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recreational spirit and provide the necessary joy and zest for 
abundant life. The arts have thus a vital role in national 
development. Promotion of arts in the pre-Independence age had 
to be organised by voluntary effort by public-minded workers, 
leaders and bodies. By experience, initiative and performance, the 
private sector in arts holds the lead ; and that is as it should be, for 
freedom is the soul of art and creative work.

The Music Academy, Madras is, as you know, an outcome of 
the Madras Session of the Indian National Congress and some of 
your former colleagues in the Congress here like Dr. U. Rama Rao 
and S. Satyamurti, and later K. V. Krishnaswami Iyer, were 
connected with the founding and development of this Academy. 
The Academy has had a sustained record of work through its 
Conference, College, Journal, Publications and Performances, has 
been occupying a leading place in the field of music and dance 
and enjoying both a national and international status. The 
Presidentship of our annual Conference is an honour for 
musicians which often leads to the Presidential Award. The 
Academy has collaborated closely through several of its Experts 
and Office-bearers, with the Government departments and agenciies 
for the fostering of these arts like the All-India Radio and the 
Sangeet Natak Akademi. In our Conference and festival we bring 
together votaries of the Carnatic and Hindustani systems, as also 
exponents of different music cultures of the world, spreading thereby 
the message of integration and universality which music, arts and 
culture stand for.

We are now very near our Golden Jubilee, this being our 46th 
Conference.

May we request you, respected Rashtrapati, to inaugurate 
now our Conference and connected festival of concerts.

We remain,
Your friends and admirers in 

THE MUSIC ACADEMY, MADRAS ”

Presidential Address
Then, varying the usual procedure under instructions from the 

Government and the Secretariat of the President of India, Prof.

PTS. i - iv ]  THE XLVIth MADRAS MUSIC CONFERENCE 5
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It is time that a 3��"��	�����1�4���� ���	  is established for giving 
instruction in the various branches of Fine Arts at the highest level. 
Courses leading to the Degrees B. Mus. and M. Mus. and Bachelor 
of Dance and Master of Dance may be instituted. Research Degrees 
like Ph.D. and D. Mus. may also be instituted. A Diploma course 
in �����������������  may be offered. While Vocal, Vina, Violin, 
Gottu Vadyam, Flute and Nagaswaram may be offered as Main 
practical subjects in the Degree course, separate Diploma courses in 
Mridangam, Kanjira, Ghatam, Dolak, Konugol, Tavil and Jalata- 
rangam may be given.

The Degree of B.F.A. (Bachelor of Fine Arts) and M.F.A. 
(Master of Fine Arts) in Painting, Sculpture and Architecture may 
be instituted. A Diploma course in these subjects may be offered. 
A Diploma course in Musical Instruments’ Making, Repairing and 
Servicing may also be offered.

Chairs in the names of eminent Musicologists who lived during 
the last quarter of the 19th century and the first quarter of the 20th 
century like Rajah Sir Sourendra Mohan Tagore, Pandit Vishnu 
Digambar, Pandit V. N. Bhatkhande, Tachur Singaracharlu, 
Subbarama Dikshitar, A. M. Chinnaswamy Mudaliar and Abraham 
Pandit r may be established. Chairs and Endowment lectures and 
concerts in the names of the Musical Trinity and other great com­
posers may be instituted.

� �����!� �����!�

A College for the training of Music Teachers at a Graduate 
level can be instituted. Karnatic Music is a single unitary system. 
We have developed distinctive methods relating to the teaching of 
the different branches of Music. Music Teachers from other coun­
tries will find it profitable to undergo this course either as full time 
students or as casual students. In addition to the course in the 
pedagogy of Music, the one-year course offered herein, should 
include brief courses in ������ �����	������  Bharata Natyam, Folk 
Dance and the production of Operas and Dance Dramas. About 
thirty class-worthy songs representative of the different regions of 
India should be taught in this Course.
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feet. A replica in stone, marble, plaster of paris or of some other 
material with the music as given in the Pal lava script carefully 
engraved can be displayed. A transcription of the inscription in 
Devacagari characters can also be made and kept adjacent to it, so 
that one can have an idea of the inscription clearly. Since this 
inscription belongs to the 7th Century A.D., tourists from abroad 
will also find it interesting to study.

Kala Dharma
It is the duty of a Musician to sing a composition in the 

manner in which it was composed. Unfortunately just about 40 
years back some changes were introduced in the tunes of some 
compositions of Tyagaraja, The Ragas and Talas were also changed 
in a few cases. The following Kritis may be mentioned as instances. 
The tunes of Sundari ni divyarupamunu in Kalyani raga, Sundari 
nannindarilo in Begada raga and Sangita jnanamu in Dhanyasi raga 
have been slightly changed and are now sung in the changed garb. 
The kriti “ Jnanamosagarada ” was composed by Tyagaraja in the 
Shadvidha margini raga but it is now sung in the raga Purvi 
Kalyani. Curiously enough, the charana of this Kriti as changed 
into Purvi Kalyani is exactly like that of the charana of the Kriti 
Paripurna kama in Purvi Kalyani raga. The tala of the song 
‘ Naradamuni vedalina ’ figuring in the ‘ Prahlada Bhakti Vijayam * 
is only Chapu. It is now set to Rupaka tala and sung. This 
Conference can go into these changes and record its findings.

�����, 8� �'� ����� � ,�

A Ministry o f Fine Arts may be set up at the centre to look to 
the development of fine arts in India. It can co-ordinate the 
activities of the various music institutions and promote inter- 
provincial understanding in the sphere of fine arts. A Director of 
Education in Fine Arts may be appointed in each State. A Musical 
Inspectorate is a long-felt desideratum in each State. It can see 
that music is taught on proper lines and make available the 
successful methods adopted in one school to other schools.

�.��(��� ���. ��(�� ���� �.��(����:� <���+����,� �.��

It is time that steps were taken to popularise Musical Insurance. 
Performers of Musical Instruments may insure their fingers, singers 
their voices and Dancers their feet at attractive rates of premium.
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Although India; is rich in folk music, still she is not properly 
represented in the International Folk Music Council. The Central 
Government can do the needful in this matter.

Lakshana and Lakshya
The rift that now exists between the votaries of Lakshana and 

Lakshya should be narrowed down. Each should be regarded as 
complimentary to the other.

Tyagaraja himself was a great Lakshanakara. He has extolled 
the greatness of the Science of Music thus:

Sangita sastra jnanamu sarupya saukhyadame manasa” 
‘Knowledge of the Science of Music conduces to Bliss Divine’. His 
collection of manuscripts on music which has since passed into 
the Walajapet collection may be cited as a proof. In his kriti 
‘ Vidulaku mrokkeda ’ (Mayamalavagaula) he enumerates the 
Lakshanakaras, of whose works he was evidently aware.

Melodic Orchestra
The melodic orchestra has a great future in India. It has come 

to stay in the All India Radio. This Orchestra can provide employ­
ment to a number of performers on musical instruments. It can 
also provide employment to performers of upa-tala vadyas.

An Orchestra should be regarded as an Emblem o f a State. 
The orchestra is as old as the Ramayana. The Kutapa of Bharata, 
Palliyam of ancient Tamil Literature and the Sangita Mela of the 
time of Shahaji and Serfoji Maharajahs, are all Melodic 
Orchestras of different categories. Even now there are families in 
Tanjore whose ancestors were performers in the Orchestra of 
Maharaja Serfoji. Orchestral performances are pleasant to hear 
because of the rich tone and combinational tone colour effect. The 
orchestras can play during State-functions and in the University 
Convocations and such other public functions. There are many 
compositions which can suitably, be arranged for the performance 
by a melodic orchestra.

Conclusion: Popularisation of Classical Music
Classical music can live only when the bulk of the educated 

public is made to take interest in the study and appreciation of
M—3
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Tiruppugazh songs which have become so popular in music circles 
today. Their appeal to the lay mind is direct and touches their 
innermost instincts.

Our saint-musicians, forsaking worldly pleasures, have stressed 
the primacy of spiritual values. Their life-story reminds us that a 
purely materialistic progress divorced from the spiritual elevation 
of the individual is inimical to the growth of a balanced, integrated 
and harmonious human society. We live in a world full of petty 
jealousies, rancour and mutual suspicion. Power of wealth and 
power of position often blind one to the realities of life. That these 
are only transitory and ephemeral will be obvious if we can develop 
a sense of detachment and cultivate a capacity for introspection and 
retrospection. How beautifully has Tyagaraja brought out the 
emptiness of the desire to cling to one’s worldly possession! He 
sings in the song Rukahi Padivelu:

"  Though you may have tens of thousands of rupees, what you 
actually need is only a handful of rice.

Though you may have immense quantity of clothes, you need 
only one for wearing.

Though you may possess extensive territory, for laying your 
body at rest, you require only three cubits of space.

Though you may have hundreds of varieties of cakes, you can 
take only as much as your mouth can hold.

Though the lake may be full of water, you can draw therefrom 
only so much as your pot can hold.”

(The English translation is from my friend Dr. V. Raghavan’s 
book).

Our problem in India today is to find ways and means to feed 
our millions, to clothe them and to give them shelter. They have 
to be assured of a decent lifek a life which will help them towards 
self-development. I am a propagator and a practitioner in my own 
humble way of the religion of humanism. Service to one’s fellow-
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(3) Ponnur V. Ramaswamy Iyer: Raga-alapana and Svara 
Prastara

(4) S. Ramanathan: Kapi Raga
(5) T. V. Gopalakrishnan: Ragas in Carnatic and 

Hindustani—A comparative study

pT S. i - i v j  THB XLVIth MADRAS MUSIC CONFERENCE 1 %

V. Laya:
(1) Sangita Kalanidhi Mudicondan C. Venkatarama Aiyer: 

Shatkala Pallavi
(2) Palani M. Soundarapandiyan: Late Palani Muthiah 

Pillai’s Note Books on Laya ('Nandikesvara Lays 
Brahmananda Bodhini’J

(3) K. C. Tyagarajan: Yati Talas
(4) Gnyan Prakash Ghosh, Calcutta: Tala System in 

Hindustani
(5) Tinniyam Venkatarama Iyer: Musicometrics

VI. Papers :
(1) Dr. T. S. Ramakrishnan: Venkatamakhi—His 72 

Mela Scheme—More possible Scales
(2) V. V. Narasimhachari, Kakinada: Simhabhupala and 

his Contribution
(3) R. K. Shringy, Banaras Hindu University: Concepts 

of Swara and Sruti and their relation
(4) Prof. William Skelton, Colgate University, New York: 

“ A Computerized Catalogue of Kamatic Music*'

VII. Hindustani:
(1) V. R. Athawale, Bombay: Vishnu Digambar Paluskar 

and his Contributions
(2) Sri Kapileswari, Bombay: Abdul Karim Birth- 

Centenary : Talk and Demonstration
(3) Smt. Krishna Bisht, University of Delhi

VIII. Other Systems of Music
(1) S. Ramanathan, Wesleyan University: Scales in the 

Music of Spain, Greece and Scotland
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Tiruchi Swaminatha Iyer requested that the Chyuta Panchama 
and Chyuta shadja be properly explained and demonstrated 
and Dr. Ramakrishnan did accordingly, taking the Gitas 
which he sang in Mangala Kaisika and Gowri. Sangita 
Kalanidbi Mudicondan Venkatarama Iyer covering the whole 
ground briefly said that, according to him, 22 srutis meant 22 
svaras; that svaras like Ri differed in their character as they 
occurred in different ragas, that it would not have been the intention 
of the ancients to intone one svara in the sthana of another and 
that we should grasp the correct Svarasthanas of each of the 22. 
He referred to the Lakshanas of over 2000 ragas given by 
Tiruvaiyyaru Subrahmanya Iyer. Tyagaraja’s Kritis agreed with the 
scheme in the Sangraha Chudamani which existed in manuscripts 
in many musicians’ families, although regarding the Lakshana Gitas 
of this scheme, they were not sure as to who was their real author. 
Both Dikshita and Tyagaraja had composed in all the Melas and 
they could not afford to neglect that heritage. Between Raga and 
Raga, the rakti and the appeal differed and one could not expect 
of a Vivadi mela raga the same kind of appeal as in Anandabhairavi/ 
Sankarabharanam etc., but on this score, they could not drop the 
former. Regarding the textual authorities cited by the speakers, 
Dr. Raghavan, who was connected with the publication of the 
Chaturdandi Prakasika and the bringing to light of Sangraha 
Chudamani or Sangita Sastra Samkshepa of Govinda, referred to 
his papers in the Journal o f the Music Academy where he had shown 
that the nomenclature and definitions of the 72 in the supplementary 
text called Anubandha in the Chaturdandi and several Lakshana Gitas 
were not the compositions of Venkatamakhin and there was also a 
good deal of uncertainty and cobwebs about the tradition of a 
text called Svararnava believed to have been used by Tyagaraja. 
Prof. Sambamoorthi thanked the participants and said that he was 
himself going to deal with the whole question of the 72 Melas 
during the Conference.
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At today’s meeting of the Experts’ Committee of the Music 
Academy, convened in connection with the 46th Conference with 
Prof. P. Sambamoorthy in the Chair, Mannargudi Krishnamurthy
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P. Sambamoorthy presiding, Smt. Visalakshi Ramachandran recited 
Jayadeva’s Ashtapadis 10th, 11th, 12th and 13th in Anandabhairavi, 
Kedaragowla, Sankarabharana and Ahiri ragas, accompanied by 
Rajalakshmi Srinivasan (Violin) and Chandramouli (Mridangam).

Sruti and Svara
Sri R. K. Shringy, delegate to the Conference from the Music 

Department of the Banaras Hindu University, then read a paper on 
the Concept of Sruti and its Relation to Svara. He analysed the 
subject chiefly, from the theoretical point of view, on the basis of 
the Sanskrit texts from Bharata to the later authors. He discussed 
the theories of causation as propounded by different schools of 
Indian Philosophy and as applied to the relation of the Srutis and 
Svaras, the theory of the logicians according to which the Srutis 
were the cause of Svaras (Arambha), the theory of the Sankhyas 
according to which the Srutis transformed themselves into the 
Svaras (Parinama) and that of the Advaitins according to which the 
Svaras were a Vivarta of the Srutis. He also mentioned the theory 
of manifestation of things as by light. He did not think that the * 
theory of appearance would suit the relation and that the intriguing 
relation between the two would best be stated in the terms that 
the two were related as the constituent parts, integrated by a 
temporary sequence into a dynamic whole and were neither 
different nor identical with each other

Commenting upon the paper Prof. P. Sambamoorthy said that 
the problem of the Srutis and their relations to Svaras had been 
thrashed out in the early Confer nces of the Music Academy â nd 
the discussions could be seen in the pages of the back volumes of 
the Journal of the Music Academy. Confusion on the subject had 
been created by early Western musicologists like Fox Strangways 
It must be noted that>ccdjding to the ancient theory Sa and Pa 
were, unlike in later theory, not avikrita. In the most ancient 
times the Srutis \yere given mystic names; later they had practical 
names like Chathsruti, Trisruti etc. But still the subtlety of some of 
them was such that they could be correctly grasped or reproduced 
only by minute listening and continued practice. Dr. Raghavan 
observed that better than the three theories of the logicians, 
Sankhyas and the monists, the theory of the aesthetes, like Ananda- 
vardhana, namely manifestation (Vyakti), like a thing revealed by a
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padis 14th, 15th and 16th in Saranga, Saveri and Punmgavaratt, 
accompanied by Sri P. S. Ramachandraiah (Violin) and Melakkaveri 
Krishnamurthy (Mridangam). Dr. Raghavan thanked the artistes.

Improved Flute
Sangita Kalanidhi Semmangudi Srinivasa Iyer then introduced 

Sri K. Tyagarajan of Madurai and said that he was an Engineer 
who had practised the Flute and had experimented on an improved 
form of that instrument. Speaking on his experiments on improving 
the Flute as used in Karnatic Music, Sri Tyagarajan said that at 
present we were using two full octaves on the flute and only two extra 
notes Ma and Pa in the higher octave. Western flutists used three 
full octaves. By suitably modifying our Flute we could also play 
three full octaves. The present placement of finger-holes was not 
based on scientific principles, but rather on convenience for placing 
the fingers. The instrument lent itself to correction of this defect. 
There was no reason why the holes should not be placed correctly. 
On the other hand for good playing, it was essential that this was 
done. By comparing the relative positions of the frets in Veena 
over a full octave, and also of finger-holes in the Western flutes ]over 
one octave, the finger-holes as they were now, could be corrected. 
As regards playing, the main defect in the present system of fingering 
was that there was a break in the poorvanga. The note Sa, Ri and 
Ga could be played only on the lowest natural octave of the Flute. 
To play the lowest Ma, one had to play it at the next natural octave. 
This led to a break which was not conducive to the playing of Ma 
along with Sa, Ri, Ga with suitable Gamakas. This was particularly 
noticeable in the higher octave where the Ga, Ma, Pa had to be 
played in three different natural octaves of the Flute. By suitably 
modifying the Flute to give the full range of three octaves, Gamakas 
which were normally employed in vocal and stringed instruments 
could also be reproduced on the Flute. On the lower octave an 
extra finger-hole might be provided for playing Ma, to be operated 
by the left thumb. It was shown that this could be done without 
difficulty. With this change, the range of the Flute would be consi­
derably extended and the instrument become truly versatile. In the 
course of his talk, the speaker referred to the Flutist Tanjore Gopala 
Iyer who played a Flute in which he had made some of the holes at 
places which were a little lower and to Tiruppambaram Swaminatha 
Pillai in whose Flute, he had made some of the holes smaller in size.

PTS. I-IV] THE XLVlth MADRAS MUSIC CONFERENCE 35



� G � ���� J������� ��� ���� ������� ������ ������	� S� � � �� �����

���(, ���(� � .,�A<�B

�$"� ! �'"$"!� $"(+� (�(D! �'$D� " 1!$#7�N� ,�"� ��"�� "2�,'� 7:�
� $� �:�4� �<�'� $'� !2(� �N%( !"W� ��99$!!((�� �2$"� +(H$D(� ,�"�
+(9�'"! �!(+� 7:� 2$9� "(H( ���:(� "�7�D0��!�!2(��N%( !"B���99$!!((��
�!�2�+�'�,�7(('�%( )(D!(+�7:� �+�%!$'4�'(,�!(D2'$O1("�,2$D2�1!$�$"(+�
�'�:��'(��"D$���!� � ,$!2� "1$!�7�(� (�(D! �'$D� ) (O1('D:#+$H$+$'4� D$ K
D1$!"�,2$D2�4�H(�!2(�!,�� '�!("� �� ��'+� %��� �2(� �� �D�1�+�7(� H� $(+�
�H( ��'(�)1����D!�H(� !�� "1$!�!2(�7�"$D�%$!D2��)�$'"! 19('!"3�9��(� �'+�
)(9��(�H�$D("�� A2('� !2(� �� � ,�"�"(!3� !2(� %�� ,�"� �1!�9�!$D���:� "(!�
���'4"$+(�� ;(D�1"(��'�:��'(��"D$���!� �,�"�1"(+3�!2(�!,��'�!("�,2$D2�
,( (3�!2(� ("1�!��)�!2(�) (O1('D:#+$H$+$'4�D$ D1$!3�2�+���D�'"!�'!� �!$���
�2$"� �!$��,�"�$'H� $�7�(�� �2( (�,�"�"(%� �!(� H��19(� D�'! ��"� )� �
7�!2� �� ��'+� %��

� �)�� ��97�9�� !2:3� 2$9"(�)� �� "!1+('!� �)� ��1!(3� ,(�D�9(+�
!2(�$9% �H(9('!"�9�+(�7:�� $�Q�� �:�4� �<�'��'+� !2�'0(+� 2$9� )� �
2$"�!��0��'+�+(9�'"! �!$�'�

<��/A�������

� �)�� ��97�9�� !2:�!2('�  (�(�"(+� !2(� 7��0� �'� H�D��� 91"$D3�
2�'�����	�� � �� !� �3� 7:� � $� ��� ��< �H(�1� �1+��$� � �)� !2(� �1"$D�
�(%� !9('!��)�!2(��''�9���$� �'$H( "$!:�

���, .-��,�� ���� �., �� >�,��

� �)�� ��97�9�� !2:� !2('� 4�H(� �� +(9�'"! �!$�'� �)� "�9(�
$'"! 19('!"3�!2(� �������� ������� 3� !2(� ��������� � ,2$D2� ,�"� "�9(K
!2$'4��$0(��$��$'�9�+(��)�7�97��� �'+�$'�1"(�$'� �2$��$%$'("� �'+� !2(�
�������2����� �,2$D2�2(�2�+�+(H$"(+�7:��!!�D2$'4� �� %��"!$D� !17(� !��
!2(� )�1!(� �'+� ,�"� 2(�%)1�� )� � 7(4$''( "� $'� % �+1D$'4� !�'(� �'+�
$'�)$'4( $'4�� �(� %��:(+� "�9(��� '�!$D� �����	 ��'� !2("(�$'"! 19('!"��
� �)�� ��97�9�� !2:� ��"�� % ("('!(+� "�9(� �)� 2$"� $��1"! �!$H(�
D�9%�"$!$�'"�,2$D2�4�H(�$'� D�'+('"(+� )� 9� )�D!"�  (��!$'4� !�� !2(�
!2(� :� �'+� "D$('D(� �)� �� '�!$D� 91"$D�� �� � (N�9%�(� �����7(���	 �
$'� ,2$D2� ����	 � �)� �� %� !$D1�� � D:D�(� D�1�+� 7(� +( $H(+� 7:� 9�+���
"2$)!� �)�!�'$D�� ��"�� �'�!2( �"( $("�,2( (�!2(� '�9("� �)� !2(� (���	 �
�'+� !2($ �9'(9�'$D�"! 1D!1 (�D�1�+�7(�  (9(97( (+�� � �)�� ��97�#�
9�� !2:B"� D�9%�"$!$�'� $'� �����	����� ����* � �(�141#D19#��9$��
2������"���� 3� �'� �:�4� �<�� ,�"� ��"��  ('+( (+�� �'�!2( �
D�9%�"$!$�'� �)� 2$"� % ("('!(+� ,�"� $'� !2(� 2�	��� 2��� � ,$!2�
F���������#� � $'� ������� � �'+� �������������� � $'� �"������� �



�� �3� �#��U� ���� � � � �!2� ������� ������ ���������� ��

�2("(�D�9%�"$!$�'"�,( (�% ("('!(+� 7:� !2(� "!1+('!"� �)� !2(� ��+ �"�
��'4((!�� Q���"���� �)� � $� ��� ��� �� !2�"� �!2:�� � �� ��42�H�'�
!2�'0(+� � �)�� ��97�9�� !2:� )� � !2(� +(9�'"! �!$�'� �)� !2("(�
$'"! 19('!"� �'+�2$"�$��1"! �!$H(�D�9%�"$!$�'"�,2$D2� ,( (� 1"()1�� )� �
91"$D#!(�D2$'4�

�� (� �'"! 19('!��� �''�H�!$�'"

� $� ;��Q�� �$" ���)���+:���:��!2('�+(9�'"! �!(+� �'+� (N%��$'(+�
!2(�)(�!1 ("��)�!,�� '(,�H$��$'"3� !,�� '(,� ��971 �"� �'+� )$H(� '(,�
�$'�"�9�'1)�D!1 (+�$'�2$"��'"! 19('!"� �('! (�� �2(� 9�$'� $''�H�K
!$�'"�,( (�$'� ("%(D!��)�!2(�,��+�1"(+3� !2(�"$P(��'+�9�!( $��� �)� !2(�
��'�� � �'+� ����' � �'+� !2(� )$'4( #7�� +�� � �+$!$�'��� ,��+� 2�+�
7(('� (%��D(+�7:�%�:,��+3�D�'(��'+� �!2( � 9�!( $��"�� �'� % �+1D$'4�
!2$"�  (#9�+(��(+� $'"! 19('!"� � $� �$" �� "�$+� !2�!� 2(� �+�%!(+� !2(�
9�!( $����'+�9(!2�+"�1"(+�$'�!2(� 9�'1)�D!1 (� �)� �$!� � �'+� �$ �<�
��971 ��� �2(� �D!1��� 4�1 +� 2�+� 7(('� 1"(+� $'"!(�+� �)� �'(� $'�
%�%( #9�D2(�� �'� �'(� !:%(� �)� �(('�3� ) (!"� 2�+� 7(('� 9�+(�
�+<1"!�7�(�� �2(�1"(��)� ,�N�)� �)$N$'4��)� ) (!"� 2�+� 7(('�  (%��D(+3�
7(D�1"(�!2(�! �+$!$�'��� �(('��"��)$N(+�,�"��))(D!(+�7:� D�'+$!$�'"� �)�
D�$9�!(�� �2(� % $D("� �)� !2(� '(,� �(('�"3� �$��$'"� �'+� ��971 �"�
,( (� ��"�� H( :� 91D2� �(""� !2�'� !2�"(� �)� ! �+$!$�'��� �'("�� �2(�
'(,� �'("� !��0� �(""� !$9(� !�� % (%� (� �'+� ,( (� (�"$( � !�� D�  :� � �
2�'+�(��'+� �(""�"17<(D!�!��7 (�0�4("�� �2("(� $'"! 19('!"� ,( (� !2('�
%��:(+�7:�+$))( ('!��$+,�'"�

�$+H�'� �(H�0�!!�$��� �:�'�� �:('4� � �7"( H(+� !2�!� !2(� "2�%(�
�)�!2(� ��'�� �2�+�91D2�!��+�� ,$!2�!2(�O1��$!:� �)�!2(� "�1'+� �'+� $'�
!2(� '(,�"%(D$9('"�+(9�'"! �!(+3� !2(�!�'��� O1��$!:�  (O1$ (+� !�� 7(�
$9% �H(+�� �2(:� ,( (� '�!� !2(� "�9(� �"� !2�!� �)� !2(� ! �+$!$�'���
$'"! 19('!"�� � �� ��� ��� ��9�0 $"2'�'� "�$+� !2�!� 2(� 2�+� (N�9$'(+�
!2("(� '(,� $'"! 19('!"� 9� (� !2�'� �'D(� �'+� )�1'+� !2(9� 4��+��
�$��$'� �$+H�'� �� $� ��4�721"2�'�9� ��'!1�1� "�$+� !2�!� 2(� 2�+�
!("!(+�!2(�'(,�H$��$'"��'+� ,�"�"�!$")$(+� ,$!2�!2($ � "�1'+�O1��$!:�

� �)�� ��97�9�� !2:��7"( H(+�!2�!� !2("(� $9% �H(9('!"� �'� !2(�
��971 �3� �$��$'��'+��(('�� ,( (� '(D(""$!�!(+� 7:� !2(� % ("('!� '((+�
)� ��� 4(#"D��(�"1%%�:3�9�+( �!(�% $D(3�%� !�7$�$!:� �'+� �!2( � '((+"��
�(�  ()(  (+� !�� H$��$'#9�0$'4� $'� �1 �%(� ,2$D2� ,�"� �� H( :� ��'4�
+ �,'�% �D(""��'+� "�9(�)$ 9"�% �+1D(+��'�:��� +�P('�H$��$'"��� :(� ��
�2(�())(D!��)�D�$9�!(�,�"���"�� �'� $9%� !�'!� )�D!� � �'+� D���(+� )� �
$''�H�!$�'"� ,2$D2� ,�1�+� "(D1 (� ,(�!2( #% ��)� O1��$!$("�� �!� ,�"



not as if the traditional masters did not experiment on their instru­
ments. Veena Venkataramanadas of Vijayanagaram had his own 
remodelled Veena; its Kudam was smaller and gourd larger. Wax 
frets were not used, as wax absorbed sound, and wood and brass 
work was adopted instead ; fhe sound of his Veena was richer.

Dr. Raghavan thanked Sri Misra and observed that the demons­
trations of experiments and improvements on instruments were 
appropriate in the Conference presided over by Prof. Sambamoorthy, 
as he was himself, for three years, connected with the Vadyalaya as 
its Director.
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When the Experts’ Committee re-assembled in conneciion with 
the 46th Conference of the Music Academy with Prof. P. Samba­
moorthy in chair, there was first a talk and demonstration on 
Kombu Vadyam of Kerala by Sri L. S. Rajagopalan and party.

Kombu Vadyam
Dr. Raghavan, introducing Sri L.S. Rajagopalan, referred to his 

previous participation in the Experts’ Committee meetings in which 
he presented with demonstrations, several instruments which formed 
an important part of the music of Kerala. This year he had brought 
the horn, kombuy with the hereditary performers on the same. Sri 
Rajagopalan gave a brief account of the Kombu or Sringa as a music 
instrument mentioned id ancient Indian literature and treatises on 
music like the Ratnakara. He then described the shape, structure, 
size and varieties of the instrument and the way in which each one 
was played. The Kerala variety of Kombu was made in bell-metal 
and was in small as well as big sizes, the smaller ones, Timiri, being 
in greater vogue in the temples in the past, the bari ones being later. 
It was used by Harijans in their folk festivals, but also played by 
bfairs in the temples. Kombu was essential for some of the pujas and 
festivals, besides being associated with wars. It was primarily used 
as a rhythm instrument. The speaker then explained the process of 
learning the instrument, the notes and the Tala-jatis used in its 
playing. There was also the playing of a number of Kombus in and 
ensemble in which they played in unison at every Kalasam. It was 
one of the instruments used in Pancha Vadyam. The speaker then
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illustration Sri Ramanathan rendered Rangapate of Sesha Iyengar, 
Rama Pahit a Divyanama of Tyagaraja, Pahi Kafyana Rama from 
Tyagaraja’s Prahlada Bhaktivijayam, Muruga of Ettayapuram 
Maharaja, Vaddu nine, a Javali and also a Pallavi, Nirupama 
Sundara which used to be rendered by Tiger Varadachariar. 
Prof. Sambamoorthy mentioned that in the more recent render* 
ings, the raga had changed its form a little and this was not the 
correct form in which Tyagaraja had composed his Kapi kritis.

Prof. Sambamoorthy also released Vidvan Ramanathan's 
edition of the Nandan Charitram of Gopalakrishna Bharati in two 
volumes, with text and notation.

��2,�� ����� >�,�

Prof. Sambamoorthy then referred to the rare Sapta Tala Gita 
in Sanskrit, the composition illustrating seven Talas, in raga Nata 
by Pydala Gurumurthy Sastri in praise of Sonthi Venkatasubbiah. 
This was rendered by the pupils of Dr. Rukmini Vasudevan Sangita 
Vidyalaya.
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Sri T. V. Rajagopalan then requested Prof. P. Sambamoorthy 
to deliver the fifth lecture under the Dr. V. Raghavan Shastyabda- 
purti Endowment. Prof. Sambamoorthy took up the subject of 
Mela Paddhati, traced the origin of the idea of organising the ragas 
and the more ancient system of classifying them. He mentioned 
the earliest reference to Mela and Janya, associated with the Sangita 
Sara of Vidyaranya of 14th Century. In Tevaram music also, 
there was the classification into Pan and Tiram. The speaker 
then referred to the Me la-scheme as described by Ramamatya, 
Somanatha, Ahobala and the further history of the Mela-scheme 
upto the Sangraha Choodamani, whose system was prevailing at 
present. It was left to Venkatamakhin, to finalise the scheme into 
one of 72 Melas. There were other attempts to enlarge the scheme, 
as in the Meladhikara Lakshana. Even as the raga was a gift of 
India to world music, so also it might be said that the 72 Mela- 
scheme was a gift to world musicology. Referring to the persistent 
controversy about 40 of the Melas which were not as pleasing to 
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without mike must be pronounced a success. Prof. Sambamoorthy 
thanked the Vidushi and referred to his having known her from her 
tenth year.

Musicometrics
Dr. Raghavan then requested Vidvan Tinniyam Venkatarama 

Iyer and his pupil R. Venkataratnam, a Mridangist and a mathema­
tician, to present their paper on the theory of Musicometrics. It 
was an analysis of musical metrics with reference to rhythmic 
patterns and percussion-playing, from the point of view of the stroke 
and the rest, the Jatis being combinations of the two. He then 
dealt with the role of manodharma, analysing it from the point of 
view of stochastic process or Markov chain. Each rhythmic pattern 
was a definite information value in regard to the syllables and the 
probability of use; and the drummers’ dexterity consisted of his 
capacity to choose and play the right expressions in the right time 
and in the right place. ' Na Din Din Da ’ according to statistical 
information theory had the maximum madhurya and entropy.

THE TENTH DAY 

1st January 1973

Members’ Day
On the New Year Day the Music Academy celebrated its 

Annual Members’ Day and held a reception to the President of the 
Conference. Members had refreshments.

Experts' Committee Meeting
When the meeting of the Experts’ Committee of the 46th 

Conference of the Music Academy re-assembled today, there was 
the recital by Sri P. S Srinivasa Rao and his pupils of Jayadeva’s 
Ashtapadis, the 22nd, 23rd and 24th, in the Hindustani Ragas, 
Kedara, Misra Mand, and Sindhubhairavi. Dr. Raghavan thanked 
Sri Srinivasa Rao and his pupils.

Shanmarga Pallavi
Sangita Kalanidhi Mudicondan C. Venkatarama Iyer then gave 

a talk and demonstration of the difficult Shatkala, or more correctly 
Shanmarga Pallavi, accompanied by Parur S. Anantharaman on
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recital on Gottuvadya by Sangita Kalanidhi Budalur Krishnamurti 
Sastrigal. Accompanied by Alandur S. Natarajan (Violin) and 
Palghat Ramanathan (Mridangam), Sri Sastrigal played Bhairavi 
Varna, Brihaspate - Athana and Kedaragowla Raga and Kriti, 
Tulasibilva; and Veera Hanumate-Kanada.

Release of New Book
Dr. Raghavan then mentioned that in response to the Academy’s 

appeal, Members of the Experts’ Committee were giving the Academy 
editions of rare compositions known to them for publication in the 
Academy Series. On the occasion of the 46th Conference, they had 
brought out a book of Four Rare Compositions of Mysore Veena 
Subbanna - A ragamalika, two Svarajatis and one kirtana - edited 
by Vidvan Titte Krishna Iyengar of Mysore. The President of the 
Conference, Sri Sambamoorthy, released the publication.

Dr. Raghavan also announced earlier the publication of the 
42nd volume of the Journal of the Music Academy.

Music Training for Children
Speaking on preparatory music education and training, Vidvan 

V.V. Sathagopan of the Delhi University expatiated on the objectives 
of education in general and of music education in particular, with 
reference to either career or culturul interest. He stressed that the 
basis of both consisted of inner satisfaction and joy. Both melody 
and rhythm were innate in man and quite voluntarily, men expressed 
themselves in both melody and rhythm. He referred to the fact that 
almost all the great singers, Purandaradasa, Tyagaraja and others 
following them, and the performers of Harikatha and Bhajans, sang 
mostly in a standing posture; in this posture the entire body swung 
with rhythm. With Chiplas in hand the speaker then illustrated this 
by himself singing a Pada of Purandaradasa. He said that particularly 
children were moved into melody and rhythm. The speaker illustra­
ted this with his children who sang a simple Russian tune, a bhajan 
of Tulasidas and one of the better type of popular cinema songs 
carefully selected by him. The speaker said that to develop the 
musical knowledge and practice of children, the art could be given 
through simple dances, songs related to daily activities, group-sing­
ing, singing in drama, selective listening, nursery songs and rhymes, 
stories, poems and simple rhythmic compositions. The speaker 
ended his talk with a Tamil composition of his on Tyagaraja.
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different sub-committees of the Conference, the Secretaries, the 
Convener of the Trust Board and the Social Service Unit, Madras 
who lent their volunteers for assistance.

Vidvan Sri V. V. Sathagopan sang the Mangalam.
The Conference then came to a close with a group-photo of the 

Members of the Experts’ Committee and others who had participated 
in the Conference.

� �  THB JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XLIV

The Sadas
The ��'�	  (Convocation) of the 46th Conference was held in 

the Auditorium of the Academy on 3rd January, 1973 at 4-00 P.M. 
with Sangita Kalanidhi Sri Chembai Vaidyanatha Bhagavatar 
presiding. The ��'�	  began with an invocation song by Vidvan 
K. V. Narayanaswami, after which the Secretary, S. Natarajan, read 
the formula convoking the ��'�	�

Messages received, after the inaugural function, for the success 
of the Conference and for the ��'�	  were then read by Sri 
R. Ranganathan, Secretary.

The Governor of Gujarat, Sri Sriman Narain, the Governor of 
Meghalaya, Sri B. K. Nehru, the Hon’ble Prof. Nurul Hasan, 
Minister of Education, New Delhi, the Chief Minister of Madhya 
Pradesh, Sri P. C. Sethi, the Chief Minister of Kerala, Sri Achyuta 
Menon, had sent their messages.

The Secretary, Central Sangeet Natak Akademi, had sent a 
message.

The Society for Asian Music and its President Prof. Willard 
Rhodes who had been with the Academy a few years back, 
Dr. Mantle Hood, Director, Institute of Ethnomusicology, Univer­
sity of California, Los Angeles, the Director of the Rumanian 
Institute for Cultural Relations, Bucharest, Sri C. V. Narasimhan, 
United Nations, and Carnatic musicians in U.S., T. Ranganathan 
and T. Viswanathan had sent messages.

The Nanganallur Arts Academy, the Venu Gana Sabha, Madras, 
and Krishna Music School, Perambur had sent best wishes and 
their congratulations to the recipients of the awards.

Vidvan Aripirala Satyanarayana Murthy, Vijayawada, Member 
of the Experts' Committee, had sent his good wishes.
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Carnatic Music has been engaged on a Telugu version of the 
��"��� %�����'���  of the Alwars.

The President then conferred upon him the Certificate of Merit 
in recognition of his long association with the Academy and his 
service to the cause of music.

Sri T. V. Rajagopalan, Secretary, then presented Sri Turaiyur 
Rajagopala Sarma and read the following Citation :

Vidwan Turaiyur Sri Rajagopala Sarma

Born on 21st November, 1905 at Turaiyur, Trichy District; 
son of Mahadeva Sastrigal, a Sanskrit scholar and Harikatha 
exponent; learnt music from Pallavi Namakkal Narasimha Iyengar 
at Srirangam and also learnt Harikatha from his father in his 
younger age ; after finishing S.S.L.C., came to Madras in 1927 for 
appointment in the Madras Secretariat; was the first person to 
receive in 1932 the Diploma in 
Music in the Music Academy’s 
Teachers’ College of Music, when 
Tiger Yaradachariar was the 
Principal; also got in 1934 the 
Diploma with distinction in the 
University of Madras when Tiger 
Varadachariar was the Head of 
the Department of Music there ; 
was giving musical performances 
during the above period; had 
assisted the late C. R. Srinivasa 
Iyengar in publishing the Tyaga- 
raja Kritis in the �!�'�	�������  
������  for several years, the (���� (�"��'��  in notation etc.; was 
Music Director in the Gramaphone Company from 1934 to 1958 and 
had himself given several gramaphone records; had been for 
some time Director of Music for some popular films; has since been 
an Instructor in Music in Kalakshetra, assisting them also with 
music-settings for their dance-dramas.

The President of the ��'�	  conferred upon him the Certificate of 
Merit.
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Teachers* College

Dr. V. Raghavan, Correspondent, Teachers’ College of Music, 
then introduced the candidates who had passed out of the College 
and the President gave away the Diplomas to them.

President’s Speech

Sangita Kalanidhi Sri Chembai Vaidyanatha Bhagavatar then 
spoke and conveyed his blessings to Prof. P. Sambamoorthy and 
other musicians who had received honour at the Sadas of the 46th 
Conference and praised the services done by the Academy.



LIST OF PRIZE-WINNERS

COMPETITION
•*

DONORS WINNERS

Vocal Music, Ladies T. R. Venkatarama Sastri Prize -  Awarded by Sri 
T. V. Rajagopalan

I Prize - Sobhana

II Prize Endowed by Sangita Kalanidhi Semmangudi II Prize - SugandaThyaga-
Srinivasa Iyer rajan

Veena Dhanam Memorial Prize -  Endowned by Sri M. Sudar- I Prize - Mrs. Subba-
sanam Iyengar lakshmi Subramaniyam

Modem Composition L. Muthiah Bhagavatar Memorial Prize Awarded by I Prize - E. S. Parvati
Sri T.L. Venkatarama Iyer II Prize - A. Bhanumathi

Tamil Songs The * Amarar ’ Kalki’s Tambura Prize -  Endowed by I Prize - Suganda Thyaga-
T. Sadasivam rajan

II Prize - A. K. Vijaya
Maharaja Swati Tiranal Murthi Memorial Prize -  Endowed by The R. K. Murthi I Prize - Suganda Thyaga-

Compositions Memorial Committee rajan
II Prize Endowed by Sangeeta Kalanidhi G. N. Bala*- 

subramanyam
II Prize - E. S. Parvati

Purandaradas Padas Endowed by V. S. S. K. Tobacconsist I Prize - Suganda Thyaga- 
rajan

II Prize - Vijayalakshmi 
Krishnamurti

Smt. Lalitha Shamanna Special Prize - V. Radha

Pallavi Singing Dr. Sankaranarayana Iyer Memorial Prize-Endowed by I Prize - P. S. Vasantha
Dr. S. S. Krishnan 11 Prize - V. Radha

Divya Prabandham & Sri Viiayaraghavalu Naidu Memorial Tiruppavai Prize - I Prize - B. Prema
Thevaram Awarded by Vijayaraghavalu Memorial Religious 

and Charitable Trust, Edamanal, Sirkali, C/o. 
V. Ramachandran, Bheemanna Mudali St., Madras

Sanskrit Compositions Dr. V. Raghavan Prize -  Awarded by Priyamvada Sankar I Prize - Suganda Thyaga-
rajan
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VENKATAMAKHIN’S SEVENTY-TWO MELA-SCHEME 
AND MORE POSSIBLE SCALES

T. S. Ramakrishnan

I must first pay my respects to $ri Subbarsma Dikshitar, 
whom I consider as my %������ (����  He is the author of the 
monumental and most valuable work on music, �������  
������'���� %��'������ , from which treatise I have imbibed'all 
my knowledge about the great Venkatamakhin, the founder of 
our Classical Carnatic music and music as practised by the 
Dikshitar School, strictly following Venkatamakhin’s tradition.

I must also mention Mr. A. M. Chinnaswami Mudaliar, m .a .,  

to whom the music world owes a deep debt of gratitude, but 
for whose persistent efforts, munificence and great personal sacrifice, 
the �������� ������'���� %��'������  would not have been 
written.

I. &����'������ :
Venkatamakhin, the most important figure in the history of our 

Classical Carnatic Music, flourished in Tanjore during the reign 
of Vijayaraghava Naik (1633-73), the last of the four Naik 
Kings of Tanjore.

Tanjore had already reached the zenith of its glory as a model 
Hindu kingdom under the reign of his father, the previous King, 
Reghunatha Naik, described by historians as a second Bhoja or a 
second Krishnadevaraya, ably guided by the famous Govmda 
Diksitar, a sm&rta Karnataka brahmin of Vijayanagar, the 
founder of the Naik kingdom in Tanjore, a profound scholar 
and author of �������	�'����'�� , a ���1���  treatise on music 
dedicated to King Raghunitha Naik, who was himself a great 
warrior, a scholar, a musician, an author of several literary 
Works and a patron of men of arts and letters who adorned 
his court. II.

II. (1) Venkatamakhin was the second son of Govinda Dtfc$itar 
(and his wife N&gambika), whom he describes as •‘ S'aAkaramuni- 
mataprati?thSpana-kovidu His elder brother was Yajfla-
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narsyaija Dlk§ita, also a great scholar and well versed in the art 
of music, but died quite young even during the reign of Raghunatha 
Naik.

Venkatamakhin was at first the disciple of his elder brother, 
but later underwent tutelage in advanced music (both laksapa and 
lak$ya) under the great musician and scholar of the period from 
the North (Vijayanagar), Tsnappsrya by name (son of Honnappa 
alias Venkatamatya or mantri), specially brought to Tanjore by his 
father for the purpose. Venkatamakhin learnt from Tanapplrya 
the lak$ana and lak$ya margas of music and all the rngas 
(Classical) in vogue and as practised during the period in all its 
details. Venkatamakhin thus became a master musician, a 
composer, a genius in the art of music and the leading figure 
among those who were patronised in Tanjore Court.

(2) Venkatamakhin studied all the available works on music, 
both ancient and contemporary. He studied £srngadeva’s Sangita- 
ratnakara (13th century), RamSmatya’s Svaramelakalanidhi (1550), 
Kallinatha’s Kaldnidhi (1553), considered as an important and 
valuable commentary on Sangitaratnakara, and other important 
works. He studied them all with great scrutiny, gathered all 
available details pertaining to the science and art of music and 
analysed the knowledge so gathered. He found many discrepancies 
in R&mamatya’s work and points them out with caustic remarks 
in his own CaturdapdlprakaSikb, the most monumental lakgana 
treatise on music ever written, which he specially undertook to write 
at the request and desire of his patron, King Vijayaraghava Natk, 
to whom he dedicated the work.

III. CaturdapdiprakSiika :
In this treatise Venkatamakhin discusses music under ten 

chapters as follows:

(1) Vlga (2) S'ruti (3) Svara (4) Mela (5) Raga
(6) Alapa (7) Thiya (8) Gita (9) Prabandha and (10) Tala.

Among these, the four topics (1) Gita (2) Raga (3) Thaya 
and (4) Prabandha formed the four Dapdis of practical music and 
hence the title of the work.
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��''�� +9 ���1��C of the octave-interval which are described 
below:—

In accordance to the traditional concept that among the 
varieties of the variable 	"���	*  Rsabha, GindhSra, Madhyama, 
Dhaivata and Ni?sda, the lowest jn pitch (the bassest or flattest) 
variety was to be considered as the ��''��� 	"���*  Venkatamakhin 
wrote these ��''��� 	"���	*  distributing the ,,� �����	  of the 	�����  
among them, also as traditionally prescribed, as under:—
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The 	�"��� ��''��� 	"����	���	  to end in th e irs / "�!��  A :—

(A) L 7 ��''��	"���	

� ������	  allotted

1

Sa

4

2 3 4 5 6 7

Ra Ga Ma Pa Dha Na

3 2 4 4 3 2

i

�

He next wrote the 9 "�������	"���	 , their 	"����	���	  ending 
in the next vowels in accordance to their increasing acuteness of 
pitch as under:

Two "������	  of ��  — 
Two "������	  of (�  — 
One "������  of 2�  — 
Two "������	  of ���  — 
Two "������	  of ��  —

��  and ��  
(�  and (�  
2�

���  and ���  
��  and ��

The above 7 ��''��� 	"���	  and 9 "������� 	"���	  are shown 
tabulated among the 12 	"���	�����	  of the 	�����  as under:—

+�"���	�����	5 —1 2 3 4 5 6 7  8 9 10 11 12
(B)J

] �"���	 :— /  Ra � �� ��  Gu Ma Mi Pa Dha ���� ���  Nu Sa 1
l  t  (�� (�� ��� ��� M

In the above table it will be seen that the four pairs of 	"���	  
��*� (�@���*� (�@����*� ��@� ���*� ��  occur respectively on the same 
	"���	�����	  and hence the two 	"���	  in each group are identical 
and thereby explain how Venkatamakhin obtained 16 	"���	  in all in 
the octave of 12 	"���	�����	�

(� ���5 —In table (A) S'uddha Gandhsra will be seen to have a 
Paftca-fruti value and in table (B) ��*  the first "������  of Ra,
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being identical with Ga on the same svarasthana, had also to be 
named PaHca-iruti Rfabha. But this Panca-Sruti R$abha Ri 
is traditionally considered as and also called CatuSSruti Rsabha. 
Venkatamakhin explains this anomaly by declaring that CatuSiruti 
R?abha was the same as Triiruti (Suddha) fyabha and the latter 
became Catu&Sruti when considered along with the Cyuta §adja 
getting augmented by a druti thereby. Similarly, in the case of 
PdHca-iruti Dhaivata and CatuiSruti Dhaivata in the uttaranga, the 
latter considered along with Cyuta Pancama, being the samp as 
Triiruti (Suddha) Dhaivata, but augmented by a Sruti of 
Pancama.

VI. Venkatamakhin*s 72 mela-scheme:—
(A) On the basis of the results obtained by him as described 

above Venkatamakhin, by the simple process of mathematical 
permutation, coined his famous 72 mela-scheme—each mela to be a 
saptaka or scale of all the sapta svaras, the 7 svaras to be selected 
from the 16 svaras occurring in the sthayi of 12 svarasthanas.

The different permuations he obtained were (12):—

Six, in the Purvanga (lower tetrachord) Sa to Ma—
Ra, Ga; Ra, Gi; Ra, Gu; Riy Gi; Ri, Gu; and Ru, Gu: and 

Six, similarly in Uttaranga (upper tetrachord) Pa to Sa—
Dha, Na; Dha, M; Dha, Nu; Dhi, Ni; Dhi, Nu; and Dim, Nu.

Venkatamakhin tabulated by completing scales, saptakas, from 
the aboye combinations and obtained his 72 melas which he arranged 
under 12 cakras, each cakra including 6 melas, all the six taking 
the same group of R§abha and Gandhara but choosing the 6 
groups, in the uttaranga of Dhaivata and Ni§3da, one for each 
mela in that cakra. There were thus 6 cakras with Suddha- 
madhyama (ma), yielding the 36 purva melas and the other 6 
cakras with the same order of combinations, but taking Prati- 
madhyama (mi) in place of Suddha-madhyama, yielding the 36 
uttara melas and totalling to 72 melas.

t (B) Venkatamakhin next named these cakras in such a manner 
that one could easily infer the rank of a cakra from its name; and 
he chose 6 katapayadi syllables to denote the ranks of the melas in 
each cakra.

M—9
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other important famous popular ������ ����	  in vogue during his 
period with their already well-defined �������'	*  he retained in 
his scheme under their respective scales. Several of these included 
����	  (scales) with "�"�'�� '�J�  pairs of svaras (7 in number among 
the total 42 "�"�'�� '�J�� ����	  in his scheme). Venkatamakhin 
defined these melodic forms of ragas with their �������3	  evolved 
by him to represent the different scales as the �������� ����	�

It was for these ���'��������	  (not for the mere scales) that 
Venkatamakhin coined suitable names ingeniously in such a 'Way 
that from the first two (��������'�C  syllables of the names assigned, 
the rank of the �������� ����  in the 72 mela-scheme could be 
immediately inferred by the ��������'�  formula. In some cases he 
had to prefix for the purpose two suitable ��������'�  syllables to 
the names chosen.

Venkatamakhin has two �������� ����	  for the same first mela. 
2������  (the first of the 18 purva melas) and ������������  and two 
lak§a?a gitas one for each, the two together defining the lak;aga. 
The last 72nd mela ������������  was named as ��	����#��� , 
Hence his Raganga Raga system can be described as ��� , ������*  
���#���7	�	����

VIII. I shall now discuss in detail the names of the 18 ���"�  
����	  already in vogue before Venkatamakhin evolved his 72 ���� - 
scheme, in the order in which they would occur in his scheme and 
the new names given by him differently in some cases and the reason 
for the same:

( ��������'�  syllables are underlined) 1

1. 2������5� -	�� ����5  named as ��������	��  (modern 
1st melakarta—Kanakangl): a scale taking all ��''��� 	"���	�  
Venkatamakhin has �!�� ���J��������	  for this ����*� ���  for this 
�����6��	$��  with the ������ ����'�*  and in the ������� ����'�*  
only the name of the �������� ����  and its cnkru-name with the 
��������'�  syllables are mentioned; and the �����  gita for 
2������� ����*  also named as a ������������  for this first mela 
with an 3������ ����'�  giving the name of an �������#����� �����  
Thus there are two ���'���� ����	  with their two gitas, which 
together define the lak§a&a of this mela.

£ ts.  i- iv j ven katam akhin’s seventy-t w o  mela-schbme &
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2. Samovar a li: 3rd mela': Name retained with the two 
katapayadi syllables Ga, Na prefixed. This mela is said to have 
been derived from the Sima Veda itself. The counterpart Raganga 
Riga for this, with Pratimadhyama (mi) in place of S'uddha- 
madhyama (ma), is the 39th mela. also a Varali, very popular and 
a famous ghana raga from ancient times.

3. Bhupali: 8th mela: A well-known ancient autfava raga, 
one among the 18 purva melas. Venkatamakhin named this 8th 
mela as Janatodi, which Todi (known as Bhairavi in the North) 
was just coming into vogue from the North and became a 
popular rakti raga even during his period, and hence named by 
Venkatamakhin asl an auttara raga. Venkatamakhin includes this 
Bhupali purva mela under the next (9th mela) as an Upinga janya 
raga. Also the Bhiginga janya rigas Dhanyagi, Ahiri, Ghajjta 
are all included by him in the 20th mela.

4. H ejjujji: 13th mela: Name retained with the two 
katapayadi prefix syllables Ge, ya.

5. Vasantabhairan: 14th mela: Name retained with the
two katapayadi prefix syllables Va, tl.

6. Goula: 15th mela: Considered as a mela, one of the 
18 purva melas, an important ghana raga. Was it a saptaka in his 
days? Venkatamakhin named this Raganga raga as Afa,yd-ms)ava- 
gauja (Maya «  Haridvar, Gaula = Bengal), a parent raga to a large 
number of both Upanga and BhagSnga janya ragas.

(a) There was already a raga in vogue by name Ma)avagaula, 
but it is doubtful whether it was the same as this 15th mela, 
due to the fact that all the various Gaulas, according to Venkata- 
makhin, had NisBda as their graha-svara. whereas he mentions 
shadja as graha-svara for this Afoyd-malavagaula Raganga raga.

(b) Nadaramakriya: A popular rakti raga from quite ancient 
times taking all the 7 svaras of this 15th mela true to the scale could 
have more aptly represented this 15th Mela Raganga raga. (Suddha- 
ramakriyat 51st mela, (also a Ramakriya) is the counterpart of Nada­
ramakriya in the uttara melas taking Pratimadhyama in the place 
of guddhamadhyama).
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as usual in its matu the sapta svaras of the 20th mela, but the 
raga mentioned as Bha§anga at the end of the Abhoga khagda 
of the gita.

8. � � ���5� ,-	������  : Like the previous Bhairavi, this Aiari, 
also being a Bhasanga raga, is not qualified to be considered as a 
Raganga raga. Venkatamakhin coined the name Aira-gavali for 
this Raganga raga of the 21st mela, � �  and ��  being the two necessary 
katapayadi syllables occurring in the name itself. Venkatamakhin has 
a lak$a$a gita also for the raga Ahiri with its Sutra kha^da reveal­
ing in its matu the 21st mela-svaras and the raga is called Bhasanga 
in the Abhoga khaijda. Venkatamakhin has included this Ahiri raga 
as a Bha§anga janya raga under the 20th mela, in the Bha§anga 
khaipda of the lak^apa gita of the 20th mela Raganga riga 
Narlrltigauja.

9. �������  : ,,�'�2����5  An important purva mela and a 
ghana raga. Name retained with the first two katapayadi syllables 
���*� ��  in the name itself.

The raga ���� , a rakti raga, would have been perhaps more apt 
as the RSganga raga for this 22nd mela, but it had a slight 
Bhasanga tinge and hence could not represent this mela. Even 
before Venkatamakhin’s days this raga Kapi, being really the same 
as our present-day popular and major raga �������������� , had 
migrated to the North, where it was considered a mela (That) in 
their system of music. Later it came back to us with its Northern hue 
as our modern Kapi (with an intermediate stage as our Rudrapriya; 
—it may be noted that ��'��������  is F��������C  with pronounced 
Bha§anga features. Venkatamakhin has a lak§ya gita for this raga 
Kapi, which when rendered, sounds entirely as our present-day mela 
raga Kharaharapriya with no difference whatever in its raga-picture. 
Venkatamakhin considered this Kapi as a Bhasanga janya raga 
under the 22nd mela and has given its name accordingly in the 
Bha§anga khaijda of the lak§apa gita for the Raganga raga &riraga.

10. ������#�5� ,Q��������5  A major rakti raga, but being a 
Bhasanga raga with an occasional alien svara Kakali Ni§ada, Nu, 
in a particular sancara, Venkatamakhin chose ��'�������� , also a 
major rakti raga, with F�7��  as the katapayadi prefix syllables, 
rs the Raganga raga for this 28th mela.
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(a) Kambhoji being famous from ancient times is also consi­
dered a mela (That) in the North Indian system, but called there 
as Khammaj, which, with a modified hue, has come back to 
us as o,ur popular rakti raga Kamns, and which originally had 
entirely the picture of our present-day 28th mela raga Hari- 
kambhoji, but a more pronounced orthodox melodic form.

(b) Venkatamakhin has a lak§aija gita for this important purva 
mela Kambhoji, also with its usual Sutra khanda revealing in its
matu the 28th mela-svaras and at the end, the raga being called 
Bhasanga.

11. Sankarabharapa : 29th mela: Name retained with Dhi-ra 
as the two katapayadi prefix syllables. Svaras of this mela are 
considered as Suddha in the North Indian system and as those of the 
natural scale, the scale of just intonation or the Major scale of 
occidental music.

12. Samanta: 30th mela: Though Samanta is a regular 
saptaka scale Venkatamakhin named the Raganga raga for this mela 
as Vagabharapa, the first two syllables in the name itself satisfy­
ing the katapayadi formula. Also Venkatamakhin considered the 
raga-pictures of 29th and 30th melas very similar and hence probably 
gave them names having the same meaning.

13. Defakfi: 35th mela: (also known as Sulim). Name 
retained as Sailade&akshi, with $ai-la as the two katapayadi prefix 
syllables.

14. ' Nata : 36th mela: Name retained with ca, la as the two 
katapayadi prefix syllables. This is a very ancient and important 
ghana raga with vivadi do§a-feature in both purvanga and uttar- 
anga, the same avoided through a highly melody-yielding formula, 
already in vogue and handled as a first auspicious r3ga. All the 
compositions available from ancient times, including Tyagaraja’s 
famous first Pancaratna Kriti, “ Jagadanandakaraka,” have their 
respective dhatus in strict accordance to the prescribed melodic 
mould, murchana, and not wildly indulging in passages with the 
vivadi-svaras, and the same ancient formula retained by Venkata­
makhin for this Raganga raga Cfl/anata.

15. Suddhavarali: 39th mela : Also a very ancient and one 
of the most important melas with vivadi do§a in its purvanga and a
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the seven svaras to occur) and classified them into four types accord­
ing to their Aroha$a and Avaroha^a in their murchanis as under:

(i) Sampurjja (ii) Sadava-sampurija, e.g. 3rd mela; 
(iii) Audava-sampurija, e.g. 1st mela; and (iv) Vakra-sampur^a, 
Ex. 10th mela.

(C) ;����� ����	
All the other innumerable (other than Raganga ragas) Rsgas 

in vogue in his days were considered by Venkatamakhin as derived 
(Janya) from their respective Raganga (parent) ragas according to 
the variety of svaras occurring in them. These janya ragas were 
classified into two groups

(i) 3�'���*  those taking only the svaras of the parent me}a;
(ii)  ��J����*  those taking in addition alien svara or svaras 

as prescribed in special sancaras.

Venkatamakhin declares that it may be possible to coin lakhs 
of more janya ragas, but such ragas are unfit for use in the 
rendering of Gitas, Alapa, Thaya and Prabandhas.

IX. �������������<	� )����	�����	
In order to illustrate his scheme of Raganga and their janya 

ragas, particularly to show their individual melodic characteristic 
pictures, Venkatamakhin composed—

(1) (���	5  (a) $��N���� (���	  for all the Raganga ragas
and for a few important Bhasanga ragas 
among the purva melas as well; and

(b) $��N���(���	  for all the janya ragas;

(2) ����	5  for all ragas (Raganga and their janya ragas);
(3) %�����'��	�5  6 Prabandhas are given in �������	�����'���7

���'�������

(A) (���	5  Venkatamakhin chose to compose gitas, since as 
already stated, the Gita was considered in his days as the prime 
type of a classical composition, the 1��	�� ���'��

In these ( ���	5
(1) 2 � 5  (sahitya): the language consists of words occurring 

in the various %�������'��  ��	��	  (forms of colloquial Sanskrit), 
all in praise of the various deities of kshetras in India, perhaps all
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of them. In the Abhoga khanda meaningless syllables like A-a 
Aiya, Tiya, Amvo, Iya, and Are, also occur.

(2) Dhatu: (musical setting) : consists of 3 kha?das (sections). 
When the section Antarl is present, it is sung at the end of both the 
khaijdas, Udgraha and Abhoga, and the glta concluded with the 
Antarl section, as seen in many gltas. The Udgraha k hand a is again 
sung at the end of the Abhoga khagda or Khagdas and the piece is 
concluded at the Dhruva (Nyssa or pause) planned in it. In somea 
gltas there is a second (extra) Abhoga khapda as an Ankita khapda 
The Dhatus for the gitas (also for Prabandhas) are set only 
in the time-honoured traditional sapta talas, in vogue from ancient 
times, with an extra Ragapa mathya tala, which is merely an 
expanded form of the usual Mathya tala, with its angas as Guru* 
Laghs and Guru. His compositions in Eka tala can be rendered 
in Jhompata tala, what is known at the present day as Adi tala.

(B) Venkatamakhin’s Gltas include:—
(1) A Ragafiga raga Lak$apa Gita, revealing a complete list 

of the names of the 72 Raganga ragas in its matu in their ordf r 
in his scheme including katapayadi syllables, with the names of 
the cakras in which they occur, the Dhatu of the piece set in the 
very ancient upanga raga Gupdakriya, a janya of the 15th mela, 
Msyamalavagaula.

(2) Lak$ana Gitas for all the 72 Raganga ragas (also for a 
few porva mela ragas considering their importance), all very ingeni­
ously composed in strict accordance to prescribed lak§aija and 
structural rules, with melodic features developed from their respective 
raurchanas having for its angas :—

(first) The Sutra khapda (Udgraha kha?da), the matu of which 
reveals the variety of the svaras taken in their saptaka-order by the 
mela as the first syllables (svarak§aras) of the Dhatu Avartas; and

(second) The Upanga khapda (Abhoga khagda) furnishing in its 
matu, the name of the particular Raganga ragat the name of the 
cakra in which it occurs and the katapayadi code syllables to show 
its rank in the cakra, followed by a list of all the Upanga type of 
janya r&gas if any; and

(third) The Bha$afiga khanda (a second Abhoga khapda) 
where necessary, giving a list in its matu all the names of the 
Bhi$fiAga type of janya ragas of the mela if any.
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(2) The Sutra khanda of Saranga raga Laksaija glta gives the 
seven svaras (saptakas) for the raga as Sa, Ri, (�*  Mi, Pa, Dhu 
and Nu, in which the (�  is an extra vikriti of Gandhara, 
being the same as S'uddha madhyama occurring in the S'uddha 
madhyama svarasthana. In his lak§ana £loka for Saranga rsga 
he calls this extra vikriti of Gandhara as ��''�����'������(��'�����  
From this we can conjecture what Saranga raga was like in his days, 
It appears to be the same as ��''��7������  in vogue in North 
Indian music at the present day and which is a saptaka, taking both 
Madhyamas (ma and mi) and both Ni§adas (Ni and Nu).

3, (a) Brindavana Saranga or Brindavani (a Ssdava, prati- 
madhyama omitted) and Madhyamadi Saranga, the Suraga 
Madhyamavati (an audava, with madhyama as graha svara—both 
Pratimadhyama and Kakali Nisada omitted) were both considered 
by Venkatamakhin as janya ragas of this extra Saranga mela, and he 
therefore included them both as  ��J����� #���������	  of the 22hd 
mela and listed them in the Bhs§inga khaijda of Sriraga lak§ajia 
glta. *

(b) Some of our present-day artistes sing the audava janya 
rsga, $�"������  of the 23rd mela, Gaurimanohari, taking the svaras 
Sa Ri Ma Pa Nu Sa, wrongly calling it our Brindavana Saranga.

(c) Also among several possible janya ragas (mentioned in 
pft$dnt-day treatises under various melakartas) of this Saranga 
mela. we can mention the quite familar raga F��	���'�  (given as a 
janya of 60th mela Nitimati). Even this raga Hamsanada is sung 
by some present-day artistes as an audava (omitting its Sats'/uti 
Nigada) which is really the raga ������ , a janya of the 59th mela 
according to present-day treatises.

(B) (1) (a) We thus see that Venkatamakhin had an extra 
Gindhara (�  called by him as Suddha Madhyama Gandhara, (i.e.) 
a Gindhara in Suddha Madhyama svarasthana.

(b) As a corollary, the next lower svarasthana Antara 
Gandhara may be similarly named as Antara Gandhara Rishabha, 
(i.e.) an extra vikriti of Rishabha and the same may be written as ���

(c) In the same way we may have two additional varieties of 
Madhyama as well (Madhyama also being a variable svara in th$
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porvanga pentachord interval), viz: Sadhsraea Gandhara
Madhyama (Ma), and Antara Gandhara Madhyama (Mi) and the 
already written Ma and Mi respectively for Buddha Madhyama and 
Prati Madhyama being now written as Mu and Me.

(2) We thus obtain four varieties for each of Rishabha, 
Gandhara and Madhyama (more not mathematically possible), all 
occurring among the six svarasthanas of the purvanga between Sa 
and Pa, as tabled below :

-Purvanga or Pentachorc 
Six Svarasthanas

1 2 3 4 5 6

Sa

fR a Ri Ru R e -------

( — Ga Gi Gu Ge — •» 

M— — Ma Mi Mu Me ^

Pa

In this table the distribution of the variable svaras and their 
varieties will be seen to be quite complete, and they are :

7 tuddha svaras + 13 vikriti-svaras-ia all 20 svaras.

It will be clear now that we can derive 20 permutation groups, 
the maximum number mathematically possible, each having a 
Rishabha, a Gandhara and a Madhyama. These twenty groups are 
as follows:

1. Ra, Ga, Ma; 2. Ra, Ga. Mi; 3. Ra, Ga, Mu;
4. Ra, Ga, Me; 5. Ra, Gi, M i; 6. Ra, Gi, Mu;
7. Ra, Gi, Me: 8. Ra, Gu, M u; 9. Ra, Gu, Me;

10. Ra, Ge, Me; 11. Ri, Gi, M i; 12. Ri, Gi, Mu;
13. Ri, Gi, Me; 14. Ri, Gu, Mu; 15. Ri, Gu, Me;
16. Ri, Ge, Me; 17. Ru, Gu, M u; 18. Ru, Gu, Me;
19. Ru, Ge, Me; 20. Re, Ge, Me.

These twenty groups can give us 20 cakras; each cakra with 
the uttaranga of the 6 already possible permutations of Dhaivata and 
Nishada will yield us a total of (20 x 6 =) 120 scales, and this is the 
maximum number of scales mathematically possible. These 120 
scales will be found to include our 72 scales (increasing the number
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for them and a lakshaga gita provided for each. It was 
during the early decades of the last century (19th) that this 
treatise appeared and eclipsed or even usurped Venkatamakhin’s 
���*� ������*�2��#���� ��	���*  since the latter was not easily 
available to the public at that time, kept in closely guarded 
secret custody as a precious heir-loom not to be easily divulged. 
The author Govinda might have been influential so that a great 
propaganda was launched in favour of his system. Even prose 
translations, both in Telugu and Tamil, of ����������'�I���� , 
were freely and largely distributed among all musician^. The 
propaganda was so successful that Govinda’s (kangi-priya) 
mela-karta scheme became firmly established and followed 
thenceforward.

I�����4�����	  mentioned in its favour and the same answered :—

(1) ��I���I#����'�����������'I��#1� :—

It is known that Tyagaraja had a copy of ����������'�I����  
kept by him as a precious, sacred treatise separately and out of 
reach of even his priya Sishyas, exclusively for his own scrutiny. 
This ����������'������  must be evidently the same as the 
mythically divine treatise �"������"�-  which is believed to have been 
brought from heaven by sage Narada himself and given to Tyaga­
raja for his exclusive use. This belief is based on the passage 
“ Rajata girigudu nagajaku delpu 	"������"�  marmamulanu” in 
Tyagaraja’s composition “ Svararaga-sudharasa ” in S'ankara- 
bharaija, in which passage the word ‘svaranjava’ occurs. It must be 
noted that in ���������I'�����  also the introductory Sloka 
mentions that ParamaSiva describes music to his consort Parvati 
at her request.

Referring to the mythical title “ Svaranjava ”, I may ask, why 
svararpava alone, why not topics like melargava, ragarnava, 
talarnava, etc., or even a better title perhaps can be “ Svararaga- 
sudharasa ” . It is generally believed that Tyagaraja followed the 
72 Melakarta-scheme of ����������'�������

(a) His compositions in ����  and ���I�� , both vivadi dosa 
melas, can be seen set only in the traditional Raganga forms (ragas) 
of Venkatamakhin. It is purpose-less to examine his other composi­
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tions in vivadi do§a melas (most of them perhaps really are 
spurious) as they are not available to us in their original dhatus as 
composed by the saint.

(b) Tyagaraja had composed hundreds of compositions, (most 
of his masterpieces), in the prevalent traditional ragas, large numbers 
in many of them, even before he came to possess a copy of Sgngraha- 
cudumapi. It is only later that he handled some ragas as per 
Sangrahacuddmapi, mostly of 28th and 22nd mejakarta—janya 
ragas and the same can be seen to be mere samples of such ragas, 
quite simple in structure and easily learnt.

(c) His compositions in Kharaharapriya are of great value and 
importance to us, since Kharaharapriya is really the original ancient 
orthodox Kapi. Of his compositions in Harikambhoji several were 
at first set or already set by him only in the orthodox Kamils raga.

(d) It is said that Tyagaraja would not reveal the raga-names 
for his various compositions and it was left to his Sishyas to find 
them, and also that the Tachur Brothers later wrote the raga- 
names for most of his compositions.

(2) Govinda was followed by Candragiri Rangacarlu 
and later by his cousins Tachur Singaracarlu Brothers, who 
continued the propaganda in favour of Sangrahacutf amapi with 
even more success. The Tachur Brothers even published for the 
first time the well-known series of books on music propounding 
Govinda’s system but not mentioning his name or his treatise. 3

(3) The great masterpiece, the 72 Melakarta RagamnlikH of 
Maha Vaidyanatha Sivan created a great impression in the music 
world in favour of Govinda’s kangi-priya system of the melakartas. 
Sri Si van is known to have composed the piece with great 
reluctance under compulsion. The dhatu was set for 
the Marathi sahitya by one Venkata Rao, a court-poet, 
in praise of his patron the Rt. Hon. SakharSm Saheb, son-in-law 
of the last Maharaja of Tanjore. The composition was published 
as an appendix to Sangrahacudamani in 1883, under the title;. 
“ Bahattara-Mela-Karta ” . S'rl Sivan, reluctant to sing a mere nara- 
stuti composition, later had his own sahitya in Sanskrit in place of 
the Marathi words with the same dhatu, with extra ornamental svara- 
passages in praise of the local deity at Tiruvaiyar, Pra?at&rtihara.
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3. �������������T	� $��1��� ( ���5  “ Are are bandhujana
Incomplete Gita. � ���5  Mathya. (Bha§anga—rakti) 
�I��@� ����  (same as Kharaharapriya of present-day) of 
22nd mela, Veda BhQ cakra (Ri Gi Ma Dhi Ni)

2�������� : (Aro.) Sa ri ga ma pa dha ni sa 
(Ava.) Ni dha pa ma ga ga ri sa

4. ����2����	!���� ���	�������T	�$��J���� � � ��� : “ Kaumari Gaurl
Velavali � ���� : K§mk§I; � � �� : Adi. (RagaAga) 
� � � � : (����� ����"���  of 23rd mela, Veda Ma cakra 
(Ri Gi Ma Dhi Nu)

2�������� : (Aro.) Sa ri ga ga sa, ri ma ma pa dha dha sa 
(Dhaivatagraha)(Ava.) Sa ni dha pa ma ga ga ri sa

5. �����1�������<	�$��J��� ( ���5  “ Prada tilta tteja **. ������V
Rama; Tala: Dhruva. (Upanga) � ���5� ��������7  
�����  of 28th mela, Ba$a Bhu Cakra (Ri Gu Ma Dhi Ni)

2�������� : (Aro.) Ri ma pa ni dha ni sa 
(��	�'������ ) (Ava.) Ni dha pa ma ga ri ga ri sa

6. �������������T	� +���"���C  - %�����'�� : “ Todgidham”,
Tala : Madhya. ������ 5  Sarangapa^i of Kumbhakonam ; 
(Upanga) Raga: Narayagagauja, with special features; 
�����  or ������ ����'�  and Venkatamakhin’s ������  and 
his parents’ names in the ������� ����'��

7. ���� 2����	!���� ���	�����T	� $��J���� � � ���5  “ Naga*
bhara^am” . � ���� : Brhadi^vara; Tala: Adi. (Raganga) 
����5� �����������  of 30th mela, Ba?a Sha Cakra (Ri 
Gu Ma Dhu Nu)

2�������� : (Aro.) Sa ri ga ma pa ni dha ni sa
(Ava.) Sa ni pa ma ga ma ri sa, ma ga ri sa

8. �������������T	� $��J����( ���5  “ Ripu Kha^de ” . �����  :
Krishna; T ala: Dhruva. (BhasSnga-rakti) Raga,
�������  of 65th mela, $antakalya?i. New scale of svarasr 
	�������  which cannot come under the 72 melas, as reveal­
ed in the ������ ���R'00<  Ga* is guddhamadhyama 
GandhSra, a new "�����  of Gandhara, identical with 
guddhamadhyama and written as (��
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Murchhana: (Aro.) Sa ri ge(ma) mi pa dhu nu sa 
(Scale) (Ava.) Sa nu dhu pa mi ge(ma) ri sa

*Note:—Based on this new extra vikrti Ge (GondhSra) the scheme of 
maximum possible 120 scales proposed.

The following four Lakfya Gitas o f Venkatamakhin rendered 
in Madhyama Sruti:

9. “ Kadana tali Hamvira ’*: Deity: Krishna. Tala: Dhruva. 
(Bha?anga-Rakti) Raga: Punnagavarali of 8th mela, 
Netra S'ri Cakra (Ra gi Ma Dha Ni)

Murchhana: (Aro.) Ni sa ri ga ma pa dha 
(Ava.) Dha pa ma ga ri sa ni

10. “ Re Sri Rsmabhadra ” : Deity: Rama. Taja : Dhruva
(Up&nga-Rakti) Raga: Mangalakaiiiki of 15th mela 
Agni Go Cakra (Ra gu ma dha nu). Has ‘mukta-pada- 
grasta * feature.

*
Murchhana: (Aro.) Sa ri ga ma pa ma ga pa dha ni sa 

OR sa ri ma ga dha pa sa 
(Ava.) Sa ni dhi pa ma ga ri sa 

*Pa-vakra and Pachama occur

11. “ Akhilapda devi ” : Deity: AkhilSijdetfvari; Tala: Triputa.
(Bha§anga-desi-rakti) Ragtt: G aurl: of 15th mela, Agni 
Go Cakra (Ra gu ma dha nu)

Murchhana: (Aro.) Sa ri ma pa dha ni sa
4>

(Ava.) Sa ni dha pa ma ma pa ma ga ri sa 
(*Has Cyuta Pancama)

12. “ Are dadavidhapavana ” ; Deity: Krishna; Tala: Eka.
(Upanga) Raga: NatanarOyapi: of 28th mela, Bfina Bhu 
Cakra (Ri Gu Ma Dhi Ni)

Murchhana: (Aro.) Sa ri ga sa ri ma pa dha sa 
fAva.) Sa dha pa ma ga ri $a
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morphic in later ages, seem to have had their origin in such 
conceptualisations of the contents and forms of melodic modes as 
could lead to their perception and picturisation in tangible and 
cognisable terms, capable of being discerned and differentiated 
categorically from one another. Assuming then that all such 
concepts have emanated, in the main, from certain peculiarities 
inherent in the tonal fabrics of the melodic modes themselves, it may 
naturally be concluded that any such peculiarity in any given mode 
has its bearing, more than on anything else, on the character of 
each of its individual note as also on that of the composite pattern 
woven by all its notes collectively.

Should this conclusion be correct, as possibly it is, the psychic 
associations of a melodic mode, if at all any, must be ascribed first 
and foremost to the character of its notes themselves severally and 
collectively. Stated in musicometrical terms, the emotive content of 
a melody must primarily have constituent elements that may be 
capable of being correlated, firstly, with the locations of its notes in 
the spiral of the pitch-series of the octave; secondly, with the totality 
of the inter-relations of sonance ("�'��"� ), consonance (	��"�'��"� ), 
assonance +���"�'��"�C*  and dissonance ("�"�'��"� ), obtaining 
amongst them and, thirdly, with the integral structure of the 
composition in which the over-all melodic balance assumes its shape 
in terms of tonal distances.

It is in pursuance of this line of reasoning that ancient Indian 
musicology seems to have evolved its five basic concepts of J����	 , 
�"���	 , 2�������	 , (����	  and ;���	�  All these concepts being 
parts of one and the same process of conjuring up a spatial vision of 
a temporal phenomenon, they have to be studied together. But the 
main subject of our present discussion being 2�������	 , we shall 
refer to the other four only inasmuch as they directly refer to them.

�.��(��� �2�(�� ���� ,0�� �K.���!.�� � �2� ��

As we have mentioned above, musicometry deals with melodic 
modes as patterns of tonal locations and movements in the musical 
space. The musical space, as viewed by musicometry, is graphically 
symbolised best by an Equiangular Spiral, the radius of the spiral 
varying constantly as it moves forward or backward and getting 
exactly doubled or halved after having described a complete circle,
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receding away from the centre or proceeding towards it. The 
octave structure of the pitch-series appearing on this spiral extends 
from infinity to infinity.
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Gratis
Srutis, according to ancient Indian musicology, are those 

melodic points appearing on this spiral which are related to any 
given central note, and consequently to one another, in terms of 
rational numbers only. In other words, their mutual ratios 
must be expressible only in terms of certain prime numbers 
or their multiples. The choice of prime numbers acceptable for 
this purpose, unlike in Western music, has further been limited by 
Indian music out of its pronounced preference for consonance over 
dissonance. Thus, it is only in terms of 2, 3 and 3 and their 
multiples that Srutis must be related to one another. Within this 
limitation the number of Srutis, whether for theoretical calculations 
or for practical use, may be infinite.

The total number of the Srutis taken into account in the^ 
present musicometrical calculations is 43. This number could have 
been more or less resulting in a larger or smaller number of 
murchana-cakras being constituted thereby. Since the totality of the 
melodic patterns acceptable to Indian musical ears, both Northern 
and Southern, does not warrant a larger number of murchana-cakras 
and would not wholly be covered by a smaller number of them, the 
number of the Srutis included in these calculations has been kept as 
above. It has to be pointed out in this connection that though 
4ru/Mocations have been accepted here to be 43, the SrutUzones have 
been taken to be only 22. The practice of using the word * Sruti ’'in 
both its locational and zonal senses may be said to be an old one. 
This is why the question has often arisen as to whether Srutis are of 
equal or unequal lengths. The present calculations maintain that 
locationally they are of unequal lengths and zonally of equal ones.

Svaras
Melodic points when silently located on the pitch-series of the 

octave remain * Srutis ’. But the moment they are sounded as specific 
points of punctuation in a melodic mode, they become ‘ svaras ’. In 
other words, Srutis are theoretical possibilities of svaras while svaras 
are practical manifestations of Srutis,
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peculiarity, noted by Indian musicology since earliest times, lies in 
the fact that all the seven melodic modes thus generated vary vitally 
in their emotive ethos while retaining an essentia] similarity in their 
melodic fabric.

The objective criteria of the melodic validity of a tonal 
structure as enumerated by writers like Narada, Bharata and 
^arngadeva, in terms of * ten qualities ’—‘ da$agu$ayuktam ’— 
throw practically no light on the nature ol the structure itself* 
The definition since the time of Matanga of any such structure 
as a ‘ rsgu ’ meaning ‘ that which pleases’—‘ ���#�������� ����1�U  
has hardly done anything to improve the situation. The nature, 
therefore, of a tonal structure possessing melodic validity must be 
studied musicometrically in the light of the basic tendency of 
Indian music to blend dissonance and consonance, and array and 
disarray, together in a melodic whole, creating waves after waves 
of melodic tension and relaxation and making the latter prevail 
over the former at the end of the musical experience. Such a 
blending together of pairs of opposites can be done best only when, 
the following conditions in the construction of a tonal structure 
are fulfilled.

(1) Predominance of ultimate consonance over initial 
dissonance being the first requirement of Indian music, 
for every 	"���  in any ��������7�����  there should be 
some other 	"���  or 	"���	  in it, bearing to that one the 
relation of 2:3, 3:4, 4:5, 5:8, 3:5 or 5:6, these relations 
expressing the six highest consonances.

(2) The minimum number of 	"���	  bearing mutual relation 
of 2:3 or 3:4 in a ����  of seven 	"���	  must be four, the 
maximum being no more than five under conditions 
mentioned below. 3

(3) Predominance of inner array over outer disarray being 
the second requirement of Indian music, all 	"���	  in a 
��������7�����  must be located within prescribed limits 
of minimum and maximum distances from one another

.

all such distances being measurable in precise terms.
����5  The octave is measured by Western musicology in 

terms of 	�"���	*  it being taken to be equal to 301.03 
	�"���	�  In the present calculations the octave is measured
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in terms of manoramas, it being taken to be equal to 252 
manor arms (Ms). A iruti- zone being 1/22 of an octave, is 
approximately equal to 11*455 Ms.

(4) The minimum and maximum distances between any two 
contiguous svaras of a murchana-cakra must not be 
less than 2 Sruti-zones i.e. 22.91 Ms. and more than 1/4 
of the total octave, i.e. 63 Ms. In the present calculations 
they have been limited to 23.485 Ms. and 57.624 Ms,

16 75represented by the rfrwfi-ratios and -^-respectively.

(5) The minimum and maximum distances between any svara 
of a murchana-cakra and its third svara must not be less 
than four Sruti-zones, i.e. 45.82 Ms. and of more than 
nine Sruti-zones, i.e. 103.095 Ms. In the present calcula­
tions they have been limited to 46.97 Ms and 100.436 Ms.

represented by the Sruti-ratios 256
225 and 675

512 respectively.

(6) The minimum and maximum distances between any svara 
of a murchana-cakra and its fourth svara must not be 
less than 1/3 of the total octave i.e. 84 Ms., and 
more than 1/2 of the total octave, i.e. 126 Ms. In the 
present calculations they have been limited to 89.782 Ms.

32and 123.921 Ms., represented by the Sruti-ratios and

respectively.

(7) The middle point of the octave, i.e. x/2, amounting to 
126 Ms. should never be crossed by the fourth or the fifth 
svara either way.
Note s (a) This is probably what Bharata meant when he 
called Madhyama, the middle point of the octave, .as 
4 avilopi \

When a murchana-cakra is constructed with all its svaras 
located in the octave in conformity with the above rules, a 
melodically valid pattern of well-blended consonance and dissonance 
and array and disarray emerges from it, generating a set of seven 
different ragas, when the pattern is symmetrical, and to that of 
fourteen different ragas, when it is asymmetrical. According to 

��1?
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Bharata has mentioned two (����	 . 2��S�������  and
F���"��6� , both of which existed before the time of Bharata, 
have referred to six of them—“§ad-grama-ragadisamadhi-yuktam”. 
Musicometry reveals that there can be only two paternal ����1	  
of tonal clusters, from which four other ����1	  emerge; two as their 
individual extensions and two more as their combined products. 
It is possible that the concepts of 6 original melodic modes, �'�  
����	 , variously named in later ages, may have been based on these 
six basic ����1	�

The concept of (����	  seems to have been almost inextricably 
mixed up with that of ���������  in post-Bharata Indian musicology. 
This seems to have arisen from the fact that what Bharata intended 
to be an illustration of a (����  was mistaken by his successors to 
be a definition of it.

Bharata has illustrated the O�'#�7�����  through the pattern of 
�����	  in the order of 3, 2, 4, 4, 3, 2 and 4 and the 2�'�����7  
�����  through that of �����	  in the order of 3, 2, 4, 3, 4, 2 and 4. 
As further pointed out by Bharata, there is J�'#�7�������7	��"�'�  
in the former, while there is �������7�O����7	��"�'�  in the latter. 
But seeing that two ��������	  of the former ��������7�����  have 
�������7�1����7	��"�'�*  while five ��������	  of the latter 
��������7�����  have O�'#�7�������7	��"�'�*  what is true of an 
individual ��������  cannot be taken to be true of an entire 
��������7������  Hence, the practice of defining a (����  in terms 
of 1�'#�7�������  or ��F����7�N����7	��"�'�	  cannot but be an 
erroneous interpretation of what Bharata may have meant to be a 
casual illustration of the �������7	"���  of a ����  having location- 
ally a �����7 ratio of 3 : 2 in the first case and that of 40 : 27 in the 
latter one. This means that 2�������	  and (����	  happen to be 
and must be taken as two different concepts, related together no 
doubt, but serving two different purposes.

The above concepts and calculations, resulting from a musico- 
metrical analysis of Indian music, welcome critical attention and 
are open to all necessary corrections. But believing, however, as 
the author does, in the emotive potentialities of Indian music and 
in the possibility of those potentialities being 'studied and explored 
fundamentally by scientific methods, he wonders, in all humility, 
whether a musicometrical approach to Indian music would not 
form a logical beginning of such methods.
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(Vertical)

(6) S - G - G - M - D - D - N - S

1
(7) S - R - R - M - M - P - D - S ...

1
(1) S R G M P D N S

1
(2) S - G -  M - M - P - N  - N - S

(3) S - R - G - G - P - D - D - S

1
(4) S - R - R - M - M - P - N - S

1
(5) S - R - G - M - M - D - N - S

(6) S - G - G - M - D - N - N - S

(7) S - R - R - M  - P - D - D - S

?

?

?
7

Purabi

Kamavardhinl

?
?

?
?
?

?

Lalita-Marwa
?

?

?

?

Kanakangi

Murchana-cakras 4 & 5 

(Horizontal) (1) S - R - G - M - P - D - N - S *

l
(2) S G G M D N N S

(3) S - R - G - M - P - D - D - S

1
(4) S - . R - G - M - P - D - N - S  1

1
(5} S - R - G - M - M - D - N - S

?

Suryakanta

?
?

?

Senavati

?
Latangl

Lalitakhamaj

?
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(6) S - R - G - G - P - D - N - S  ?
?

1
(7) S - R - R - M -  M - D-  N - S ?

7

(Vertical) (1) S ,  R - G - M - P - D - N - ^  ?
Dhenuka

l
(2) S - R - G - M - P - N - N - S  7

Citrambari

(3) S - R - G - M - D - D - N - S ?
?

(4) S - R - G - M - P - D - N - S  ?
Sa^mukha-

priya

(5) S - R - G - M - M - D - N - S  ?

?

(6) S G - G - M - P - D - N - S  ?

Sulim
i

(7) S - R - R - G - M - D - D - S  ?

?

Mfirdhans-eakras 6 & 7

(Horizontal) (1) S -R  - G - M - P - D - N - S ?

Kiravagi

(2) S - R - G - M - NT- D - N - S ?

?

(3) S - R - G -  M-  D - D - N  - S  ?

?
1

(4) S - R - G - M  - P - D - N - S  ?

Hemavati

(5) S - R - G - M  . B - ' D - N - S '  ?
Bakulsbharava
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(6) S - R - G - M - P - D - D *  S ... t

Jhafikaradhvani

(7) S - R - O - M - M - P - N - S ... ?

?
l

(Vertical) (1) S - R - G - M - P - D - N - S  ?

Bhavapriya

(2) S - R - M - M - P - D - N - S  ?

?

(3) S - G - G - M - P - D -  N - S  ?
Vagadhllvarl

l
(4) S - R - R - G - M  - P - D - S  ?

?
1

(5) S - R - G - M - M - D - N -  S ... Lalita Todi
?

(6) S - R - G - M - P - N - N - S  ?
Naganandinl

(7) S - R - G - M - D - D - N - S  *7

?

Murchana-cakra 10

(Horizontal (1) S - R - G - G - M - D - N - S  ?

& ?
%� ,�(��J

(2) S - R - G - M - P - D - N - S  ?

Gaurimanohari

(3) S - R - G - M - P - D - N - S  ?

Natakapriys
l

(4) S - R - G - M - D - D - N - S  ?

?
M—13



(5) S - R - G - M - P - D - N - S ... ?
Vacaspati

(6) S - R - G - M - P - D - N - S ... ?
Carukeft

1
(7) S - R - G - M - M - D - N - S  LalitasSvari

?

67� � � � � %� � � � �  � � � � � � # � � � � � � � � � � � �� � � � � �#� ' � [Vol. �  ��

Murchana-cakra 11

(Horizontal ( l ) S - R - G - M - P - D - N - S  
6

Vertical)

(2) S - R - G - M -  P - D - N - S

(3) S - R - G - M  - P - D - N - S

(4) S - R - G - M  - P - D - N - S

(5) S - R - G - M  - P - D - N  - S

(6) S - R - G - M  - P - D - N - S

1
(7) S - R - G - M - M - D - N - S

Bilawal 
DhlraSaAkarS - 

bharapa

Kapi

Kharaharapriya^

Bhairavi

Hanumattodi

Kalyani
Mechakalylgi

Khammaj 

Harikamboji 

Asavari 

Na$a Bhairavi

Lalita Bhairavi 
7

� ���	 : The Northern names of ����	  appear above and their 
Southern names below in the brackets. Signs of interroga­
tion indicate non-prevalence o f  ����	  either in the North or 
in the South or in both.
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*19. Jhaftkaradhvani S - R - G - M  - P - D - D - S

*20. Nathabhairavi s - r - g - m - p - d - n - s

•21. Kiravaiji S - R - G - M - P - D - N - S

*22. Kharaharapriya S - R - G - M - P - D - N - S

* 23. Gaurlmanohari S - R - G - M - P - D - N -  S

24.• Varu^apriya S - R - G - M - P - N - N - S

25. Msraranjini / S - R - G - M - P - D - D - S

*26. Carukeft S - R - B - M - P - D - N - g

*27. Sarasabgl S - R - G - M - P - D - N - S

*28. Harikambhoji S - R - G - M - P - D - N - S  *

*29. Dhlraiaftkara-
bharaoa i S - R - G - M - P - D - N - S

*30. Nfigapaodinl s - r - g - m - p - n ^ n - s

‘31. Ylgapriyi S - G - G - M - P - D.- D - S

32. Rigavardbiai S - G - G - M - P - D - N - S

33. Gangoyabhu§a*i S - G - G - M - P - D - N - S

*34. Vagadhiivaci S - G - G - M - P - D - N - S

*35. Sul ini S - G - G - M - P - D - N - S

*36. Chalanata S - G - G - M - P - N - N - S

37. Salaga
1

/ S - R - R - M - P - D - D - S

38. Jalar^ava S - R - R - M - P - D - N - S
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39. Jhslavarsll S - R - R - M - P - D - N - S

40. Navanita
1

S - R - R - M - P - D - N - S

41. Pavani
l

S - R - R - M - P - D - N - S

42. Raghupriya
1

S - R - R - M - P - N - N - S

43. Oavambodhi
1

S - R - G - M - P - D - D - S

* 44. Bhavapriya S - R - G - M - P - D - N - S

* 45. fSubhapantuvarali S - R - G - M - P - D - N - S

46. SadvidhamargiijI S - R - G - M - P - D - N - S

47. Suvar^angi
1

S - R - G - M - P - D - N - S

48. Divyamaiji S - R - G - M - P - N - N - S

49. Dhavalambarl S - R - G - M - P - D - D - S

50. Namanarayatjl S - R - G - M - P - D - N - S

*51. Kamavardhini S - R - G - M - P - D - N - S

52. , Ramapriya S - R - G - M - P - D - N - S

* 53. GamanaSrama S - R - G - M - P - D - N - S

54. Vi$vambhari S - R - G - M - P - N - N - S

55. Syamalangi 

* 56. Sanmukhapriya

1
S - R - G - M - P - D - D - S

l
S - R - G - M - P - D - N - S

* 57. Simhendra -
madhyama S - R - G - M - P - D  N -S

* 58. Heraavatl
l

S - R - G - M - P - D - N - S
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A COMPUTERIZED CATALOGUE OF KARNATIC MUSIC 
������������������� , )������� 3��"��	���*� 3���

In 1963 when I first had the opportunity to address the Madras 
Music Academy, I spoke on the subject of electronic music and its 
development. During that lecture, I played excerpts of music 
generated by electronic devices including the computer. At that 
time I projected the opinion that computer-usage would be of great 
value to the world's music including Carnatic music. While this 
development has been slow in coming, today, I hope to take the first 
important step in fulfilling this prophecy.

This paper will present a computerized system for the handling 
of data about Carnatic music. It is called ��������)��������  and it 
is especially designed for you and all other serious scholars and 
students of this great tradition.

So much myth exists about computer-usage that I must spend a 
moment explaining these complicated devices. They are neither the 
instruments of ����  nor will they bring everlasting joy to ��������  
Like any other tool, the computer has been used for evil as well as 
good. At home, it tells me most emphatically that I have not paid 
my bills. While not exactly evil, this cannot be called good. Yet, 
at the. same time, computers guided my plane unerringly to India 
and that must be good. Seriously, these complex devices and the 
programs that are developed for them, are only as good or as bad as 
the men who use them. Hence, I propose to help good men, namely 
the musicians of South India, use at least one of these remarkable 
devices.

Computers, as the name indicates, were originally developed to 
do complex mathematical computations and were, of course, used 
mainly by those who specialized in such research. However, it was 
not long before business saw the advantages of their application to 
problems of accounting and record-maintenance. Large organiza­
tions took over their initial usage and individual work held little 
promise against this competition. Only very recently has th e usage
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of the computer been possible for those of us committed to the 
humanities and especially the arts.

Colgate University is one of several Schools which have made a 
major commitment to the application of the computer to problems 
in the humanities. With the installation of itsPDP-10 computer at 
the cost of thirty-five lakhs, we are now able to do sophisticated 
research in the humanities as well as the sciences.

Presently, several programs of interest are being conducted at 
Colgate. We are producing music sounds through the computer by 
virtue of the Stanford University SCORE program. It is also 
possible to make visual representations of musical wave-forms for 
the purpose of analysis and cataloguing. Colgate has also embarked 
upon a program designed to produce Western notation automati­
cally from sound. However, one of our most successful applications 
to date, has been in the field of cataloguing. This is the direct 
result of one of the computer’s unique attributes, namely, thf 
storage and fast retrieval of vast amounts of data.

To make this potential a bit more readily understood, imagino 
that the computer is a “ super tape-recorder ” capable of storing the 
contents of hundreds of tapes on one “ super tape.” Then imagine 
that, given special instructions, the computer would look quickly 
through its “ super tape ” and within a fraction of a second find any 
combination of letters, any word or sequence of svaras and then 
immediately print them. Such a search could be quite complex, in 
that one can ask the computer to find special combinations of any 
items; and while searching for them, count their occurrences. Thus 
while you hear this single sentence, the computer could search the 
entire SaAgita Catalogue several times. Further, the entire catalogue 
of Tyagaraja’s works, complete with all of the details listed below, 
could be stored on a single tape, five inches in diameter. It would 
still have enough extra room to add the works of Muthusv&mi 
Dlkfitar and S'yama sSastri.

With this capability, S. Ramanathan of Wesleyan University 
and I set out to develop a program to catalogue Carnatic music. 
We decided to record as many data as possible and to give the 
program the following special features :
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Another feature exists which prevents dual entries in the 
catalogue. As the operator types the name of a work to be entered 
in the file, the computer quickly checks to see if it is a duplication. 
If such duplication exists, the operator will then be requested to 
edit the original entry. Works by the same composer with the same 
title but with different contents receive special treatment as described 
below.

An examination of a single entry indicates that most of the data 
can be read without assistance. However, some items bear explana­
tion. The number which appears after the name of a work, is used 
to separate works with the same title, written by the same composer. 
Thus the three Kritis by Tysgaraja named J��� �����"��� , are 
entered with  �����"�� ����  being 01; ������#������  being 02; 
and ��13������������ �A��  being 03.

Where the date of the work is known, it is entered. Failing 
this the computer is instructed to add the composers’ dates automa­
tically. This is done in order to fix a work in some time period 
even if its precise dates are unknown. If a work is purely instru­
mental, the work * instrumental ’ will appear, instead of the name 
of a language. 2���  and ����  are self-explanatory except to note 
that ���	  are entered with a P preceding the name +%7(��'�����C�  
In the case of ���	*  the equivalent �S��� ����  is automatically 
entered. ����������  Lis entered as such. Of course �����	  are 
omitted.

The definition of form posed a greater problem. It was decided 
that the form-name, such as �����*� ������� , etc. should be coded and 
entered. In addition, the details of each form should be described 
in terms of line-numbers. This led to the decision that the number 
of both poetic and musical lines should be recorded. �"���	  and 
their location were also to be made part of the record. Thus, the 
numbers 2204—11S02 indicate a composition with 2 poetic lines in 
the �����"�*  2 in the ��������"�  and 4 in the ��������  Likewise, it 
indicates that each of the �����"�  and the ��������"�  has one musical 
line and the 	"���	  are usually sung before a 2-line ��������  
Despite this detailed description of form it was felt that space for at 
least two other form-descriptions should be made available. These 
are used to cover [such information as '�"��7�S��� ��������  
����������� ������� , ��	�"�7	�����'���  etc.
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The description of subject-matter posed grave problems in terms 
of consistent reporting. One person might state that a given work 
was about Hari and yet another source would say that the same 
work concerned Lord Vishnu. While this example has an obvious 
and simple answer, one can quickly see that more complicated 
problems might arise, especially in works that use the language in 
more subtle ways. This program resolves this conflict by coding 
any and all words used to describe a composition. These codes, 
numeric in kind, are automatically recorded and can easily be 
decoded by special instructions. Since the number of codes that 
can be created is large, no limitation in their usage is necessary. 
Also, for a given work, at least four code-entries may be added. 
Thus, at least four elements of subject-matter can be entered for 
each composition.

The location of an acceptable recording is also listed in code. 
If the recording is commercial, the company number will be used. 
We hope to add as many collections as possible to this listing.

In order to keep a record of the source of the data for each 
entry, the following information is entered .*

1) The type of source; such as book, record.
tape etc.

2) The coded name of the person who submitted
the data for entry.

3) The date of the original source of the material.
4) The date of the entry in the catalogue.
5) The last date upon which the item was edited.

For the last part of each entry, it was decided to print the first 
line of music together with its text. Computer problems arose over 
the entry of other languages. These will be discussed below.

While this record now seems to be fairly complete, provisions 
exist whereby remarks can be automatically recorded for any given 
entry. This feature will prove its worth where conflict of details 
are offered by two or more authorities.

Some general problems immediately arise in a program of this 
complexity. First and hence foremost, does the program encompass
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to this is the decision to make most editing of the records the 
correction of gross errors or the addition of missing data. All other 
editing will be in the form of remarks to identify differences of 
interpretation or opinion.

Now, the most important part of this paper. How is this 
program to be used ? Will it be readily available to all scholars ? 
What kinds of questions can be answered and what problems 
solved ?

As the catalogue builds, it will be published periodically in 
order that it can be used as a source book for all known works of 
Carnatic music. Of course, this publication will be in India and 
readily available to all scholars. Corrections and additions will be 
accepted at any and all times. They will be entered immediately into 
the computer. These changes will be reflected in the next edition of 
the catalogue.

More subtle usages of the �������� )��������  will take place at 
any time and will result from the posted request for special data 
from any scholar. The nature of these data is limited only by the 
imagination. Following are several examples of special data-handling 
that are possible:

(1) A search for a record where the name of the composer and 
the work are unknown but where other information, such 
as the first line of music, is known.

(2) A tally of certain elements within a composer’s works.

(3) Correlation between elements within certain works: such 
as, what �����	*� ����	*  forms, etc. are used most often with 
certain subject-matter.

(4) What is the trend in numbers of compositions being 
written ? In what languages, what ����	 , etc. ?

(5) Where can recordings for specific works be found ?

(6) What are some of the differences between the schools of 
performance ?

The list can be endless.

On display you will note several problems that were given to 
the computer to demonstrate what kind of printed record it will
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prodace. All of these printout, as they are called, are based upon 
the Tysgaraja-section of the catalogue which is nearly complete and 
hence, available for use.

Problem 1. Let us imagine that one wished to have a print of all 
of the kritis written by Tyagaraja in the raga Saveri. 
At the same time, let us request a tally of these works. 
The computer took less than one second to make the 
list and count it. There were 20 entries. It then took 
30 additional seconds to print the results. Hence, the 
only delay to you would be the delay of the mails 
which is negligible.

Problem 2. Imagine that the problem is a bit more complex and 
that one wished to know about all kritis written by 
TyagarSja in raga Saveri, tala Adi. This example again 
took less than a second to prepare and IS seconds to 
print. There were 10 items.

Problem 3. Even more refined-What are the kritis by Tyagaraja in * 
raga Saveri, tala Adi that concern themselves with 
Parvati ? This takes a bit longer-two seconds to prepare 
and 10 seconds to print. There were three items.

In addition to the central file on compositions, and as mentioned 
earlier, side files are maintained which contain lists of composers, 
ragas, talas, forms, subject-matter and sources of data entered in 
the file. They too can be called upon for study and analysis.

Finally, it must be made clear that the SangJta Catalogue is not 
intended as a reworking of ground so ably covered by great 
scholars in the past. What it does is to supply a hereto-fore un­
available “ file cabinet ” , for their great work. It will be a file 
attended by the world’s fastest and most accurate “ file clerk ” •
It will be a file stored in vaults worthy of the precious gems they 
hold.
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perceived in the Jati-gana was tonal movement i.e.f the svara-s; 
which after an analytical investigation were organised into grama 
on the basis of their gruti-content. So, we find that the concept of 
s'niti was formed as a means of precisely measuring, relating or 
comprehending pitch-relations spontaneously perceived as tones.

That the tones are spontaneously perceived is affirmed by all 
the musicologists from Matanga who says: “ Because it is
perceptible by itself, it is called svara Since delightfulness was 
already implied as the essential quality of tone, S'&rfigadeva, 
improving upon the definition, as it were, made it explicit when he 
said: “ Immediately consequent upon s'niti, emollient and resound­
ing, the sound that delights the listener’s mind by itself, is called 
svara.’” a

The essential fact is that whereas svara is given to spontanous 
perception, gruti is intellectually conceived subsequently for 
organising the svara-s into a perceptible scale called Grama. 
This has been done on the basis of certain observable facts; but 
since those facts can be observed only by trained ears, the 
question whether this concept has any objective validity 
or not always keeps on hanging fire. Another reason for 
the controversy raised on this point is the fact that the 
concept is not almost as universal as the concept of tone 
obtaining in the various systems of music in the world today. It 
is obviously peculiar to Indian Music, specially the ancient Indian 
Music, for, even in India there are people who think that they can 
easily do away with the coricept of gruti altogether, and yet be able 
to explain the structure and the technique of modern Indian music.' 
Strange as it might seem, gruti does not find any significant mention 
in its technical sense in the Pauraijic tradition. Grama, murcchana, 
jati, svara etc. constitute musicological terminology in the ����  
%���J��  the 2�����'����%������  and the ���O��'��������������%�������  
This would suggest that there had ever been two different traditions 3 4

3. ait �46  2TPTT3L PR: PI3: l
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Sangita Ratnakara I. 5. 24-25
4, Alain Danielou, Texts des Purana Sur la Theorie Musicale
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of musicologists with reference to the concept of Sruti, one cohsider- 
ing it as the pivot of Grama- Murcchana system and the other 
ignoring it completely.

This does not however mean that the concept of Sruti has 
absolutely no relevance to Indian music today but this view rather 
points out the necessity of a fresh inquiry into the true significance 
of the concept of Sruti, and this can be done by investigating 
the relationship of Sruti and svara, and thereby determining the true 
function of sruti in the Grama ..system. Such an enquiry may 
enable us to re-assess the value of the concept in its proper 
perspective.

Indeed, a lot of work has been done to explain and to reinter­
pret the relevance and validity of the concept of Sruti in the context 
of Indian music, in the recent past; but, the subject is so abstruse 
that any attempt from a different angle can always be considered 
helpful. The subject is indeed multi-dimensional, and there are many 
intriguing questions challenging our attention. For example, we 
find that the authors of medieval India have allocated different 
number of Sruti-s to the same svara-s; or, there is enough scope for 
studying the outlook of ancient writers on music such as Bharata, 
Dattila and Matanga to formulate the right opinion regarding 
the Sruti-s being equal or unequal. These questions are quite 
formidable and merit an independent inquiry; and moreover, all the 
secondary questions, such as these, can be satisfactorily answered 
only when the fundamental concepts are properly understood. It is, 
therefore, intended here to bring out the significance of the concept 
of Sruti as related to svara by studying its function and its relation­
ship to svara as expounded in the traditional works of Indian music. 
We shall first try to arrive at a tentative definition of the two terms 
and then arrive at a conclusion by investigating their relationship.

1. The concept of druti:

The word Sruti, as it is well known, is derived from the Sanskrit 
root Sru, ‘ to hear ’, etymologically by Matafiga5 as well as Sarnga-

5. g  srtSt smft: fhFstSNrg^f: i

BrhaddeSi
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primary meaning; rather he lends it a meaning which makes the 
word technical in the field of musicology; for, he says that, ( gruti 
is two-fold according to the standard notes and the intervening ones 
(Antara-svara-s) with which it is associated.’11 But those who 
consider the gruti to be three-fold either on the ground of three 
registers or three-fold perceptual insensitivity as quoted by Matanga1* 
do not seem to make an advance on the one s'ruti-theory from 
the musicological point of view@ since the first opinion makes no 
important distinction as the very same notes are involved in all 
the three registers; and the second view relates to the quality of 
voice i.e. the timbre and not" the pitch. However the theory, 
referred to by him, that considers gruti to be four-fold on the basis 
of the different physiological conditions makes some advance upon 
the three-old gruti-view in so far as it affects the whole structure 
of musical sound. But yet, it does not seem to depart absolutely 
from the primary meaning of the term gruti, and therefore fails to 
accord distinct individuality to different gruti-s.

Bharata has spoken of three types of tones viz., having four 
gruti-s, three gruti-s, and two gruti-s, in the context of wind 
instruments with reference to the technique of playing upon them.1'  
Presumably on this basis some flutists, according to Matahga, 
consider gruti-s to be nine only. We are not presently so much 
concerned with the actual and true number of gruti-s as with the 
true significance and the actual function of gruti-s. It is obvious that 
to the flutists only nine gruti-s were real, for they could produce the 
notes of the octave with this understanding. Therefore, once again 
we find that gruti-s are conceived in order to produce the svara-s 
accurately and for obtaining their modified forms such as Antara 
and Kakali referred to earlier in the two-gruti-views. However,

�� . ST fg[WT W R N f a s n r e T :  I

ibid.
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to our ancients, or was taken into account in formulating the 
concept of gruti. Abhinavagupta calls it, “ �������7�����#�����7  
	��	����7"���J� .” S'arngadeva is also aware of this process, when 
he himself poses the question, “Indeed if such sruti-s as the fourth 
etc. are admitted to be the cause of svara-s, how can the other 
gruti-s such as third etc. be considered as their cause?’’, to which 
he answers: “ Such a gruti, whether fourth or third etc., is deter­
mined only with reference to the preceding gruti-s ; therefore, they 
too constitute the cause of svara-s. ”18

Following Matanga in spirit, S'arngadeva too considers the 
s'ruti-s to be the modifications of musical sound i.e. ��'� .** So 
gruti for him is essentially a musical sound We can see the crysta- 
lisation of the concept. Another evidence of this process is to be 
found in Sarngadeva’s statement to the effect that ��'�  arising 
from the navel is differentiated through twenty-two ��'�7	 , situated 
in the region of the heart, the throat and the head respectively. 
It is not understood in what sense he uses the term ��'��  In the 
Ayurvedic terminology, it is generally identified with veins, 
arteries, nerves etc. So if by ��'�7	  he implies observable 
objects, then such twenty-two ��'�7	  have yet to be identified by 
physiology. However, if he implies some Yogic meaning, then 
obviously it would ever remain a subjective phenomenon. What is 
quite apparent is an attempt at fixing the number of gruti-s at 
twenty-two on a tangible basis to set the controversy at rest beyond 
all doubt. And perhaps he did succeed in his endeavour to do so, 
since no subsequent writer seems to have challenged him. After 
him, twenty-two gruti-s are almost taken for granted.

t A
It is noteworthy that Bharata enumerates the concept of 

gruti in the context of subjects related to Vi^a, but not among those 
related to the human instrument, “a This implies that sruti is one of

18. *3 STOKWH H
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Sahglta Ratnakara I. 3. 25-27.
19. era sifiwferffcfT: i

ibid I. 3. 8.
19a. Natyagastra 28. 14-15 (Baroda Ed.)
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S'arngadeva has said in a peculiar way, how the svara-s come 
into being. He says: “ From out of the gruti-s arise the svara-s ” ,** 
and this may be read along with his statement that all the gruti-s 
pertaining to a particular .svara are responsible for its mani­
festation.”  a

Obviously he does not imply that gruti-s are the cause and 
svara-s their effect; the cause having ceased giving room to the 
effect, and the cause preceding the effect. He seems to suggest 
that svara-s arise by the cumulative effect brought forward 'from 
the preceding gruti-s to the note-sruti i.e., the gruti that becomes 
the svara; in other words, by SamskQra-pradana i.e, by the 
inheritance of the residual effect. It is notable that svara-s arise 
out of gruti-s in the groups of two, three and four; but they do 
so only in groups: in other words, no single gruti can become 
or produce a svara.

In fact gariigadeva’s statement is rather vague in so far as 
it does not pronounce the relationship obtaining between svara 
and gruti, and also because it is capable of being interpreted 
variously. One can roughly interpret that as the gratis give rise 
to svaras, they are the cause ; or for example, one can say that 
svara-s are different from gruti-s, being their product. This, 
however involves the whole question of the nature of relationship 
between svara and gruti, which we shall deal with presently.

&arngadeva defines svara, detailing its different characteri­
stics—* 'Immediately consequent upon gruti, emollient and resound­
ing, the sound that delights the listener’s mind by itself is called 
svara.'* Resonance, softness and self-sustained delightfulness are 
the essential features of svara.

It is also noteworthy that the two commentators of £arngadeva 
harbour a difference of opinion with respect to the first character 
of the tone. Kallinatha thinks that in case of Sadja, for example, 
tonality is derived from the resounding of the fourth gruti.** In

� � �� �
Sangita Ratnakara I. 3. 23

22a. See Note 18 on p. 118.
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together to form into a molecule. Each gruti may thereby be 
considered to be charged with the power potency of tonality.

Our ancients have already considered the question of relation­
ship between gruti and svara thoroughly; and it will be worthwhile 
to examine critically the views put forth by different schools.

3. The relation o f svara and Sruti:

Mataftga relates five different views with respect to the relation 
of sruti-s to svara-s in the following verse:—

Of the gruti-s (as related to svara-s) they characterise (the 
relation) as identity, appearance, resultant, transformation 
and manifestation.”2*

i) Identity:

The contention of this view is that, since there is no need for 
any special tactile relation for perceiving the two, both s'ruti and 
svara being perceptible through the sense of hearing, they are 
essentially identical like the relation obtaining between the genus and 
the species.*0 Thus, the identity of sruti and svara, in this view, is 
based on the same source of perception and is illustrated through 
the relation of the general and the particular. Obviously, this view 
is absurd on the face of it, since all the objects of one and the same 
sense cannot be so related. Matanga rather points out that, since 
gruti and svara are two different concepts and are related as the 
supporter and the supported, the foundation and the structure, the 
relation of identity cannot be established.*1
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abide in ���"��	  is noteworthy.**”  If, therefore svara-s are 
conceived to be inherent in the Iruti-s, they could as well be called 
the manifestation of s'ruti-s.

(v) Manifestation:
Transformation implies the capacity to change, or in other 

words, a latent possibility. When the latent becomes active, the 
effect is called its manifestation. So, Matanga declares that, “ the 
seven tones called Sadja etc. are ever manifested by the tfruti-s 
like a lamp manifesting the objects concealed in darkness.””  
Thus, what is implied in this view is that the svara-s exist in their 
own right and are highlighted by the £ruti-s. This viewpoint is 
however rejected by Kumbha on the ground that it implies co­
existence of the manifester and the manifest, which is in contradic­
tion with the observed fact.

Kumbha has discussed this relation from the point of view of 
almost all the schools of Indian philosophy including the Buddhists; 
but without going into smaller details, what is observed is that all 
these theories are applied to determine the relation of Sruti and 
svara on the basis of change, for all these are the theories of 
causation attempting to explain the phenomenon of change. The 
concept of change is fundamentally two-fold ; one view is that reality 
is a flux, a perpetual change, and the other view is that reality is 
eternal. The former view does not in effect admit any cause-effect 
relation; for, it holds the dissolution of one whole to be the 
creation of another whole, while the latter view admits this 
relation. The first view is held by the Buddhists and the other is 
held by the orthodox Hindu Philosophers, in one form or 
another. The Buddhist view has to be rejected; for, it precludes 
the study of all relations; the Hindu view is represented by three 
important view-points viz., (i) that creation implies a substantial 
change, (ii) that creation implies transformation or manifestation
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Indian varieties and laid the basis for a new type of instrument known 
as Tabla and Banya.

However, it is not possible to find any reference to these 
instruments in the medieval texts of musical literature, which 
constantly refers to the use of Mridanga in court-music. Had these 
instruments been derived from Mridanga, these would have been 
mentioned in the musical texts.

Modern methods of Tabla-playing originated from Delhi and 
subsequently it was propagated to Lucknow, Farukhabad, Bareil- 
ley, Ajrala (a village in MeerutC and finally to Banaras. Some people 
also believe in the independent existence of Tabla-playing in Punjab. 
There lies a fundamental difference in the modes of playing in Delhi 
and Punjab. Tabla-players of Delhi followed the pattern suitable 
for the lighter variety of music, whereas the Tabla-players of Punjab 
followed the pattern of Pakhawaj (Gosvami, 1957. Chapter XXVII) 
suitable for the then court-music. Because of this, Tabla-players of 
Delhi constructed the alphabets by the strokes of fore-finger and the 
middle finger with the circular membrane constituting the Tabla. ^ t 
is, however, necessary to say that Delhi players make the best use of 
the border of Tabla for the sake of creating sweet compositions, and 
accordingly the mode of playing was famous by the name of 
Kinare ki Baj. On the other hand, the players of Punjab used to 
play Banya coated with flour paste, as done in Pakhawaj, which 
restrains the vibrations as compared with the modern Banya coated 
with small paste of gum and iron powder; and thus the mode of 
playing in Punjab tools a special name of Bund Baj.

The subject of the present article is to put forward the 
information regarding the propagation of Lucknow Baj to Banaras, 
and to exhibit the various compositions of Tabla belonging to six 
different schools of Tabla-playing in Banaras.

Two famous Tabla-players, Ustad Modukhan and Baxukhan, 
grandsons of Ustad Siddhar Khan Saheb of Delhi (known to be the 
originator of Kinare-ki-baj) came to Lucknow (Sharma, 1959. 
Chapter 1) after being invited by Nawab Wajidali Shah of Lucknow. 
Later, these two brothers applied their knowledge in constructing 
new compositions suitable for the prevalent Classical Dance 
demonstration and thus established a particular discipline called 
Natch-karan in Tabla-playing. A man conversant in Natch-karan
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usually the case in the composition of a G a t; and as such they are 
not easy to produce on Tabla. It is, however, necessary to mention 
that Farad belongs to a class of composition in Tabla, which has no 
Joda. Technically Joda conveys the meaning of a particular permu­
tation of a given composition, based on the mode of presentation of 
the same composition.

In order to study the various schools in Banaras, it is necessary 
to classify them into three zones corresponding to the localities by 
the names of Ramapura, Piyari and Kabirchoura. Kabirchoura 
school of playing may further be divided into four parts correspond­
ing to the residences of the respective tabla-experts like Pandit 
Kanthe Maharaj and Kishan Maharaj, Pandit Shamta Prasad, Pandit 
Gamma Mishra and Pandit Ranganath Mishra and Pandit Sharda 
Sahai, as mentioned in the Chart I.

The Ramapura school was established by late Pandit Bhairon 
(Sarnia, 1959. Chapter I) who produced eminent tabla-players like 
the late Pandit Maulviram Mishra, Pandit Mahadeo Mishra and late 
Pandit Anokhelal Mishra. The mode of playing of this particular 
school are mostly concerned with the compositions involving the 
arrangement of the words * Dhene gena tak tak dhene gene dhada 
ghe ghe naga dhinadhada gina’. The late Anokhelal used to play 
five compositions pertaining to these words and had a good 
command over these compositions. It is needless to mention that 
he was an expert in playing Na Dhin Dhin Na, a common compo­
sition known to every tabla-player. Among the students of 
Anokhelal the names of Shree Mahapurush Mishra, Shree Ramji 
Mishra (son of Anokhelal) and Shree Ishwarlal Mishra are worth 
special mention.

The Piyari school of Tabla-playing was initiated by late Pandit 
Bhagwan Mishra and extended by his worthy son, the late Pandit 
Biru Mishra. By virtue of his poetic talent Bhagwanji was famous by 
the name of Kabi Chhabile. The book ‘Chhabile Chhata’ (Bhagwan 
Mishra, Chapter I) manifests that he was a vocalist of Kinnar 
family, as mentioned in his poem :

“ Basata Sada Kashi Puri Piyari Kalan Sudham 
Gayak Kul Me Pragat Bho Sukabi Chhabile Nam ”

Hence, this particular school is also famous by the name of Kinnar 
Gharana.
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The late Vasudeoji took his first course of study from Yusuf Khan 
and fiiruji successively and learnt the fundamentals of setting the 
fingers. Later on, he learnt various Tabla-techniques from great 
Tabla-players like Ustad Natthu Khan Saheb of Delhi, Ustad Karam 
Ilahi Khan Saheb of Punjab, Ustad Ghunnu Khan Saheb of Bareilly, 
Ustad Salari Khan Saheb of Farukhabad, Ustad Shammu Khan 
Saheb of Ajrala, Ustad Sher Khan (uncle of present Ustad Ahmad 
Jan Khan Thirakua) and Ustad Raja Mian of Gaya. Thus, he was 
capable of playing Tabla in four different styles derived from the 
schools of Lucknow, Delhi, Ajrala and Punjab. He was an exponent 
in playing Rela, Gat, Farad and had a collection of three thousand 
compositions of Gat. 1 heard him accompanying great Kathak 
dancers like Pandit Shambhu Maharaj and Pandit Birju Maharaj 
who adored his immaculate memory and technique of 
applying the principles of Natch Karan. Regarding his 
own creation, it is worthwhile to mention that he had a 
great capacity of expressing any class of Tabla-composition 
in the form of Tripalli, Chowpalli, etc. He could also give 
demonstration in Tabla freely in Paun, Paunedune, Sawai and other * 
Layas for hours together. Moreover, he had a great command over 
giving solo demonstration in any Taal as freely as commonly done 
by a Tabla-player in Tin Taal.

The late Pandit Kanthe Maharaj of Kabirchoura school had 
shown his great eminence in constructing Pakhawaj-cum-Tabla 
compositions and trained his students accordingly. Among his 
students, the names of Pandit Kishan Maharaj, Shree Ashutosh 
Bhattacharya and Pt. Sharda Sahai need special mention.

Kantheji used to play the following compositions of Bant which 
sound charming in solo demonstration in Tin Taal. (Demonstration).

Bant in Tin Taal (Matra - 8)
I. Dhet Dhinag Dhena Dhage Tirakita Tunkita

Tage Tirakita Dhet Dhinagi Dhina Dhage Tirakita
II. Dhage Tirakita Tage Tirakita Dhagenage Tuna Katta
III. Ghinanad Tak Dhinad Dha Tete Teteghena Takdhinad 

His brother Pandit Hari Maharaj was an expert Pakhawaj and Tabla- 
player and he had a great mastery over the Laya constituting a 
particular cycle.
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Kathetekata in Tabla, which were followed by Biruji 
while playing the Gatparan.

7. The words Ghinnad and Kinnad, as played by Nanduji, 
were created by combining the words Ghi and Ki of Tabla 
with the word Nad of Pakhawaj.

8. By virtue of observations in (1-7) it is revealed that the 
compositions of Tabla in the Banaras school contain a 
good amount of Pakhawaj words.
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In the beginning of his career as a musician he had first to 
establish himself as a competent performer amongst the contemporary 
musicians. But to earn fame as an artist and to earn livelihood in 
the same way which the artist followed in general, were not the only 
objectives before Panditji. He was inspired by the new ideas o f 
revival. He was unhappy over the lot of musicians and their status 
in the society. He had, therefore, resolved to work in the direction 
of changing these conditions and dedicate his life to the upliftment 
of this art and raise the status of the musicians in the society. To 
lead a life full of humiliation under the patronage of a prince or a 
rich man, was not agreeable to his temperament of self-respect.

The first step he took, therefore, to arrange his music concert 
was that he experimented upon giving public concerts by open sale of 
tickets to the public. This would appear the most common thing to-day 
but in the year 1897 this was a revolutionary step and a noble thing, 
for the musicians and Panditji had to face a lot of criticism by his 
own class of artists to which he replied that this was a step taken by 
him for democratisation of music. The musicians in those days were 
accustomed to have their performances in the courts of the princes 
or the residence of aristocrats by seeking influence through the 
touts of this class. The introduction of public concerts by sale of 
tickets is an important contribution of Panditji to the field of 
Hindustani music.

The second achievement to his credit was that he founded a 
public institution for imparting training in music. The Gandharva 
Mahavidyalaya, founded in the year 1901 at Lahore, was the first 
music institution of its kind which conducted its activities with 
public support. To propagate music in the educated class, to 
pupularise it from prince to pauper and to raise the social status of 
the musicians were the aims before Panditji which he fulfilled 
through the activities of this institution. He conducted the 
Gandharva Mahavidyalaya for about 25 years, first at Lahore and 
then at Bombay and produced a band of missionaries of music who 
carried forward the torch he had lit. His prominent disciples, the 
reputed musicians, late Pandit Khare of Sabarmati Ashram, Pandit 
V. N. Patwardhan of Poona, Pandit Narayanrao Vyas of Bombay, 
late Pandit Omkarnath Thakur of Banaras, Prof. Deodhar, and 
a number of others, settled in different parts of India and worked to
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As I have said earlier, Panditji was a vocalist of high merits and 
had won reputation amongst the contemporary musicians as a 
successful performer. His style of singing, voice and captivating 
rendering had challenged and defeated a number of reputed musicians 
in concerts. Those who came to oppose him became his admirers 
after hearing him. Apart from his activities as a leader in this field, 
his contributions to music as a music eomposer and a musician art 
also noteworthy. I will now deal with this aspect of his versatile 
genius.

Pandit Vishnu Digambar had learnt music in the traditional way 
from the orthodox Guru and mastered the Gwalior style of music. 
He maintained the chastity of the style in his performances. 
However in the course of his mission to propagate music in the 
educated society and to introduce music for cultural education, he 
had realised that the text of the compositions which he and the 
other fellow musicians learnt and rendered in the vocal recitals 
were rather vulgar in nature and hence not appropriate for refined 
taste. In the North the devotional aspect of music had disappeared 
and in the court-music favoured by princes and the rich, this art was 
employed for sensuous enjoyment. Good classical devotional 
compositions were sung in the temple music of the Vaishnav sect 
which was restricted to the followers of that sect.

He had realised that the general indifference of the society 
towards music was probably due to the lack of good s&hitya in the 
musical compositions. He, therefore, turned his attention to 
improve this condition and being a good musician himself and 
possessing ability for composing, tuned a number of good devotional 
songs of the old saint-poets and popularised them by presenting 
them to the audience and teaching them to his students. He 
admitted that he was not a poet and could not compose the sahitya 
but he could give good tunes to literary compositions. In this 
way he contributed a number of musical compositions in various 
musical forms and in various tals. In Hindustani music, Dhrupad, 
Dhammar, Vilambit Khyal, Drut Khyal, Tarana, Chatrang, Tappa, 
Thumri, and Dadra are the musical forms popular with classical 
music artists. He contributed a number of compositions in all these 
forms and in common as well as uncommon ragas of the North. 
An analysis of his compositions thus contributed show that one or
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poetic idea, Tarana, Sargam and a Sanskrit text, an extract 
from old granthas. A composition in which four colours are 
blended is called Chatarang. The chatarang for the demostration 
here, is in raga Sindura.

J.?��7)��������7R'�0�

Panditji thus made a number of compositions in the common 
ragas. It is estimated that about 150 to 200 compositions were 
produced by him. These are sung in the Gandharva Maha Vidya- 
laya tradition even now. Many of these have been popularised by 
his disciples by rendering them in the concerts. He has created 
some compositions in uncommon Ragas such as Gandhari, Bhairav, 
Bahar, Puraj Malgunji. In illustration of such compositions 
a Khayal in Raga Gandhari set to Japtal is rendered here. This one 
is an example where Svara, Sahitya and Laya are beautifully blended 
and devotional mood is created.

Gandharr§n'ffira-^ft ^  - Demonstration 
While discussing Panditji’s compositions, I have taken examples 
mainly from the category of classical music. In addition to these 
classical compositions he has composed many devotional songs or 
Bhajans which he used to sing in his Keertan or Ramayana Prava- 
chans. The famous Bhajans 5J5R ^

?ft 'smft 0RT and a number of
others, composed by him were popularised by his son, the late 
Pt. D. V. Paluskar and also by his disciples. These composi­
tions were sung in the Ashram of Mahatma Gandhi for the 
prayer. One characteristic of Panditji’s compositions is that they arc; 
all based on classical ragas and differ from the devotional songs of 
folk type or light music type. His was the aim to create taste for 
classical music in the masses. He, therefore, employed devotional 
songs in all languages such as Marathi, Hindi, Gujarati, Bengali, 
Rajasthani, to approach people of different provinces and propagated 
music through devotional music. A collection of some of his 
compositions is found in the book ‘ Ashram Bhajanavali ’ compiled 
by his disciple, the late Pt. Narayan Moreshwar Khare, an inmate of 
Sabarmati Ashram of Mahatma Gandhi at Ahmedabad. It may be 
said that his contribution of devotional songs supported the cause 
of National Integration to a large extent. One of his popular 
phajans is presented here as an illustration.
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kritis of Sri Tyagaraja with notation, meaning etc. in Tamil script. 
Varadacharya, popularity [known with the sobriquet ‘Tiger* was an 
outstanding vocalist of his generation.

Krishnamacharya was a gifted musician and composer with 
an amazing versatility. He created by record a composing 
over 300 pieces in eight types of musical composition viz. 
Jatisvaras, Tanavarnas, Padavarnas, Kritis (in Telugu and Tamil), 
Tillanas, Tarana (Hindustani), Javalis and Devarnama (Kannada). 
Music lovers in Madras will remember the memorable music to 
which he set the songs of the Kutrala Kuravanji produced by 
Kalakshetra. Fifty of bis compositions comprising Jatisvaras, 
Varnams and Telugu kritis were published by Kalakshetra in 1966 
edited by Dr. (Mrs.) Alamelu Govindarajan.

The present publication, in Kannada script, with 190 pieces 
covering all the types of composition written by Kaishnamacharya, 
is an act of dedication by Smt. Channamma, his chief disciple 
at Bangalore, where the composer lived for many years. Smt. 
Channamma’s services to the cause of music in Mysore were 
commemorated in a Felicitation Volume presented to her by her 
friends, admiries and pupils, in Dec. 1973.

Besides full notation for all the pieces, a free Kannada 
rendering of the 82 Telugu kritis and 48 Tamil kritis has also 
been furnished for the benefit of the Kannada-speaking readers.

Krishnamacharya’s musical creations bear the strong influence 
of Tyagaraja and Patnam Subrahmanya Iyer. He attempted 
perfection and would not be content with anything less. 
His style is wholly in accord with sampradaya and his sense of 
rhythm, flawless. One of his pet theories was that nishada did not 
figure in Begada and was there only in an implied form. To prove 
this, he composed a varnam ‘ Pagalu Reyi ’ and some kritis 
completely omitting that note. He made interesting experiments 
with new raga-forms and created Divya Malati (Todi without 
Rishabha), Harikedara (a janya of Harikambhoji with both the 
Nishadas) and Jinjhoti in which the Prati madhyama was sparingly 
used.

He had an adequate command over Telugu and Tamil to make 
pieces prosodially attractive, His mudra generally was
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‘ Padmapuri Varada’ but some songs bear the signatures of 
Panduranga, Ranga and Tiruvenkata. He had his own share of 
suffering in life and hence perhaps the plaintive and philosophical 
ring in his songs. He was a champion of Ahimsa and in one kriti 
appeals even to Lord Venkataramana to give up muskf 
gorochana and silk to avoid the killing of musk-deer, cows and 
silk-worms!

The music world is indebted to Smt. Channamma for this 
publication.

T. S. Parthasarathy

KIRTANA DARPANA Vol I. Compiled and edited by Prof.
V. Ramaratnam, Smt. M. V. Ratna and Sri R. L. Anantharamaiah. 
Published by the Director, Prasaranga, University of Mysore. 
Rs. 12-50.

The Prasaranga (Publications Wing) of the Mysore University 
has been rendering yeoman service to Kannada-speaking areas by 
publishing, in Kannada, books on music useful to students as 
well as to music-lovers. Their earlier publications include 
" Karnataka Sangita Sudha ” (1967), “ A comprehensive study of 
the theory of Karnataka music ” and “ Sangita Darpana ” (1969), 
a compilation of over six hundred pages comprising eighteen 
varieites of musical form in notation.

The present volume is the first of a series programmed and 
contains, besides Jatiswaras, Swarajatis, Tana Varnas and Pada 
Varnas, 54 kritis by fifteen representative composers. Tyagaraja, 
naturally occupies the place of honour in the kriti section, closely 
followed by Dikshitar, Syama Sastri and later by modern 
composers. The kritis have been chosen carefully and printed in 
the first half of the book with a word-for-word translation into 
Kannada and a gist (tatparya). A clear and simple notation has 
been furnished in the second half. The lakshanas of the 18 ragas 
figuring in the book as well as the characteristics of compositions 
like Swarajati etc. have been explained. The editors have made 
every effort to make the book self-contained by including 
pictures and brief biographical sketches of the composers concerned 
and notes on technical terms in music.
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MUSIC OF THE NATIONS (A comparative study). By 
Swami Prajnanananda. Munshiram Manoharlal, Publishers Pvt. Ltd. 
54, Rani Jhansi Road, New Delhi. 1973. Rs. 28,

The learned author Swami Prajnanananda is well known for his 
valuable contributions to music. His present book purports to be a 
comparative study of the music and musical systems of the world. 
It consists of 14 chapters suplemented with a bibliography and 
index. He has dealt with the music of India, Mesopotemia, Greece, 
Rome, Arabia, Persia, China, Japan, Korea, Siam, Burma, Central 
Asia, England and Russia. In preparing the book all. possible 
sources, ancient and contemporary, documentary evidences, accounts 
of travellers, historical writings, archaeological and sculptural 
evidences have been utilised by the author. It is replete with 
informative and useful references. The importance of the above 
sources revealing the condition and status of the art in the past 
and its development through the various ages, especially in the 
absence of regular scientific works, is very valuable. Technical 
information has necessarily to be gleaned from the scientific treatises 
of the respective epochs. No art can grow in isolation, it is governed 
by political, historical, social and religious conditions. As such data 
relating to these aspects of the art have to be assessed 
from the numerous non-musical writings wherein references to 
musical instruments, terms etc. are scattered in plenty.

Sir S. M. Tagore’s 3��"��	��� F�	����� �1� 2�	�� , published in 
1896, was probably the first attempt in India to give a comparative 
treatment of the music and musical systems of various nations of 
the world. Further more, the music world owes a great debt of 
gratitude to the fresh monumental work done, in this connection, by 
scholars and musicologists like Curt Sachs, Smith, Carl Engle, 
Scholes, Dr. Farmer, Macdowell, Chapell and others. The field 
being fertile and vast, the present work is yet another useful 
attempt.

The SanySsin-author has rightly emphasised throughout that 
India is the land of spirituality and music here is a spiritual 	�'�����  
Through the medium of music, the individual soul gets emancipated 
from the slumber of ignorance. The study of the. theory and practice 
of music is meant only for achieving the blessings of Pivipe con$<?ipn$-« 

M—3$



ness. It is mainly because of this trancending nature that music has 
been credited with superior excellence over the other arts.

With the help of profuse instances, the author has sucessfully 
driven home the fact that there existed cultural exchanges through 
the medium of trade, commerce, and religious mission between 
India and neighbouring as well as distant countries. The music of 
India, the cultural ambassador of the world, had travelled far across 
the seas and enriched itself in this process by assimilating the 
treasures of their systems.

Before taking up the music of other nations, a brief but 
comprehensive account of Indian music is given. The standard 
theories of nada, sruti and its five jstis, svara, murchana, grama, 
margi and de$i concepts, vedic music, jati and raga, its significance 
and evolution, the ten essential ingredients of raga, the revealing 
phrases of raga-form, cause-effect theory of r&gas and lastly the 
musical forms have been clearly dealt with. The raga has a spiritual 
and living form and can be visualised by the power of concentration 
or avadhSna. The dhyana Slokas were composed in order to help 
concentration on the devata-maya-rupa of the raga.

The survey of the music of different nations as available in the 
pages of this book reveals a lot of similarities in the historical 
development of music in all countries. The classical music has 
evolved from folk music. The origin of music is ascribed to divinity 
in most of the civilised countries like Rome, Mesopotemia, Greece, 
Egypt, Arabia, Japan and India. In Mesopotemian music the drum 
balag is dedicated to the Goddess Ea and the soft reed pipe, to the 
virgin mother.

Like the saints of India, the Persian mystic poets identified the 
soul of man as longing for reunion with the Divine Love. Parallel to 
the Vedic music of India, are the sacred chant cultures of Asia and 
Western lands, which include the Gregorian and Hebrew chants.* 
Music was an important item of worship and an inseparable part of 
prayer in the Christian church. All early music was of a descending 
type as in Greece and India. Vocal music was considered superior 
to instrumental music. The Vedic hymns addressed to different deities

* The Music of the Hebrews ; Resemblances to Santa Veda 
Chants—Dr. V. Raghavan J. of the Nfusip Academy, Madras, 
XXV. 1954. pp. 109-lU,

274 THE JOURNAL OF THB MADRAS MUSIC ACADEMY [VOL. XLIT



;��Q#�G���A� E�&

,( (�"1'4�!�� !2(�91"$D��)�)(,�'�!("�� �'�Q� (�3��4:%!��'+��("�%�W#�
!(9$�3� !2(�%"��9"� �'+� ��9('!�!$�'"� �'+�!2(� % �:( � "�'4"��)�J(,"W�
�3��:S�� 3� ,( (� ('+( (+�$'���"$9$�� �9�''( �� �2(�J(,$"2�":'�4�41(�
"( H$D(�4$H("� "$4'$)$D�'D(� !�� H�D��� 91"$D��'+�$"�2�'+(+�+�,'�) �9�
4('( �!$�'�!��4('( �!$�'�� �!�$"�$'!( ("!$'4�!2�!���91"$D$�'� $'� �4:%!�
,�"�0'�,'��"� ���� �6�(7 (,#��9�83�� �7$D� k��'!��� �'��'+$�3� ���� �
9(�'"�"�'4��'+� !2(�"$'4( ��)�!2(���9�'�2:9'"�$"��� ������� � �4�$'�
!2(� !(9%�� �'+� !2(�  2:!29� 2�%%('� !�� 7(� !2(� D�'! ���$'4� �'+�
7���'D$'4�)�D!� ��)�!2(�91"$D��)����� '�!$�'"�� �2(�% �D!$D(��)�D��%%$'4�
�)�2�'+"� �'+�7(�!$'4� �)� !2(� )((!� !�� 9� 0� 2:!29�$"�)�1'+��9�')(�
"$'4( "� �'+� +�'D( "� �)� D�1'! $("� �'+� !2$"� �DD�1'!"�)� �!2(�(� �:�
"�'4"�7($'4�9(! $D���$'� '�!1 (�

;("$+("3� D��""$D��� 91"$D� ,$!2� $!"� D�9%�(N� 2(%!�!�'$D� �'+�
2(N�!�'$D� "D��("� +(H(��%(+� ) �9� )��0� "�'4"� �'+� (� �:� "�D (+�
91"$D3� ,2$D2�,( (�"1'4�9�"!�:� !�� !2(�"D��(� �)� �3�@��'+�&�'�!("� $'�
H� $�1"�"!�4("�� �2(�91"$D� �)���'4��$�3��2$'�3�J�%�'3���97�+$�3�
�$�93� ;1 9�3� J�H�3� �19�! �3� ;��$� �'+� �!2( � D�1'! $("�� (�%('!�K
!�'$D� $'� '�!1 (�� �1 !2( 3� �( "$�'� 91"$D�  (D�4'$P("� )� !:($42!�
9�+("� +$"! $71!(+� $'!�� �E�  ��9"3� E@�  (D(""("� �'+� @I� �'4�("��
�$9$�� �:� � �7$�'� 91"$D� 2�"� !�� $!"� D (+$!� �E� 2�`���	 � E@�	���`	 �
�'+�@I� ��	"�	� � ��%� ���(�� !��!2$"�D�'�7(�"(('� $'� !2(� ���� �� � 2��� �
;����	 � �)�'+$��� �1 !2( �!2(�% $'D$%��� 9�+("�� (�'�9(+��)!( � D$!$("�
�'+�D�1'! $("� �"� &	�����*� &��� 3�F�#�#����D2�'�!(��)�!2(� "D��(�!�0('�
�"�!2(� !�'$D�4$H("�  $"(� !�� �� "D��("� �"�$'� !2(��'+$�'� �����7�������� �
	�	���� � �!� $"� 2$42�:�$'!( ("!$'4� !2�!� !2(� 9�+("� ,( (� �""�D$�!(+�
,$!2�"%(D$)$D� (9�!$�'"�� �2(� �$'0$'4� 1%� �)�9�+��� ":"!(9�,$!2�!2(�
!2(���4$D��� ":"!(9� �'+� ,$!2� !2(� % $9� :� (�(9('!"3� D���1 "� �'+�

�� '197( "3�,�"�$'�H�41(��9�'4� !2(� ? ((0"3� �'D$('!� �(9$!("3�J(,"3�
� �7"3� �( "$�'"��'+� �'+$�'"�� �2(� ��`���	 � � (� D�''(D!(+� ,$!2�
D( !�$'�2�1 "��)�!2(�+�:��'+�"$4'"��)�!2(�P�+$�D� �$0(��1 �  �4�"��'+�
%�'"��)�!2(��(H� �9� 91"$D�� �2(� ":"!(9� �)� +$H$+$'4� !2(� �D!�H(�
$'!�� ���9$D �!�'("� ,�"�% (H��('!�$'�� �7$�'� 91"$D�� �2(�"D$('!$)$D�
"!1+:��)�91"$D�$'��'+$�� 2�+�7(41'� ��'4� 7()� (� !2(��2 $"!$�'� ( ���
�2(� 	��	��	 ��'+� �����������	 � (N%��$'� !2(� %2:"$���4$D���� $4$'� �)�
'�+�3��"�+1(�!��!2(� ) $D!$�'� �)��$ � ,$!2� )$ (�� A2('� !2$"� $"� 4('(K
 �!(+��'+�"�1'+�"! $0("�!2(�+$))( ('!�%�(N1"� �)� !2(� "%$'��� D��19'3�
!2(�"H� �"� � (� % �+1D(+�� �2(� )�1 #)��+� D��""$)$D�!$�'� �)�91"$D���
$'"! 19('!"� 9('!$�'(+� $'� !2(� �����7��	��� �$"� )�1'+� $'�!2(�91"$D�
�)� �,0� � '�!$�'"�� ��':��)�!2(�$'"! 19('!"�� (� (�--��� $'� � �*��4

! �� "� $# H<



Persia, Syria, Turkistan and other countries, though they differ in 
their names, forms and sizes. The Japanese classified their instruments 
into Perfect and Imperfect ones. It is well known that Pythagoras 
was indebted to India while Arabia and Persia, to Greeks. A lot 
of similarity is seen between the musical systems of China and 
India. The Chinese theory recognises 8 kinds of sounds relating 
to skin, stone, metal, clay, silk, woods, bamboo and gourd. This 
is somewhat similar to the classifieation of ��'�  according to the 
source of their origin, explained in Narada’s ��������������'��  
Similar to the Indian theory of va'�*� 	��"''�� ���"�'�*  the Chineese 
too have a certain relationship of notes, as king, minister, loyal 
subject and so on. Chinese Buddhists interested in Indian 
culture spread Indian music in Japan. There exist melodies in 
Japan taken from Cambodia, Java and Bali. A minor scale known 
as ������  is traced to Cambodia. In Indian music too,  ���'7  
'���  and �������� ���������  refer to tribal tunes like  �����"�*  
%����'� , ������*� ������*� �����*� ����	���  and so on. It was Guid- 
arezzo in the 11th century, who invented the name of the notes in 
European music by taking the first syllable of each of the verses 
of the hymns to St. John. Long before, India had recognised the 
solfa letters of the 7 svaras, viz. sa, ri, ga, ma, pa, dha and ni. 
(vide: ����'�����"��#���� 3����	��'�C

The book serves as a useful introductory guide to students of 
music and forms a valuable addition to the existing literature on 
the subject of comparative music.
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INTRODUCTION 

Chapter I

The Authorship and The T ext:—
As is generally observed, the treatises in Sanskrit remain silent 

regarding the name and place of the author. But here, the case is 
different. The authors of the RBgatattvavibodha and the SaAgita- 
pQrijBta, are mentioned as Srinivasa. and Ahobala respectively. 
The RBgatattvavibodha, in the colophon at the end, mentions 
Srinivasa as its author:—

Except for this mention of the author’s name, no other information 
about him is found in the text. The names Srinivasa and Ahobala 
sound southern and for this reason, scholars believe that both the 
authors belonged to the south, but any support to this inference, even 
from other sources, can hardly be obtained. Pt. Bhatkhandeof 
course observes8 that the inference about the place of the authors 
is further supported by certain Raga-names of the south (such as 
Ritigaula, Kedaragaula, Sarangagaula) which were not prevalent in 
the north at that time.

That the author of the Sarigita-parijBta is Ahobala is 
supported by a verse which occurs within the body of the text:—

In the prefatory verses4 Ahobala mentions the names of the earlier 
writers: 1. Matanga 2. Hanuman 3. Kaiyapa 4. Sardula 5.

1. RBgatattvavibodha of Srinivasa, Oriental Institute, Baroda, 
1956, p. 62.

2. A Comparative Study o f some o f the Leading Music systems 
of 15th, 16th, 17th, & 18th centuries (Reprinted) JIMS, 
Baroda, Vol. 3. No 2 ; April-June 1933, Pp. 32.

3. Sangita-pBrijata, Sangita-Karyalaya, Hatharasa, 1956, 
Verse 2.

: il

4, 9-11.
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Kohala 6. Kambala 7. Ajvatara 8. Haha-Huhu 9. Ravana 10. 
Rambha and 11. Usa. Of these, from the chronological point of 
view, the name of Matanga assumes importance. The treatise, 
which is believed to be written by him, some time in the 8th century 
is Brhaddeii. The names of Kohala and HanumSn also seem to 
have some musicological importance. But the other names are 
mythological and the texts associated with them are also not knowh 
now.1

As already indicated, neither the) RTV  (Ragatattvavibodha) nor 
the SP (Sanglta-parijata) mentions its date and for this we have to 
resort to other works. Srinivasa, as will be seen in the following 
chapters, is a borrower of Ahobala as he profusely quotes verses 
on J&ti, Sruti, Murcchana, Svaras and Ragas from the SP.

In this connexion, it is interesting to note the point which Pt» 
Bhatkhande furnishes to solve the problem. According to Sir 
W. Ousley (Oriental Collections Vol. I), the Psrijata was translated 
into Persian* by Paijdita Dina Natha, the son of Basu Deo in 1724 
A.D. As the copy of manuscript of this translation bears the seal 
of the Emperor* Mohammad Shah who ascended the throne 
in 1719 A.D., the later limit of the period of the Parijata, seems 
to be the end of the 17th century. In this regard, yet another 
factor is to be noted. Pagdita Bhava Bhatta who has Anupa- 
Saftgita-ratnBkara, Sangita-vilSsa and SangitaAkuSa to his credit, 
was in the service of Anupa Singh of Bikaner (Rajasthan), a 
contemporary of Aurangzeb. In Anupa-Sangita-vilasa, Bhava 
Bhatta freely quotes from the SP. The reign of Aurangzeb 
was from 1656-1707 A.D. These facts would suggest that the 
SP. was probably written in the latter half of the 17th century.

We have noted the quotations in the Anupa-vilasa from 
the SP^ As a matter of fact, Bhava Bhatta, in his description of

1. Ed.»Ka£yapa is quoted extensively by Abhinavagupta in 
his commentary on the Natya $ astro. See Dr. V. Raghavan, 
‘Some Names in early Sanglta Literature’ S. N. Ak. 
Bulletin 6, May 1957, pp. 21-2.

2. A Comparative Study o f some o f the leading Music systems. 
JIMS, Vol 3. No 2. p. 32.

�,��%,00,��*1�23
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and Tulaja, the author of the SaAgita-sarOmrta and other 14 works 
can be regarded as successors to Srinivasa.1

We can divide the text of the SP. into the following 
chapters:—

1. Introductory or Arthasangraha 2. Svara 3. Gramalaksapa
4. Murcchana 5. Alamkara 6. Jati and Gamaka. 7. Samaya 
8. Raga.

Similarly the text of the RTV has the following divisions:

1. Prefatory 2. Srutijativiveka 3. Svara 4. GrSma and 
Murcchana 5. Gamaka 6. Mela 7. Raga and 8. S'rutinirpaya.

It may be seen from this chapter-wise analysis that Ahobala 
does not describe the Melas but explains Varnas, Alamkaras, 
Time-theory and Murcchana at length. The Mela description of 
S'rinivasa is of less use in the present day as the names thereof have 
not been mentioned. The number of the Ragas of Ahobala exceeds 
the number given by of Srinivasa. In the pages that follow an attempt 
has been made to point out the similarities and differences in the 
opinions of the two authors. I am thankful to Dr. V. Raghavan, for 
his acceptance of this small work for publication in the Journal o f 
the Music Academy, Madras. I will feel amply rewarded if the 
reader finds these pages of some use.

1. Sahgi ta- Saramrta, The Music Academy, Madras,
V, Raghavap’s Introduction, p. £3,
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THE RAGATATTVAVIBODHA AND SANOITAPARIJATA

1. (Comic)—sa, ma, ga, Komala ma.
2. (Love)—ri, dha, nf, Tivratama ma.
3. (Disgust)—Pa.
4. W TO (Fearful)—Pa.
5. (Heroic)—All Tivra, svaras.

8. ww (Pathos)—Pa.1
It is quite possible that opinions differ as regards relation of 

Rasas to particular notes. But so far as the connection of Sruti with 
ja ti is concerned, it is to be noted that the names of jdtis have some 
connection with the sentiments revealed by the irutis thereof and 
similarly the names of the irutis may indicate somewhat the 
sentiment manifested.

3. Svaras :—The ndda when revealed by a iruti or irutis, is 
called svara:—

O��3'	,� m : � O� F�;� ��P

«« Melodious and resonant sound, which follows iruti and itself 
pleases the hearts of the listeners, is svara. ”

Then, are the twelve svaras different from the irutis ? According 
to Ahobala they are the same.

MD&,;� O 2  � �VO

) � ' � N ��;� 1'O ^
�2  �,� ) '�,�M� 11

“Because of both being heard and recognised by the ear the irutis 
are net different from the Svaras; but the difference between them 
recognized by iastra is as between a snake and its coil. ”

“ All the irutis in different RSgas assume the role of the 
Svaras and it is because of the Ragas that they are heard and there­
by get the name iruti. ”

1. SP, 94, 95, 96.
2. Cf. 62-63.
3. Cf. 38-39.
B

6. (Marvellous)
7. (Terrible) Tivratara notes.



10 �� ������������ ����	� ��

�21"��1+$7$�$!:��)�(H( :� iruti� 2�"� 7(('� �DD(%!(+� 7:��2�7�����
�2('� ,2:� $"� !2(� '197( � �)� Svaras� �E��'+�'�!�EET��2$"�$"�,2�!�
9�0("� � $'$H�"��+$))( � ) �9� �2�7���� �'� !2$"� "17<(D!�� � $'$H�"��
D�(� �:�(N%��$'"� !2�!� Svaras� � (� +$))( ('!� ) �9� !2(� S rut is� �"�!2(�
)� 9( �� (��1+$7�(�$'�D�'! �"!�!��!2(� ��!!( <CL

A $! � _ �., .& � � ..� � � ��

@�� Svaras i—Suddha� �'+� VikrtaL���)� ��"�!2(� Suddha Svaras�
� (� D�'D( '(+� �2�7���� �'+� � $'$H�"�� �4 ((� �'� !2(� ! �+$!$�'���
D�'D(%!�!2�!�)�1 � Srutis� � (� �""$4'(+� !�� "�3�9�� �'+�%��(�D23�!,��
Srutis.�!��4�� �'+� '$�(�D2��'+�!2 ((� $ rut is� !��  $��'+�+2��(�D2��� ;1!�
!2(�D�"(��)�!2(� Vikrta svaras� $"�+$))( ('!�� � $'$H�"�� 9('!$�'"�!2(�
)����,$'4� svaras� �"� VikrtasCL

��� Komala�  $� E��Tivra� 4�� ��� Tivratara� 9�� @�� Komala� +2�
&�� Tivra�'$�

�(�9('!$�'"���"��!2(�% (H��('!� ��!( '�!(� '�9("� �)�!2(� Vikrta�
Svaras

��� Suddha�  $� L� Purva�4�

E�� Suddha�4�� L� Tivratara� $

��� Suddha�9�� L� Atitivratama�4�

@�� Suddha�+2�� L� Purva� '$

&�� Tivratara�+2��L� Suddha�'$W

�21"�!2(�!�!���'197( ��)� Suddha��'+� Vikrta svaras,��DD� +$'4�
!��� $'$H�"�3�7(D�9("�!,(�H(�� �'�!2$"� +$"D1""$�'3� �� ()( ('D(�!��E��
Svaras�7:��2�7����9�:�D (�!(�"�9(�+�17!L

�2$"�%�""$7�(� +�17!�$"� (9�H(+� 7:� !2(��1!2� �7:� �9$!!$'4�!2(�
1"(��)�!('� Vikrta Svaraf* 1 2 3 4

��� RTV,� � 1!$<�!$H$H(0�3� ���
E�� Cf.�@E#@��
��� RTV.�@G�!��@�
4.� SP.�G&

SP.�@��#���



� ) � 9 � �,� �)� _ + � �,� �)� ��,*%�H� &

@�� l �- � �� � �"� N �� � @"� �

��� $<$�O�� I�� e � ��� (

1#�
�)�!2(�"(H('� ��''��� �"���	 � � (� (ND�1+(+� ) �9� !2(�  ("!3� !2(�

'197( � �)� ������� �"���	 �7(D�9("� )$H(�� �2(� )$H(� �!2( � % (H��('!�
'�9("�9('!$�'(+�7:� � $'$H�"��� (� �DD(%!(+� 7:� �2�7����� �21"�$!�
9�:� 7(�'�!(+� !2�!��DD� +$'4� !�� 7�!23� !2(� '197( � �)� �"���	 �$"�
!,(�H(�

&�� �������6� ��"��� �"���	 �CL

A2('� �"���	 �"!�'+��'� !2($ � ("%(D!$H(� ����� � � � �����	* � !2(:�� W�
��''��� �"���	�

�'� �!2( �,� +"3� ,2('�)�1 � �����	 �� (��""$4'(+�!�� "�3�9���'+�%�3�
!,�� �����	 � !�� 4�� �'+� '$� �'+� !2 ((� �����	 � !��  $��'+�+2�3�!2(:�� (�
��''��� 	"���	� � A2('� !2$"� �""$4'9('!� $"� +$"!1 7(+3� !2(:�7(D�9(�
������	� � �2(� ������	 � � (��)�"$N�0$'+"CL

���  )�� E�� ��

@�� �!)(!�(,� &�� l ("� �'+� G�� dJ&� � 

A2('��� �"��� �  $"("�1%�7:��'(� �����* �$!�7(D�9("� ��"�� � �'+�$)�$!�
4�("�1%�!��!,�� �����	 �$!�$"���"������� � �$9$�� �:� ,2('� $!�4�("� 1%�7:�
!2 ((�� �)�1 � �����	 3�$!�$"� D���(+���"������ � �'+� �����"������� � �"�
�%%�"(+�!��!2$"�,2('�$!�"!�'+"��'�$!"�%('1�!$9!�!(� ����� 3�$!�$"������� �
�'+� ,2('� $!� $"� ��,( (+� 7:� !,�� �����	 3� $!� 7(D�9("� %��"� � � �
�����������-

G�� �"���	�+��'�*� ���"�'� � (!D�8CL

�2(�'�!("�,2('�1"(+�$'��':� %� !$D1�� � ���� � �DD� +$'4� !��!2(�
'�!1 (� �)�!2(� ����* ��""19(�+$))( ('!�  ��("��'+� ) �9� !2(� H$(,%�$'!�
�)� !2($ � 1"(3� !2(:� 9�:� 7(� +$H$+(+� $'!�� )�1 � !:%("L��� ��'� �
E�� ���"�'� � ��� ���"�'� � @����"�'�� � �"� !2($ � '�9("� "144("!� ��'� �
$"�!2(�9�$'� 	"���* �!2(�"�1���)� !2(� ����* � ,$!2� ,2$D2� !2(�����"�'� �$"

��� �%��G�#�E�D�  ("%�'+�,$!2� � � � �&&#&I�

!� � � ��?���������;����� ���� ���?�������J���� � $



H  A COMPARATIVE STUDy OF

in agreement. Anuvadls are the svaras which follow Vadi and 
Sarhvadi. Artuvadl harmonizes with Vadl and its coinciding Svara. 
Vivadi is the excluded note, the use of which may cause disturbance 
in the melodic quality being manifested. This has been described 
by Srinivasa thus:—

3WT9J: tf3T$ 31$ 33: |

fi3ri$3 *RT: I1

1. RTV  53-54-5F 79,82-83.
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