grama.

Shadava- Tanas.
(with Ri omitted),
(1) Svishtakrt:
(2) Bahusuvarnaka -! !
(3) Gosava &
(4) Mahavrata
(5) Visvajit
(6) Brahmayajna
(?7) Prajapalya-yaga
Shadava Tanas.
(with NY omitted),
(1) Chatur-Masya
(2) Samstha
(3) Sastra
+(4) Uktha
(5) Sautramani
(6} Chitra



212 THE JOURNAL_OF THE MUSIC ACADEMY

Miadhyaind Graha.’ ,
Shadava Tanas. Shadava Tenes. Shadave Tanas, -4 ’
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' ‘ U pEkac? 1Y) Tanas are—their nameeﬁ*have also -

(344) All the Kuta Tanas ate used in noted. And these further “tiave - di
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(To be ‘continued).
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THE EXPERTS' CONFERENCE, APRIL 930,

The experts’ conferance organised by the
Music Academy Madras, held its session at
the Mani lyer 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, Messra. S. Satyamurty Iyer,
W.Doraiswamy Iyengar, T.S. Sabhesa Iyer,
Tiger Varadachariar, Hulugur Krishna-
cheriar, P. S. Sundaram Iyer, Pandit
Subramania Sastriar, M. S. Ramaswamy
Iyer,» P. Sambamurty Iyer, Vinjamury
Varaha Narasimhacharlu, T. Lakshmana
Pillai, Mr. and Mrs. Narayana Nair, Sher-
madevi Subramania Sastry, Madura Subra-
mania Iyer, Palladam Sanjiva Rao, Marur
Subramania Iyer, Nemam Natesa Iyer,
C. S. Iyer, M. A. Srinivasa Iyengar,
T. L. Venkataramea 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 Sxtaram, E. Krishna Iyer, S, Raja-
gopalachanar,e.nd T. V Subba Rao.

The proceedmgs commenced at 5 pm.
on Friday the 18th April 1930. Dr, U. Rama
Rao, President of the 'Music Academy, in
welcommg the delegates and the 1nv1l:ees
spoke as follows:—

* Members of the Expert Committee of
the Music Academy, Ladies and Gentlemen,
It gives me great pleasure and satisfaction

“to see you assembled here in ‘such large num-"',:
bers,who are experts in music and have taken

all the trouble of coming here at great’
personal sacrifice, and I welcome You all
ou behalf of the Music Academy and the

A haa

_presndency are very proud of you,

‘muslc l.ovmg-pubho of the cxty of yM adrae."-

. m,usic which can satisfactorily serve as
g est books in the music schools and col-
jeges So it is left to you to sit together
qnd standardise music and bring out bobks)
on theory and practice of music.

You have raised the Academy to its
present position of influence and respect by
jour association with it, It is left to you
o make it 8 more useful and greater power
in the musical world. The Academy is to
, great extent instrumentel in introducing
pusic in the Unlversity of Madras for the
25 A, and the Intermediate courses and the
"schiool Final classes. The introduction of
this subject as part of the educational
course makes it necessary for you to see
that proper and scientific instructioc is
imparted to the sfudents. Want of good
tachers is keenly felt. To develop the
theoretical and scientific side of musie, the
icademy has started a journal which is
il ihe first of its kind in India, with an editori-
investigate and standaidise the quesQ@Wl| ' e of which, Mr.T. V. Subba Rao
relating to Sr:utzs a_nd R.agalakshan“ % s the Editor-in-chief, who is now chosen
reme.dy certain defects in South ,Ind » topreside over the deliberations of this Con-
MUSIC. ' ference. The journal cannot serve its pur-

Ladies and Gentlemen, there is an urggitgpose without your help and co-operation.
need for standardising the Musicin’ i¥e oxpect you to take a deep interest and
India. There is 8 difference of. ‘opidl contribute articles on different subjects and
among the musicians themselves. .. Thoffeyteep up the high standard which it is
there are & number of musicians who iinting &t. i;Already appreciation has been
remarkably well to the general satisfa
of the public, the theory of music is
properly and easily studied. Therei
great demand for teachers in inusic ¥
can handle botk theory arid practice.
titutions for imparting correct know
of theory as well as prncnce, herdl
-in -this presndency,«except the: one’
started at Ch:damburarn by the gredt 4
lanthropist, Raja- Sir Annamalai Chek
tiar. The need for more such institutio:
is very uroent ‘Demand for music teach
‘svery. groatXidaThare ko ro fow

general. The regular Annual Musn_»
fererice of the Music Academy h'a.‘__

at present. The music-loving publlc
members of the Expert Committe
due to your exertion and co-operation
during the fiset Music -Confer
Madras, during the last Congreee
city, we were able to take stocl
position in the Music world and w I
to start the Music Academy in M
your advice and co-operation. The
of the Academy aré known to you.
not therefore elaborate on their uuefu
One of the objects of this Conferencep.
members of the Expert Commltte

) ;{ Ladies and Gentlemen, We, the members
ol the Academy, represent merely the hands
of a clock, of which, you are the internal
gJ:0d intricate mechanism. The hands can-
il not_.péint out the.exact time without the
Elrorking of the internal mechanism,

I'am afraid I have taken up much of your
ime, I am not an expert to lead you on to
subjects to be discussed by you. I only
cpresent the ausic-loving public. “So I
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carry onthe 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 himeelf 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 Acadeiny.

The proposition being ca‘.rried, Me. 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 musisian
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 sinzing or playing and
not a matter to talk about. But you will
perceive that under no circumstance is it
meant that talki out music should take
the place of singi We talk about music
8o that the artist may sing well and truly.
You have probably lheard 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 earof a tramed and cultivated person.

"Music lovers’ bave to e instructed in the

correot standards of tasto and apprecxatxon
before they could derive the lighest satise
faction obtainable from one of the greatest
sources of human happiness. livenassunl-

"oke i cell?upo s&oul to_elect: ot youe. P Px:esxdent t°..‘h£3 -that jmusic,_is:a tlnng of art onl\‘l Bnd‘
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that there is no room in it either for in-
tellectual appreciation or spirituul ‘ecstasy,
still there is one asp2ct 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:
a'good ear and & good voice to reproduce
fine musie. -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 & musician to have a correct
and intelligent appreciation of the best
models of our great artists. Even Thygaraja
Is said to have derfved considérable benme-
fit by the study of Svararnava.. And so did
other eminent singers study the theory with
profit. I hope our musicians will not refuse
to haveaccessto that enlightenment, which
the  greatest of their ‘ancestors, eagerly
'sbught to possess. No one can be sure of

always expressiog the true Bhava of a Ruga
w1thouc a correct undérstanding of the pre-
¢&ise Srutes that form thie basis thereof. If
you rely on the Svards in terms of their

‘twelve Sthanas only.you will have a'succes? ;..
sion Tof eweet notes, just a frame-work or

skeleton without the beauty of & living
form. I shall give a simple illustration.
Take the Hamsadhvani Raga ; you will find
it stated as a Janya raga of Sankarabhara-
nig. Carefully "observe the note Kakali
NLShﬂdd ‘as used :in both :the ragas. You
will ﬁnd the' Nishada of Hamsadhvani much
sharpet than that of Sankarabharana, Take
Kakuli’ Nishada as used in certain
You will find it
Tt is'tha

again
wancharas  of Begada.
less than thatof Sank(zfabliarana

failure to" understand that there can ba b.'.'.'_:
':_QﬂSvarasthnha *tthé'i o

’iraneﬁfiof not
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Y Rt 5.
oz% afnceive cf ﬁnu oxa. |gﬁ%‘m

occagioned the more frequent use of ‘ o
I am not for a mo o

Nishada in Begada-
suggesting that we should not use- K
Nishalda in Begada. I am just r..‘!.‘
how changes creep in through confy v
I still maintain, however, that Begada g8
not be properly sung without at leag
occasional use of the flat vanety’ ;)x <
Kakali Nishada. ‘Thus you will gee L1}

the proper expression of the spmt of- l.
a study of the srutis is all lmportant. )
the srutis depend the Svara Prastarg
!;he characteristic Gamakas ®hioh:
meke up the Rupa of -a “Ruga. Youll

heard how our ancestors by a thorougl} ero

of the srutis were able to make n
man but nature also responsive to:
music.
musicians

to study the . srufi- problsi

Let them not be scared away by the i us b
mathematical ratios which are, a.fte i

only symbols for the various tones, 3%

* In the next place I would point oub}hE
the task of formulating the Laksha /s T
various Ragas and of liberalising the (]
consistently with the fundam'entuls,
relate to current practhe at its best, cc
only in the hands of a learned»and.
sentatlve gathering of experfs,
eonformlty thh'thé 8pirit of

made to lienotin a single pair of han g3
upon representative public opinion, so
sphere of music the Tunctxdn of ame
tive
exercised by such great individual

Bharata, Pundarika Vittala, Rama M
and Venkata Makhi, now devolves'upb
Even asgramanar and lexicon help- ‘ong
express one's own ideas clearly as well
understand those of otherQ, the La/cs

I therefore earnestly beseec e

[ their favourite ideas.

codification which - wage’ formely
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,,rrect theory, succeed in making a direct
sppe?
of an author, ignorant of the rules of gram-
mar, in producing a work of literary merit.
1do regard, therefore, that the study of the’

gcience is essential for the practice of the art. .
But the present practice, as is quite natural.

and common, has largely outgrown the
timits indicated in the previous Lakshana-
grantlnas. In fact it is now much more than

s century since any work of authority.

The volumes of Subbarama
which were

sppeared.
Dikshitar and Singracharlu,

‘ published inthe 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-.

mary of the views of certain previous
writers, or an attempt to give currency to
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 system of names
and descriptions of the Lakshanas of certain
ragas that do not appear to have been current
st any. time. Singracharlu’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 music, 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-

R) .
ta is all thc greater in the absence of a
;/' Baﬁs_‘factor{

work of 'modern timesi. No

body jof mipa is -beftar ifitted, to. undertake

1 to our hearts, any more thanI can-
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that task than you. I am aware that itis
a long and arduous business and tkat much;
icannot be expected in a short session of 2.
or 3 days. But I should rest content, if we
shall have made a decent 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 the.
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 6autlonl Inan assembly of such
vigorous and’ mdependent thinkers as thosa,
assembled before me, absolute unanmuty_
of views cannot be expacted. No real proe
gress is indeed possible' with a dull unifor:.
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 our
careful and dispassionate-attention. In
fact the history of the world of :hought and’
culture is replete with examples of lasting
benefits that havo resiulted from the spirit
of revolt, rather than. from a meek and
unthinking submission to outworn creeds
and dogmas. In .one scnse Buddha and
Jesus Christ, Socrates and Galileo were
rebels, whose record of sersice to humanitg’
‘The sage who con~
the pioneers

can never he outshoue.
demned the Gandharagrama,
who introduced the cAntara, Kakall svaras;
were all rebels in the same sease. The
founderof every school of thought was a rebel
against the established order. We. ougiit

“~nof to reject any prop051t10n merely beé‘auﬂd
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itisnew. 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 epirit of tolerance, amity and
good will.

With regard to the actual work before
us the questionaire circulated for eliciting
opinion indicutes the points on whioh the
disoussions should centre. You will renem-
ber in 1928 a committee was appointed to go
fnto certain questions ralating to Srutis and
Ragas. 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 questionaires
was framed and sent round. The response to
it, hbowever, was not adequate, Some mem-
bersisuggested thatit would be 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 bigh-class compositions, so as to

lead the way for a _critical study -of the

‘pieces;- I believe sucha 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.
We may considgr, in addition, any matter
which 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
the present session, you will haye ‘the satis-
ifactionsof havingilaid theifoundationd o
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the work of reconciling theory and prdfts
so as to ensure for Indian Music a £t}
no less glorious than ite brilliant pas!

The President then announced tha{gn
discussions on the points raised ,b VI
questionaire would be taken up in orﬂ
11 a.m. on the following day. f‘
delegates expressed the view that SR
should be a slight change i m the orde

4n each du’eétion as stated by the President ‘A Note on the Srutisin Carnatic (South
was, where it ‘was not unanimous, always Indian) Music.’
supported by a large majority. Vo

Mr. C. S. Iyer circulated among the mem-
pers of the expert committee bis pamphlet,

) Srutis.
‘(1) Do you think, that the needs of the Carnatic Music at tbe present day will be met
by 22 srutis? If not, do you suggest more?

(2) What in your opinion is the VIBRATION VALUE of the various srutis iand

The President then read out the ques-
tionaire set out below :—

11 4.m. to 5 p.m. “The prachcal m:

The PBresident desired to ascerta o

wish of the house and called . upe
delégates to speak on the order of bu

Messrs+ P.S. S. Iyer, T. L. Venkatu. .
Iyer, M. 8. Ramaswamy Iyer, R.. K i
swamy Iyer and others took part: El T
discussion, The President then’ rule b
Srutis would be dealt with first. - Th e,
ference was then adjourned, The dela &L
bad some informal discussion and excb Yoi
of views on the subject raised by the% Lu
tionaire and then dispersed to mee
following day.

Foesd
The Proceedings on the 2nd day

On ‘the 2nd day, the I9th April 1930
conference continued the deliberation
Mr. T. V. Subbx Rao in the chairi:g
dlscusswns werG lively :and Iasted O,

which the questions were discusse
dealt with, and the frequent demonstrat i
given to elucidate the various pom ot
view, render the task of conveying a*
idea of the usefulness of the work o
conference by a repoit of its proceed
extremely difficult. Only those ™who a
ded the session could form a true estir
of the work done. The discussions -
free and full. What is reported here, ho
ever, is just the conclusion of the debute)
each pomt prefaced by a: few remarks: fr
s Xers TS bpinion’olt ?Vfé

-Indiafi ‘scale of Thusic according to Bharata

how would you name them?

(3) Will you indicate in what Ragas the
from the musical compositions ?

various Srulis occur, quoting’ illustrations

Raga Lakshana.

(1) With reference to the following ragas,

will you give the correct AROHANA and

AVAROHANA with VISITING NOTES, if any, (specifying their Srut{s and

illustrating the same by relevent Sancharas) ? .
1. Asaveri 8. Bhairavi 15. ‘Nilambari
2. Punnagavarali 9. Ananda Bhairavi 16.- Atana
3. Abhiri 10. Mukhari 17.- Bilahari
4; - Saveri 11. Huseni 18. Begada
5. ‘Nadanamakriya 12. Kambhoji. 19. Devagandhari
6. “Gaulipantu 13. Sahana 20. Saranga
7. ‘Sowrashtra 14. Edukula Kambhoji

The President then said :—

“I‘akmg up the first question, I wish to
remind’ you, that the All India Music
Conferenceé 1927, hasalready decided that the

and Sarangadeva consists of 22 srutis, What
gou have now to consider is whether these

‘92 sfutis aYe sufficient for the Carnatic Music
‘as it*provails to-day.’ Any discussion whe-

ther the sritis are less than 22 will be ruled
out.”

Mr. P. 5. Sundaram’ Iyer:—“The Veena
has 12 fixed frets and our Sastras mention
22 srulis for expressing our music. The
Veena with 12 fixed trets came into exist-

“ence at the time of Raghunatha Naijck.”

{r. P, Sambamurty :—"Veena -with frets

Mr. P. 8. Sundaram Iyer:—"Yes, but the.
frets were not fixed then. They were fixed
in Raghunatha’'s time. Thls circumstance
also gives rise to 72 Mela Ragas -Of the 12

. ha:lf not_es, 10 _exglludmg Sa and- Pa gave

rise to 20 Srutis, which, along with Sz and
Pa make 22. Outof this 22 dhobila omit-
ted 10. These 22 srulis are necessary ‘as
well as enough for our music. More srutis
are unnecessary.”

Mr. C.S. Iyer:—"Is there any limit to the
pulling of the'strings of the Veena ?*

Mr. P.S. Sundaram Iyer:—"In Veena the
9nd fret ordinerily produces the Trisruti’
Rishabka (10/9) and the same fret is used for

‘ *exjated even before RaghurgtheNajck.’ Mproducmg tha note 32127 also. i 'ﬁﬁ.‘":‘.:‘._
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Mr. C. S. Iyer:—"I do not agree. The

strings could bhe 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. Sebhesa Iyer:—"If the number of
srutis is increased beyond 22, it may not be
poseible to distinguish the new srutis from
some of the 22."

Mr. C. S. Iyer:—"Some of the frets of the
Veena are roughly fixed. More srufds than
22 skould be recognised.”

Mr. T.L. Venkatarama Iyer:—“The ques.
tiod is whether 22 srutis are enough for all
practical purposes. There is a possibility
of introducing more than 22 srutisas we can
distinguish them.”

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

Mr. P. S. Sundaram Iyer :—"Mr. Venkat-
arama Iyer quotes authority like a lawyer.
But he will find that Matanga, upon whom
Kalhnatha ‘was relying: for hls views, actu-
ally says lower down 'in- ‘the* passage, that
though srutis are theoretically "infinite, yet
for all practical purposes only" 99 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, pgrsons 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
existence. From the point of view of cul-
tare I do not believe that we are better
° than our ancestors, .l -am of opinionsthat,
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% gtudied :.sastraic .authorities.

to extend srutés beyond 22 is wrong. y
22 are actually used and they are suffic

Mr, Hulugur Krishnachariar :—"2
are quite enough for all practical purpof

the number of srufts beyond 22.”

In support of his views Mr. H.
acharya read a small note from whi
following are extracts:—

A\

Discussion about srutts has been

without nice calculations of measurefn
(3) They should be suitable fora fiq
instrument like the Veena. (4) When a8
isrepeated, all the 7 svaras of the 7 murcha
must fall within the original system$g
srutis. (5) Each svarasthana must easil§]
give rise to srutis. (6) The srutis should leayg

and sweet to the ear even if prolonged
Mr. Lakshmana Pillai: —“I have

only from my experience.
deal of difference of opinion in this mat
Kharaharapriya was a standerd raga.
svaras however are not clearly defined. Tk
ancients did not know the vibration valt{
in those days. 22 srulis were a sort of col#
vention for working purposes. I amfin_
favour of 22 srutis.” :

Mr. M. S. Ramaswamy Iyer:—"If any p_g \
¢hould demonstrate that there are mot
than 22 srutis, then we cay say that sru,tu
are more thaen 22. Till then, we must

at caccephonly ;22 smtw ks, mm‘d

hau

air. Varaha Narasimhachariar:—"“We can
pear from the voice more than 22 srutis in
7 ragas. But these occurrences should be
reated as rare. We must ordinarily con-
goe ourselves to 22 srutis. The other
qarieties should be treated as gamaka varia-
ijons and not as srufis.”

- Mr. Tiger Varadachariar:—"Iamin favour
of 22 srutis only.”

Mr. T. S. Sabhesa Iyer:—* Sastrassay sru-
isare 22. In practice we recognise only
12 notes. If all the subtle .modulations are

f recoznised as srutis, the number will be very

Jarge. I am personally in favour of 12
potes only.”

The President :—"“The point before us is -

whether 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
1o get on with the work. Therefore the
seakers will kindly confine their remarks

310 the question whether the srutis are more

than 22.”
Mr, Sermadevi Veena Subramanya
3astry::—" Gamakas cannot be treated

B s srutis. 22 srutis are indispensable.”

Dr. Srinivasa Raghavan:—" The whole
question requu‘es careful investigation. .I
am myself not decided .about ‘it. I should™
be thankful for eny enlightenment I may
et from this conference.” ’

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

Mr. Sermadevi Sutramania Sastriar play-
¢dupon the Veena and gave certain demon-
itrations. It was noticedthatthecharacteris-
lic Gandhara of to day was always produced
9 the tension at the 21:d fret or the Chatus-
ruti Rishabkasthana. By using the 3rd fret

or the Sadharana Gandharasthuna, the Bhava .
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of the Raga was lost. Again the Gandhara
and Nishada 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,
bave only the difference of a comma from
the corresponding 10 out of the 12 standard
notes, t.e., those omitting Sz 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 restrioting “the
number to 22 on the ground of indistingui.
shability, because several notes in addition
to the 22 could be produced with the differ-
enceof 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 chung- ¢
ing .and unstable elements of contempor-
ary practice that should prevail with.you.
Regard must be had, not only to the limits
of practicability, but to the permanent
valiues of the tones which have been em-
ployed in our music from time immemorial.
It is from these points of view thata scueme
of 22.srutis has been evolved as being- not
only practical bat eminently idezal-and "
suited.for all time to come. The 22 srutis
arsable tosatisfy numerous scientific tests
and are well supported by tradition, lns,tory
and usage, The c assuc 22 srut:s alone 8 _Aro
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'best able to reconcile science and practice,
It i3 therefore necessary to restrict the number
of srutis to 22 only.

With regard to the first part of the
second question ¢.e., regarding the vib-
ration values of the various srufts, you
will find that in the address that [ deliver-
ed as Presidentof the Conference on 2nd
April 1929, the frequenoy ratios of the
srulis to the fundamental are given by me,
1 ﬁnd that most of those who Lave worked
atthese ﬁgures ‘are in substantial agree-
ment with me. If there is no objection, the
ta.ble of valucs gwen by me may be adopted.”

There bemg no ob]ectlon, frequency ratios
of the 22 Srutis as contained in the afore-
said Presidential address were adopted as
sbbstantia'.lly correct.

Then with regard to the 2nd part of the
samc questlon the President invited discus-
sion,

Mer. 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 Suddka svaras. But Ramamatya’

snd others without carefully studying Natya

Sastra and Ratnakara, through mere confu- .

¢ sion’ stated : Mukharior Kanakangi to' be
'the Suddha Mela. Of course this error was
perpetuated by Venkatamakhi. But later
writers felt a doubt and were inclined to

<

‘Antara Gandhara -*

e - R . .
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1. Shadja S
2, Ekasruti Rishabha R1
3. Dvisruti‘Rishabha .R2
4, ,Trisruti Rishabha . ... ‘R3
5. Chatusruti Rishabhg’ .. R4 * ~
6. Suddha Gandhara Gl
7. 'Sadharana Gandhara ... /«G2‘
8. e G3

. ¢

adopt once again Kharahara Pn a 16. Dvisruti Dhaivata D2
Bhatravi as Suddha Mela, and conseque '17. Trisruti Dhaivata D3
brought the Mukhari Ruga under eithey 18. Chatuscuti Dhaivata D4
these Melas. The existing noménclati 19. Suddha Nishada N1

Here the discussions on the 2nd dhy
came to a close. Inthe evening at 5 P. M.
fhere was & A JALATARANGAM PERFOR-
MANCE BY VENKATARAMA IYER OF Siva-
‘gANGA which was well appreciated. Mr.

these svaras and srutis should tak
of these changes.”

names for the vnbuhon values of the ¢

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

Mr. P.S. Sundaram Iyer:—* The’
of names as found in most of the 8
works mey be adopted. A’ sbe'c'lal:V
must also be coustructed for demonst
I have my’self constructeda ha.rmom
a Veena for this purpose.” o

praised the per-former and thanked him
on behalf of the Academy.

The procegdmgn on the 3rd day.

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
We take the srufis

* Mr. Sambamurty :—"“My suggestlon
favour of the new names_ ruther tba.n .
old orthodox names. My reason is the n
should be expresswe in the ﬁrst mst

Me. T. L. Venkatnrama Iyer "1
humble opinion the suggestion of M
Sambamurty is correct. There will not bl
much difficully in giving new names.”

sruti is unmistakable.
in the order.”

“EKASRUTI RISHABHA."

Mr, P.S.S. Iyer:—"In the Veena the first
fret gives the Duoisruti Rishabha. The
Ekasruti Rishabha is therefore played from
the Skadjasthana. For instance in Poorva

Mr. Narasimhachariar:—*I agree

"Mr. Tiger Varadac};ariar:—“ 1 a'mj"i" ]
_favour.of the old names." ¥

Skadjasthana. It
Ekasruti Rishabha.”
Mr. Subramania Sestriar agreed with the
above view.
Mr.
Antara Gandhara can come in only

therefore ta kes the

adopting classical _names.
dingly. The names will be:—

9. Teevra Gandhara or
Chyuta Madhyama
Gandhara :

“ The
with

Hulugur Krishnacharya :—

. 10. Suddha'Madbyama ° — =N Ekasruti .}.?ighfzbl;a. It can never be used
11. Teevra Madbyama % - after Dvisruti Rishabha bacause the interval
12. Prati Madhyama is a foreign one.” Where Duvisruti Rishabha
13. Chyuta Panchama is used the Gandhara will be Teevra.”

14. 'Panchama Mr. P. 8. S. Iyer:—"Probably Mr.Krish-

.15 Ekasrutj Dhaivata . .

nachv,rya Js rel ernug Jo Northem Rtljao.

' m r-)h..mua..._. x.t
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Ramaniah 'Chetty, Jalatarangam Vidvan,

‘On the 3rd day the b'r'oqeec_liugs commen.

habh,
Kalyani the Rishabha is produced. in the %> Mr. Hulugur Knshnacharya'
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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
sung 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 inthese cases.”

“DVISRUTI RISHABHA."

Mr. P.S. S. Iye|" -*“Mayamalavagaula.
This srutc in Maqualavaqaula is not per-
fect. Itis perfect in Tods”

Mr. P. Sambamurty :—*"Vasanta."

Mr. Narasimhachariar:--* Mayamalavagau-
laand Tod". -

“TRISRUTI RISHABHA."'
Mr. P.S.S. Iyer:—"Kedaragaula.
Mr. C.S. Iyer:—"[n certain Sancharas
of Asaveri and Varali.”
Mr. P.S. Sastry:—"Bhairavi and 8ri Raga.’
Mr. C. 8. Iyer:—“The Trisruti Rishabha
does not occur in Bhairavi.”

Mr. Sermadevi Subramania Sastry play-
ed Bhairavion the Veena and maintained he
was using only Chatusruli Rishabhe  in
Bhairavs.”

o | thlnk
the Trisruti Rishabha occurs in Kharahara-

.priya und the note used in Bhatravi is Chatu-

sruti Rishabha.”

The President :—"'I am afraid Mr. Krish-
nacharya has regard to history and not to
currenl practice.”

“CHATUSRUTI RISHABHA.”

Mr. H. Krishnacharya:—"it is used in
Bhairavi and also in Kambhoji."

Mr. Narasimhachariar:—"' Bhairavi, K4a-
rd’arapr iya and Anaud hauau. A

A . ) . YO
et .i).ui‘_ NI Lt LN A LN I
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There was however no difference on the
point of Chatusruti Rishabha occuring in
Kalyani.

“SUDDHA GANDHARA"

A large body of opinion was in favour of
Bhairavi as illustrated in the use of Suddha
Gandhara,

“ANTARA GANDHARA"

Opinion was unanimous thet Kambhajt

and Sankarabharana took Antara Gandhara.
“TEEVRA GANDHARA OR CHYUTA
MADHYAMA GANDHARA."

There is no dispute regarding the -occur-
ence of this note in Kulyani, though at
present the raga as sung adopts Aniara
frequently.

P “TEEVRA MADHYAMA"”

Mr. P. 8. 8. Iyer:—"It occurs in Madhya-
mavate.” )

Mr. H. Krishnacharya :—*“Bhairav.”

Mr. T. L. Venkatarama Iyer:—"Begada
and Gauli-pantu.”

Mr. Narasimbachariar :—"I do not agree
that the note occurs in Begada.”

Mr. Sambamurty:—"It occurs in Begadq.”

Mr. Pandit Subramania Sastry:—' I}m of,.:,'j‘

' opinion that :this note - does not occur in

Begada. ‘Only Suddhe Madhyama occurs in-

Begada.”

The President:—* That is a long weay
down from Pratimadhyama which was your
former sruffin Begada".

.  “PRATIMADHYAMA"

Mr.C. S. ‘Iger =" Saranga".

P. S.8. Iyer:—" Poorva Kalyani".

“CHYUTA PANCHAMA

8. Sub;a.manla. Sastry.
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—* Varali

+ Mr. Sambamurty —“do.”
Narasimhachariar :—''do.”

“EKASRUTI DHAIVATA"

Mr. P. 8. S. Iyer:—" Dkanyasi'
» Subramania Sastry:—* Not in '.
yast but in Savers”.

Mr. C. S. Iyer:
Bhairav".

“CHATUSKUTI DHAIVATA"
Mr. P. 8. 8. Iyer:—-* Kalyant
C- 8. Iyer :—-" Kalyanr".
“SUDDHA NISHADA.
Mr. P. 8. 8. Iyer:—* Kambhoji'.

Paudit Subramania Sastry:- *
and Kambhoji".

~**Not in Saveri bu

Mr.-Sabhesa Iyer:—* In Bhair.am 'Whi Bliairavi
the prayoga is padha pa, the dhaivatai{s

little flat.

Elsewhere in the Raga, vk _ . .
Suddha Dhaivata is used, it is D2". A “I?Iflr‘;.rafjﬁrmadev1 Subramania Sastry:—
Mr, H. Krishnacharya:—* Ekasrut ‘ ',. . “
vatg occurs in Saveri”. ”f.\y‘(::. H. Krishnacharsa i—" Kharahara-
p X . ]

Mr. Sar’}lbnmurty :—* T agree with
Sabhesa Iyer”. :

Mr. Doraiswamy Iyengar:—* Bhairavd
» Narasimhachariar:—" Saveri."
Dr. Srinivasa Ra.ghavan —" Bhairam,

Mr. Narasimhachariar :—" B & atravt,
Kharaharapriya and Kambhoji”,

Mr. M.A,-Srinivasa Iyengar .—" Sahana".

“KAISIKI NISHADA.”

Mr. P. 8. 8. Iyer:—" Kharaharapriya.”
agree wnth Mr. Sabhesa Iyer”. Dr. Srinivasaraghavan:—"K harahara-
priyo’,

* Mr. 8. Subramania Sastry:--* Khara-
harapriya”,

«“ DVISRUTI DHAIVATA'
Mr. P.S.S. Iyer:—* Mayamalavagaula an
Tod:". 3
Mr. S. S. Sastry :-—"* Tod:".
Dr. Srinivasa Raghavan:—*
DhanyasC’. ;. . ,
Mr. Subrumama Sastry : — Ma_/amalav .
gaula and Dhanyast™.
Mr. H. Krishnacharya : —* Tod?™ :
Sambamurty :—* Also in Malahar"

M Subramania.Sastry :—" Kkarahara-
priya’,

Mir, Lakshmana Pillai :—* Chakravakam
and Vachaspatd”,

‘ Todi angl
Mr. H. Krlslmachurya —"Todi".
Sunbamurtv —" Kharaharapriya".

‘ Shadja. In all ragas.

Lakshmana Pillai:—" Dhanyasi andjd
Toc;.." 25 Rt Gaula,
. k2. Mayamalavagaula,
“TRISRUTI DHAIVATA™ R3.  Kambhoji ard Bhairavi.
Mr. C. 8. Tyer:—" Kambhoji". : (13? Iga,h-mm.' .
., P.S.S. Iyer: —*"Sankarabharana'’. § ’:7' ’h‘“mw "nd.TOdl'
" s.s. Sustry—lxamb/m_/l . .(u;. Kharaharapriya.
GJ.  Sankarablhiarana and I\umohOJl.

%I, Krishnacharya :— I\mIlb’LOjL = .

glakshmana Pillai ="

” i, .- l\ulyam

SRS
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Mr. Narasimhachariar:—*"Kharaharapriya
and Todi.”

Mr. Ramaswamy Lyer :—" Harikambhkaji.”

“KAKALI NISHADA.'

Mr. P, 8. 8. Iyer :—"Sankarabkarana and
Mayamalavagaula™.

Mr. H. Krishnacharya : —“ Sankara-
bharana and Mayamalavagaula'.

Mr. Narasimhachariar :—* Sankarabhara-

na and Mayamalavagaula”. -

“CHYUTA SHADJA "NISHADA"

Mr.P. S.8. Iyer:—" Kalyani”'.

w C. S, Iyer:—" Also Kambhoji and
Kuranji”', . -
The President :—" Our object in the
discussion immediately forgoing is not to
exhaust all the ragas in which the 6arti-
cular srutis occur; but it is only to illustrate
the occurrence of particular srutisin typical
ragas. While] 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 considerablg disagreement
in the matter of their characteristic srutd.
I therefore propose to specifs as the Presi-
dent of this Conference, only such rdgas
with regard to which there is the greatest
agreement or rather least disagreement'’.

MLl. 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,
D1. Saveri.
= D2, . 'Mayamalavagaula and Todl.
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D3. Kambhoji.

D4, Kalyani.

N1. Keambhoji and Bhairavi.
N2, Kbaraharapriya.

The President:—“We have finished the
“discusesions with regard to the Srutis, The
next part that we should deal with is Raga
lakshana. There are twenty ragas eet out
in the questionaire. Each-Raga will be
taken up for consideration and its main
characteristic such as Adrohana 'and the
Avarohana, the particular vanety of notes,
special or - characteristic Sanckaras and
other peculiarities may be considered'".

Mr. H. Krishnacharya: --“I should sug-
gost that we take the 10 Lakshanas enumerat-
edin the‘classical works and deal with each
raga in the light of these Lakshanas".

The* President :—*Such & discussion
would be elaborate and I am elaid very little
can be done that way in the present session.
We can therefore deal with only such main
characteristics as' I have indicated”.

Then there was a.brief discussion whether
it.-wase -necessary in all cases to mention
‘the Janaka ragas in cases of what are some-

- times known as Janya ragas

lbg u-n’., 43!

It 'was pomted out that most of the anaka
ragas were merely ﬂ;eoretlcal and what
are classed as’ Janya ragas of those Janaka
ragas, have been in existence for a long

time, and can in no sease be regarded as’

having sprung from the Janaka ragas or
having come ints existence subsequent to

the formation of the scheme of 72 Melakar-

as. It was however admitted- that. it will
be more -convenient to follow the'current
‘practioe of mentioning the Junaka mgas as
1t indicates at once the svarasthanas of the
raga though 1t gwes 1o Vclue
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to the“iexact -
o % TR

+ Mr. Sabhesa Iyer:—

N3. Sankarabharana and o * Sa ni dha pa ma ga
malavagaula. ri sa
N4, Kalyani Kuranji. Mr. Nataraja Bhagavatar:—"Sa ni dha pa

magarisais not uncommon, See ‘Lekand'.’
Mr. T. L. Venkatarama Iyer:—" The use
of R3 is ocgaéional and slight™,

the present practice be qdopl‘.ed'. thoi ;

should be understood that such ,u‘stiq,'_ A come

The President:—" The raga will
- under the 8th melakarta®,

Arohana :—* Sa ri ma pa dha sa”.

Avarokana:—" Sa ni sa pa dha ni dha pa

Here the proceedings of the 3rd gl_g. ma ga (long) i sa”.

cluded. ‘At 5 p. m. there was A VOOA
FORMANCE BY MR. RAMAMURTE
which was well appreciated by all. Dr.
vasa Ragavan in an eloquent speech’
high compliment to the musidlah Yo
wished bim success. .

The Proceedmga on the 4th day

“The raga takes certain vakra sancharas
occasionally taking the foreign note R3.
But the use of this foreign note i% so slight
that we need not regard the raga as Bhas-
hanga'’.

“PUNNAGA VARALI™

Mr. Sabhesa Iyer;—
dha ni.
Nidha pa ma garisani”,

Mr. Sanjeeva Rao:—" There is a prayoya

like Pa ma ga r¢ ga sa. 1should treat it as
the Janya of Ratnangi."

“ Nisa ri ga ma pa

Messrs, Pandit Subramania Sastry, T, L.
Venkatarama Tyer and Narasimhachariar

accidental notes. sgreed with Mr. Sabhesa Iyer,

ded as t.he Janya of Todi”.
e "The President :—" The raga belongs_to

the 8th Mela. e
l l’) Ly r. .

The Arohana: Nisariga mé pa dha ni.
The Avarohana :—Ni dha pa ma gari sa ni,

":,'\ TE

Sa ri ma pa dha sa

Sa nisa pa dha ma ga ri sa” . ] .
Here againas in Asaveri the use of R3 is

very occasional and slight. Itneed not Le
tlassed as a ruga taking a foreign note.”

“AHIRI™

Mr. Sabhesa Iyer:—"The Mela is the 14th.
It takes Sa ri 3a ma gu ma pa dha ni sa,
Sa ni dha pa ma ga ma ga ri sa”.

there is any authonty .

**Mr, Narasimhachariar:— The raga 37
such a group as i ga ri sa” B

Mr. Subramania Sastry :—" [ agree”’,

X Meéssrs. T. ‘L Veukatarama Iyer, Cerma-
devx Subramama a Sastry and. Narg,sxmha-

THE EXPERTS' CONFERENCE

-to be' théd correct method of smgmg’.
ought to be sung'as Pa dha rf sa ni dka dha”

chariar preferred to treat it as the Janya
raga of Todi, where the Gandhqra is Sadha.
rana.

Mr. T. L. Venkatarama Iyer desired that
before stating the Melakarta 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 & proceedure, yet as a special
case, asked each expert for his opinion.
There was a decided and substantial ma-
jority in favour of fixing the 14th mela as
the parent of that raga. '

The President:—" The Melakarta of the
raga is the 14th,

Arohana is: Sarisa ma ga ma pa dha ni sd,

Avarohana is : Sa ni dha (long) pama ga
ma ga i (long) sa. o

Though in certain compositions we do
hear Sadkarana Gandhara occasionaily.
Antara Gandhara is- always used when the
raga alone issung., Therefora there is no
doubt that this is not a Bhashanga raga™.

“SAVERIL" .

Mr. Sabbesa Iyer:—%“Sa ri{ ma pa dha sa.
Arohanam Sampurnam. The mela is the 15th
or Mayamalavagaula.. Theré is no forelgn

note.” Prayogas like ma ga ma,sa .ri 8a are .

not’ accordmg to Sampradayam,s" R

Mr SanJeeva Rao —* Prayogas like Sa ni
sa cannot be reggrded as improper. You
will find that such a prayoga occurs just in
the beginning of Muthuswamy Dikshitar's
well known keertana 'Sri quafjopala' "

Mr. Sabhesa Iyer:— “That does not appear
‘Tt

The Presidont:—"We discussed the rega
at great length during the last year's Y
conference. It is beyond doubt a Jam/al

. rega ;of . Mayamalavagaulg, ; The&usw‘
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Sadharana: Gandhara' or: Kaistkinishada is
improper.. The-raga-is ndt .Bhaskanga. The.
Arokana is: Sa ri ma pa dha 81. The
Avarohana is: Sa ni dha pa ma ga ri sa.”

A NADANAMAKRIYA .

‘ The Preéldeht «="“There seems to be no
dlspute ‘ibout ‘this” raga. It comes under
thé T.‘th‘(rhela.‘ Thé Arohana is: Nz sa ri ga
ma ga h Za m

. Thertz 1s no forelgn note i e, Kaunka
':N'whad St wdd DR
“aouuum'v"

.. The; P.nssid@-—“!l‘hw raga comes under
the 15th mela.

“ The Arohana is: Sq rima pa ni sa.
. The Avd(ollana is: S n¢ dba pa ma pa dha
ma ga ri sa. }
. The. use, of ‘,Prat;mgdhyama is not proper.”
Civne  (ASQWRASHTRA™ .

MﬁvTS Sa.bhgsa. Iyer:s—""The Mela is the
17th o .'- L"(" i 'l‘

Arqhanq ja: 'Sa i ga ma pa dka-ni sa.

Avarohana is: Sa m ‘8a dha pa ma ga pa ma
gansa. I i
SN 'V'eena Subra,m&ma Sastnar :—"The
Aﬁoh&ha a.ncﬂhezvarohana are both
“Naand fégdhr unﬁ the Nishada 15 };amks

Mr. Sambamurty._' “Its mela i 1s the 17th.”

er. Naras;m\ha.ch“@r -
15l:h Mayamala&pa‘(gaula.
Mr .Sanjeeva, Rao:—"It does not take Kai-
szkt Nwhqdm
Meqsra. T. L. f’enkataramg)lyar, Laksh.
mana lelu. Subramania Sastry, Dr. Srini-
‘'vasa Ragha.van(we;e of opinion that Karsiki
sthada oceurs, 1p the raje. ]
.TJm Preeldent -—"I think that this raga
) shoq]d be trcnted a: tLe Janyrrega of B
3 / v a‘-“\. *“1 & g N -m-n“"

G

Itsmela is the
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The Arohanam is: Sariga ma pa dha e
The Avarohanam is: Sa ni sa dha (long)
ma ga pa ma ga Ti 8a. A

In seeveral compositions the
Nishada occurs. But Kaisik? A_/r_'shada is

the raga and may be avoided.”

M *“BHAIRAVI”

The President:—"This raga was full
cussed during the last year 8 conferent:
I do not think that anything useful
be added to it"

‘4« ANANDA BHAIRAVI"

The President:—"Arohana : Sa'g
ma pa dha pa sa. "
Avarohana + Sa ni dha pa majga ri sa
* It should be classed underthé 20th
D3 Trisruti Dhaivata ocecurs in sucH

charas as pa dhapa. Pa nisa is not’ pen]ﬁ“ - i

sible.”

”n_d Mela.

Arohana is: Sa ri ma pa ni dha sa.
S Avarohana is: -Sa nt dha-pa ma ga ri

"In the Arohana ordmanly C'hat
Dhaivata occurs and in the " Avaro
Suddka Dhaivato. Prayogs like pa-d
{is quite common.” NOIPRVS

“ HUSENL"'

Mela. Though it is common to describe ]
.Arohana and the Avarohanaas Sampoo

and regular, vet it would be better to ‘stalgx
the Arohana, having regard to the’ pecuh ’
nO WS, - KA M

"L"“

vakri sancharis, as fol

P R N &S et} -

o . Avarohana is: Sa ni dha -pama pa ma ga ri
sa.

_The use of Suddha Dhaivata is pel‘mlfSl-
blc-"

Conclusion.

The President :—"We now bring the pro-
ceedings of the present session to & close.
I am unable to express :how thankful I feel
for the valuable belp you have ‘rendered to
the Academy and to the world of music. It
js 'indeed your co- operatxon that, on .the
technioal side, brmgs hxgh prestige lo the
Academy. 'Your labours in the present
gession 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 cu-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
this opportunity of thanking one and all of
-you for the efforts you have put forth
during these 4 days. You have been sitting
dailg from 11 A.M. to 5 P.M. and have done
& good deal of work; This is only a prelij-
minary conference and we are having
another conference in the month of Decem-

r.' You' have “been’‘able ‘to ‘come to
cortain deéfinite ctonclusions 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
niusic and with hisguidance the conference
has been a success. Though I have not much
knowledge of music, yet,I am in a position
tostate that South Indian Music is certainly
the best. In my estimeation Mr. Subba Rao
with that keen insight and judgment that’

lw"u me alawyer; was able Lo mannie the
r .I' . ‘.l/\'.‘ ’
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your co-operation and assistance we cannot
achieve anything. Music bas 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 to.
gerve the Academy and the cause of music!”
" Mr. P.S. 8. 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.f_
demy has come into existence to naintain
the prestige of Indian Music. During these
4 days of our deliberations cur worthy
President hay 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 Narasimhachariar (Cooana-
da) ="I endorse the remarks of the previous
speaker. I must express my bigh admira-
tion for the ability and learmng w1th which
our President conducied the dehberntlons X

‘Mr. Sabhesa Iyer:—"I first hesttated to '
]om the Academyhecause 1 thougbt 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 dealmg with the art and
other matters which are very practlcal I
tliought that our President's nccomphsh-
ments were merely theoreticel. It isa, plea-
sure to me to know that his acquamtanca
with the practical side of the matter is vast
and -ntlrnntl. I wish that other musicians .-
an? artists do co- operate and render a]l help
oA ‘T wish'the

Acadom Y QLFO.X"JT.
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Mr. W. Doraiswamy Iyengar:—"Every
body is speaking in praise of the Presi-
dont. But I am going to eay gsomething
which I think is a defect in Mr, Subba Rao.
He bas not till now let us know how well
up he is both in theory and practice. It is
wrong of him to bave concealed all his
koowledge".

Other speakers followed and thanked the
President for his work.

‘Mr, E, Krishna Iyer:—"This is only =
preliminary Experts’ Conference_convened

¢
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We are glad to record 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
Venu Gana. May His Grace be 'upon Our
Mr, T. L. Veokatarama Iyer,
LAdvocate. ngh Court, Madras, an erdent

*Member of out Academy, was kind enough ¢

to entertain the-audience on the occesion,
with vocal Music (attehded with suitable
accompamments) which was very greatly
;ppreclated The function came to & close
with the distribution of sandal, fruits, sugar-
ecandy and pan-sueari to the audience. We
are glad to further announce the resolution
of the ‘Academy to celebrate the Dikshitar
Day this year.

Our energetic Secretary and Mahager,

Mr E, Krishna Iyer Advocate, Hizh Court,
Iadras.vhas heen: iucarcerated forlus pohu- -
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g.rently “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, bave 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,

I hope that all the musicians and scholayg
will come forward and help the Acidemn§
and promote its objects. I thank the authgy
rities of this Hall for allowing us the usa’jfj
it and for other help which they have r
dered to us.”

The conference of the Erperts was
cluded with three cheers to the Pres_» W
and the Experts assembled there, ]

The late Mr, Sakharama Rao: —It is with
painfulregrel that we have to record the pas-
sing away of the great Vidvan Sakharama
Rao of Tiruvidamarudur. He really
belonged to that galaxy of Musicians 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 Rao, he showed
te an all-admiring world the boundless
possitilities of Gotuvadyam as a musical
instrument. His playing on that instru-
ment was superbly unique. His dexterous

MR i

Comments.

Ul

keertdna and even very minor ragas resona’
ted under his magic touch with a lustre'all”
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.

him to be placed in t.he A" ths
he will be back amidst us in November. g

NOTES AND COMMENTS

fingers unfolded the be uti f . .
anues ol many. a rare . one full year should be instituted and diplo~
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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 arve 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 lsudsble desire to spread
music far and wide. It is our iee! convie-
tion that an intensely good qualitz' ie
really more essential in the practice of
musical arts, than & 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 asone would
wish it to be. The system requires a radical
change and a course extending over at least

mas granted only to such as show a high
standard of knowledge and skill.

We coungratulate the Syndicate of the
Madras University on t&eir proposal to
start a Diploma course in Music. The
syllabus, we understand, will be a “little
higher than that for the Intermediate and a
Jittle lower than that for the B. A, We

Music for amateur Jadies, ono it Veena and We offer him and
theotherin Violin. Thesuccessfuleandialeyf the et -re ol bis fintly  Loip slncevost heartily appreciate vhe recent appointment
in each will 'o awardad a v i a8 . Vo ghin University of a2 of a Research
i : Lo : o ties ia blusic )
i 1Bas o ""“' '1',.\.l1," o g DA an B o e e ATk G boaga ot Musie, v
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We take this opportunity of suggesting
to the University authorities the extreme
desirability of consulting before-hand euch
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 Conference :— The 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

";settlipg the _Ragahkshanas of the various

R
oot

efforts during the Easter Conference
borne fruit in setting up a sister instity
vz, Raja Sir Annamalai Music C
at Chidambaram to constitute a. com
of echolars for the eelf-same. purpx
settling the Ragalakshanas which, 'l.'ﬁ
ted out above, has already been beg
trodden half way.

making it possible forall Music lovers'o_ 3
Presidency to take advantage of its sgs'é j
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