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THE XLVIth MADRAS MUSIC CONFERENCE
OFFICIAU REPORT

The Opening Day
21st December 1972

The XLVIth Annual Conference of the Music Academy,
Madras, was held at the premises of the Academy, 115-E,
Mowbrays’ Road, Madras-600014, from 21st December, 1972 to
January 4th, 1973. The Conference was presided over by the well-
known musicologist, Professor P. Sambamoorthy, retired Head of the
Departments of Music in the University of Madras and the S. V.
University, Tirupati.

The inaugural function was attended by a large and distinguished
assembly of Members of the Academy, musicians, scholars and
members of the public. The President of India, Sri V. V. Giri,
inaugurated the Conference.

The illustrious guest was received by Sri T. S. Rajam, President
of the Academy and the Secretaries, and the Conference-President,
and members of the Executive and Experts Committees of the
Academy were introduced to him. The President sat for a group-
photo with the members of the Executive and Experts Committees.
He was then taken inside the auditorium of the Academy where the
inaugural function was held.

There was first the National Anthem and an invocation song by
Vidushi M. L. Vasantakumari.

Messages

Sri T. V. Rajagopalan, Secretary, then read the following
messages received for the success of the 46th Conference :

The former President of India, Dr. S. Radhakrishnan, sent his
besy wishes for the success of the Conference, concerts and discus-

siops.
The Vice-President, Sri G. S. Pathak, sent his best wishes.
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The following Governors of the States sent their messages :

Sri K. K. Shah, Governor of Tamilnadu, congratulated the
Music Academy on its solid achievements.

The Governor of Mysore, Sri Mohanlal Sukhadia, the Governor
of Bombay, Ali Yavar Jung, the Governor of Uttar Pradesh, Sri
Akbar Ali Khan, Dr. D. C. Pavate, Governor of Punjab, Sri
B. D. Jatti, Governor of Orissa, Sri Chhedi Lal, Lieutenant-
Governor of Pondichery, sent their best wishes.

The Hon’ble Prime Minister of India sent her good wishes for
the success of the Conference to be inaugurated by the President of
India.

The following Ministers at the Centre sent their messages :

Sri C. Subrahmaniam, Sri T. A. Pai, Sri H. N. Bahugumna,
Sri R. K. Khadilkar, Sri H. R. Gokhale, Sri K.V. Raghunatha
Reddy, Prof. D.P. Yadav, Prof. Sher Singh, Sri K. L. Rao,
Sri Mohan Dharia and Sri I. K. Gujral.

Hon’ble Prof, Sher Singh in the course of his message made a
suggestion for the sympathetic consideration of the Academy that
in the best interest of the National integration, the Music Academy
might kindly come forward to organise a similar festival of music
and dance in Delhi also, in the middle of August every year.

Sri P. V. Narasimha Rao, Chief Minister of Andhra Pradesh,
wished the Conference all success.

Sri K. P. S. Menon, Chairman, Central Sangeet Natak
Akademi, the Tamilnadu State Sangeeta Nataka Sangham, the
Andhra Pradesh Sangeeta Nataka Academy, and the Mysore State
Sangeeta Nataka Academy sent their warm greetings and good wishes
for the Conference.

Dr. B, V. Keskar, Chairman, National Book Trust and former
Union Minister, paid a tribute to the meritorious service of ths
Music Academy as a model institution in the field and added:
« T wish that there was in the North of India some such instiution
to give a great fillip in the right direction to musical de\;ﬁp-
ment. ”’
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Dr. V. K. Narayana Menon, Executive Director, National
Centre for Performing Arts, Bombay, said in his message:
“The Academy’s great work is an example for other similar organi-
tions to emulate,

On behalf of the Indian Musicological Society, Prof. R. C.
Metha, Baroda, congratulated the Academy for its work of almost
half a century.

Mr. Jack Bornoff of the International Music Council, Paris,
Mr. James Rubin of the Pan-Orient Arts Fundation, U.S., and
Mrs. Henry Cowell, New York, sent their best wishes for the
Conference.

Mrs. Henry Cowell added in her message that she had grateful
and loving thoughts of the Academy and was sending the further
instalment of the royalty of her husband’s Madras Symphony for
the Mridangam Prize in the Academy in Henry Cowell’s name,

Messages were also received from Nanganallur Arts Academy,
Madras, the Kalaranjani and Karnataka Ganakala Parishad,

Bangalore.
Sri K. Kamaraj wished the Conference all success.

Dr. P. V. Rajamannar referred in the course of his message to
the value of the discussions of the Experts’ Committee meetings.

Sri Dilip Kumar Mukherjee, Calcutta, who had taken part in
the previous years in the Experts’ Committee meetings, referred in
his message to the high standard and rich traditions built up by the
Music Academy.

Swami Prajnanananda, Calcutta, congratulated the Academy
on the Experts’ discussions and performances and referred to them
as remarkable and matchless.

Members of the Academy’s Experts’ Committee who could not
be present, Sri B. Subba Rao, Vidvans Sattur A. G. Subramaniam,
Sri Emani Sankara Sastri and Sri Nedunuri Krishnamurthy
and Sri Chennakesavayya sent their best wishes.
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P. Sambamoorthy, President of the Conference, was called upon to
deliver his Presidential Address. Prof. P. Sambamoorthy said in
the course of his Address :

“I am thankful to the Madras Music Academy for having elected
me the President of the ‘Shadvidha-margini’® (46th) Session of the
Conference. This office ocarries with it high prestige. Eminent
musicians, Musicologists and composers have presided over the
deliberations of this Conference. The discussions herein were both
stimulating and illuminating. Considerable light was thrown on
many of the knotty problems trelating to the theory and practice of
Music. The concerts held in the evenings were marked by
classical dignity.

The Music Academy has a proud record of achievement to its
credit. The Journal published by it contains articles of high research
value. In these days of paucity of scholars engaged in musical
research, it is not an easy task to get a sufficient number of scholarly
articles, The Editor of the Journal deserves praise for maintaining
the high standard of its excellence. .

The Academy has also published valuable lakshana granthas
and books containing unpublished compositions of composers in
notation.

The Academy is running a Teacher’s College of Music. The
one-year course that is now offered should be expanded so that
justice can be done to the study of the Theory, Practice and
Pedagogy of Music.

Our Legacy

We are legatees of a great system of Music. This system has
been developed on a strong theoretical basis. It has a rich repertoire
of Art Music, Sacred Music, Dance Music and Folk Music. It has
also many Operas, Dance-dramas and Kuravanji Natakas.

Raga i
The concept of Raga is our proud gift to World Music. The
quarter-tones and micro-tones of which the occidentals are just
theoretically aware of, are actually used here. This has evoked the
admiration of Western savants. The Ragas derive their individual-
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ities through the use of subtle srutis, nuances, gamakas and ranjaka
prayogas (embroidered phrases). In the same Raga, a note is
sometimes sounded slightly sharpened in the ascent and slightly
flattened in the descent. It is, therefore, impossible to play the
Ragas on the key-board instruments like the Harmonium and the
Piano.

The innumerable rhythms used in Indian Music are totally
unknown in the West.

The Music of India has been developed by the best brains of the
country. The compositions of Tyagaraja and other composers have
made us gaze at the sparkling, lustrous and colourful personalities
of the Ragas. Improvisation is an integral feature of Indian Music,

Man is a melodic creature by nature. He has soared to great
hejghts in the realm of pure melody and has made us have a glimpse
of the resplendent beauty of the Ragas.

South India has been famous for its talent in the sphere of
music and dance, since the days of Bharata. It is the bounden duty
of all of us to see that this great system of Music is transmitted to
the coming generations in an untarnished manner.

Education in Music

It is the fundamental right of a child to be taught Music. All
the .,advanced countries of the world have made provision for the
teaching of Music to boys and girls. But, it is unfortunate that in
South India, there are many schools, inclusive of girls’ schools,
which have no provision for teaching even general singing.

General singing should be taught in all Primary Schools and
Secondary Schools. Music should be included amongst the elective
subjects for the S.S.L.C. Examination. Music should also find a
place as an optional subject in the Matriculation Examination.
Post-graduate Departments for Music should be established in all
those Universities which do not have them. The Degree of
Doctorate in Music should be instituted in all Universities having
Departments of Music and this should be the highest Research
Degree. Universities of standing should honour outstanding
scholars in the realm of Music by conferring upon them ‘Honorary
Doctorates’.
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The Trainees herein should be enabled to visit different schools
teaching Music and also participate in planned excursions to places
of musical importance. They should also be enabled to learn one
concert instrument. Those who pass out of this Course may be
appointed as Inspectors of Music and Directors of Music. They
may also be appointed as part-time Directors of Music in Colleges.
Besides giving explanatory lecture-recitals on composers, musical
instruments and musical forms, they can also teach some simple
songs with catchy music in them.

An examination in Karnatic Music at the highest level (Sangita
Lakshana Lakshya Pravina) may be conducted for the benefit of
students in South India and students of Karnatic Music in different
places in North India. Students in Malaysia, Singapore, Ceylon,
South Africa and Mauritius also can take these examinations. All
the Theory papers can be sent for valuation to India and a touring
examiner may visit the several Centres and conduct the practical
examination on the spot. A Central Music Board may be instituted
and entrusted with the task of conducting these examinations. South
Indians in  overseas countries will feel it a joy to sit for these
Examinations.

Degree in Sacred Music

A Degree in devotional music may be instituted.  Universities
like those in Tokyo, Japan have such Degrees. We have a rich
repertoire of Sacred Music from the days of the Tevaram,
Tiruvachakam., Divyaprabandham and Thiruppugazh. The
Ashtapadis of Jayadeva, Tarangas of Narayana Tirtha, Abhangas of
Tukaram, the Bhajans of Meera Bai, Kabir Das and Tulasi Das,
the devotional songs of Vaishnavas of Bengal, Sankara Dev of
Assam and others, the Devarnamas of Haridasas, the Divyanama
Kirtanas and Utsava Sampradaya Kirtanas of Tyagaraja, the songs
forming part of the Bhajana-paddhati, the Arutpa of Ramalinga
Swamigal, all form a rich legacy of Sacred Music. Those who
take this Degree in Sacred Music can be appointed in temples,
They can teach these songs to worshippers and also give discourses
on the lives and works of the composers of sacred music. They
can also man the several Bhajana Mandiras which are now sinking
into oblivion.

M-2
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Instrumental Music

Instrumental Music has been given an honoured place in India.
Siva, Vishnu (Krishna), Brahma and Parvati, Lakshmi and Saraswati
are associated with Instrumental Music. Many of the luminaries
figuring in the history of Indian Music have been performers on
some concert instrument or other.

The number of persons studying instrumental music is dep-
lorably low in South India. The number of performers on the
Vina is fast dwindling. Vina is our national Instrument and an
elaborate technique in its play has been evolved. Veyi Sadhakam
is becoming a thing of the past. It is a delight to watch the
dexterous movements of the left hand fingers and the nimble pluck-
ings of the right hand fingers when tanas in fast tempo are played.
In the series of concerts arranged during music festivals we find
vocal music looming large, But instrumental music should also be
given a proper share.

Yazh

Tamil classical works like the Silappadikaram give glowing
accounts about the ancient Yazh. But we have allowed that instru-’
ment to die. It is time that some young musicians were helped
with scholarships to practise this ancient instrument and once again
instal it on the concert pedestal.

In the last century, there were specialists in instruments like
the Mayuri, Sarinda, Swarabath and Swaramandali. Jagannatha
Bhut Goswami of Tanjore gave concerts on the Mayuri.
Sarinda Naidu lived in Pudukkottai and his performances
on the Sarinda were heard with rapt attention. Swarabath was a
royal instrument and Swati Thirunal Maharajah of Travancore was
an adept in playing this instrument. But, at present, there are no
accomplished performers on these instruments. The Sarangi was
used as an accompaniment by the Oduvars during the recitals of
the Tevaram. The Sarangi is now used only in one or two temples
in Tirunelveli District. It is time that something was done to
stimulate interest in the playing of these instruments.

National Archives
Musical Instruments Gallery:

All the Musical Instruments jnclusive of Concert Instruments,
Folk Instruments, Temple Instruments, and Martial Instruments
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may be collected and kept here in a live form, It should be possible
for visitors to play on these instruments and form an idea of their
compass and tone colour. Photographs of persons playing on them
should be kept in front of each instrument so that visitors can
form an idea of the posture of holding and performing on these
instruments, A short programme of music for about two minutes’
duration and record on the tape or disc, may be played for the
benefit of visitors.

Books & Manuscripts:

A library of all the printed Books on Indian Music in English
and Indian languages should be kept here. All manuscripts on
Indian Music (Palm-leaf and paper manuscripts inclusive) should
likewise be acquired and kept. Books which are out of print should
also be acquired and kept.

Audio-Visual Aids:

Audio-Visual Aids relating to :
(1) Techniques of play of Musical Instruments,
(2) Varieties of Pinnal Kolattam or Plait dances,
(3) Marching in Kolam-formation,
(4) Musical Kolams,
(5) Tandava Dipa-aradhana,
(6) Scenes from Operas, Dance dramas and Kuravanji

natakas, and
(7) Sarva Vadyam

may be prepared and kept in the Archives. They will be of
educational value.

Portraits of Luminaries :

A section in this gallery may contain the portraits of all grea
Composers, Musicians, Musicologists and Patrons of Music. The
Tamburas and other Musical Instruments used by Musical
Luminaries, the religious objects worshipped by them, may also be
acquired and kept in this National Gallery.

Rare coins like those of: (1) Samudragupta playing on the
harp; (ii) the Ram tanka coins of Bhadrachala Ramadas; and
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(iii) the coin of Yoga Narendra Malla of Palem with the title
Sangitarnava Paraga inscribed on it, may also be kept here. The
Buddha used a Vina with 21 strings of gold during his discourses.
Tirnjnana Sambandar got providentially a pair of golden cymbals.
Replicas of these instruments may be made and kept in the Gallery.
It may be mentioned that gold gives a good ringing tone.

Publications

There are the manuscripts of Tanas. These Note Books
contain elaborate sancharas for well-known and apurva ragas.
These tanas are elaborated and presented under the section Ayittam,
Yeduppu, Muktayi, Udgraham, Makarini, Sanchari, Dvitiya
Sanchari, Tritiya Sanchari, Rishabha sthayi, Panchama sthayi,
Sthayi tanam, Tisra jati tanam, Sarva laghu tanam, Dhalu tanam
and Pattu tanam. These tanas throw light on the rakti prayogas
and visesha sancharas that each raga admits of. These tana
mss. 2also called Tana nighantu, and Katakam, provided the
basis for the composition of tana varnas later on. These manuscripts
when published will be of use to scholars of music and students of ,
the Vina.

Tyagaraja’s work: A Variorum or Definitive Edition

A vast literature on Tyagaraja has emerged in recent times
through Research. It is time that a Musical Variorum Edition of
Tyagaraja’s Kritis, Kirtanas and operas is brought out. A team of
scholars should be appointed for the purpose. The edition should
contain the texts of songs with variations in readings. The
circumstances if any, that occasioned the songs should be referred to.
Besides giving the notation for the songs, the variation in the
musical renderings that have crept in later times should be
indicated.

The famous Anthology Bhagavata Bhajana Paddhati, published
by T. P. Kodandarama Iyer and containing more than 1,000 songs
of various composers deserves to be re-printed. This book was
published more than 50 years ago and not a single copy of it is now
available,

The Yazh Nool by Swami Vipulananda has run out of stock, It
is a valuable publication and should be reprinted,
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When singers lose their vo.ces, when fingers of the instrumentalists
sustain injuries and when the feet of dancers get incapacitated
through one reason or another the insured amounts should become
payable.

Musicians are giving aesthetic joy to thousands of concert-goers
and listeners over the Radio. Music teachers likewise teach music
to thousands of pupils. It is the duty of the society to look to the
comforts and well-being of Musicians and Music teachers during
their old age. A Musicians’ Benevolent Fund can be started.
Moneys may be donated to this Fund by the State, Sangita Sabhas,
Rasikas and others.

Utilisation of Raw Materials

The Red Wood grown on the Tirupati Hills is exported to a
foreign country. After extracting oil from it, the wood is used for
making musical instruments in that country. Violin Bows which
are now imported from the West can be made with this red wood.
The horse-hair from Rajasthan can be used as the violin hair in
this connection.

In Neyveli, huge quantities of clay lie unutilised. Pottery
factories may carry on research with this clay so that Jalatarangam
cups can be made on a commercial scale and sold at a cheap price.
Besides use as a concert instrument, this may be of use in Schools.
Children in the Primary and Secondary schools can learn to
distinguish differences in pitch by the removal or addition of water.
The fact of inverse law, i.e. greater the watet less the pitch and vice
versa can be taght to the children. The children will love to
perform the experiment. Jalatarangam may also be a useful instru-
ment in the percussion band in schools.

Musical Illiteracy

Many people in rural parts are ignorant of even some of the
fundamental facts relating to Indian Music. They have no
knowledge of the important concert instruments, and they cannot
give the names of the great Composers of India. Travelling Squads
of Artists about 8 in number may visit the villages according to a
plannoed itinerary. They can stay in a village for a week, give a
Katha Kalakshepam one day and a :dance performance on
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Agenda of the Conference

The following was the Agenda of the Experts’ Committe
meetings of the 46th Conference :

1. Special Demonstrations & Recitals ¢

O

@

President Prof. P, Sambamoorthy : Sapta Tala Gita,
Sutra Gita, Vadya Prabandha and other compositions
by him

Sangita Kalanidhi Smt. D. K. Pattammal accompanied
by Sangita Kalanidhi Sri Palghat T. S. Mani Iyer

II. Instrumental Demonstrations and Recitals ;

)
0]
&)
@
&)
©
)

M. K. Kalyanakrishna Bhagavatar, Trivandrum: Veena
Devakottai Narayana Iyengar, Bombay: Veena

K. S. Narayanaswami, Bombay : Veena

Prof. P. Sambamoorthy: Bambolin and Nalika Murali
L. S. Rajagopalan & Party, Kerala: Kombu Vadyam
Sri K. Tyagarajan, Madurai: An Improved Flute

Sri B. Subba Rao, Mysore: Vinascope

III. Qlustrated Talks:

)

2
3)

Nori Nagabhushanam Panthulu, Hyderabad :
Bhadrachala Ramadas and his songs

Dr. Pinakapani, Kurnool : Swara Kalpana—An analysis

V. V. Satagopan, Delhi University: Preparatory Music
Education and Training

(4) Sri B. V. K. Sastri, Bangalore: Songs of Nijaguna
Sivayogi
IV. Raga:
(1) K.K. Verma, Calcutta, assisted by Kum. Kalyani Rai,

@

Smt. Tanima Thakur and Gnyan Prakash Ghosh :
Moorchana Chakras and Ragas—New researches

Maruthuvakkudi S. Rajagopala Iyer: Vivadi Mecla
Kritis of Tyagaraja
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Tiruchi Swaminatha Iyer requested that the Chyuta Panchama
and Chywa shadja be properly explained and demonstrated
and Dr. Ramakrishnan did accordingly, taking the Giras
which he sang in Mangala Kaisika and Gowri. Sangita
Kalanidhi 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 mausicians’ 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 tke 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 of 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.

THE SECOND DAY
23rd December 1972
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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of modes from Moorchana Chakras on the principles explained
above ; a set of seven different ragas and another set of 14 could be.
derived accordingly as the pattern was a symmetrical or asymmetri-
cal, the former 4 and the latter 3 patterns generating a set of 77
ragas. These 77 ragas may be taken as generic or Janaka ragas,
each of these generating more ragas (Janyas). The Moorchanas have
certain sets of tonal relations which might answer to the 18 jatis
mentioned by Bharata. Ancient texts mentioned six original ragas
and it was just possible that they were based on the six basic motifs
of his musicometry. According to the new Moorchana-scheme of
Sri Verma, there were 77 ragas or melas, some of which were current
in North Indian or South Indian music as prevalent now, and some
not current at all.

The talk was followed by demonstration of four newly derived
ragas of Mr. Verma’s scheme, two on Sarod by Sri Narendranath
Dhar and two vocally by Smt. Tanima Thakur, both accompanied
by Sri Moorthy and Sri Dattatreya respectively on the Tabla. The
demonstration on instrument comprised two new ragas, tentatively
called Prabhas, which had a slight touch of the current Vibhas
(Carnatic Bhupala with Antara G. and a tinge of Chatus-sruti Ri and
Chatus-sruti dh,; the second was tentatively called Suryamukhi whose
nearest current Hindustani raga was Malkauns (Carnatic Hindola).
The two ragas demonstrated on voice were called Kalindi, similar to
Kedar, and Kadambini similar to Sarang and Mallar. All these four
belonged to the same Moorchana under which also came the current
Carnatic Subhapantuvarali or Hindustani Todi. Sri Verma then
illustrated his talk with lantern slides of his scheme of the spiral
and the derivation and the Moorchanas and the ragas derived
therefrom.

On a request from Dr. Raghavan, Sri Verma explained further
his own concept of moorchana and its relation to the ancient concept
of moorchana, grama and raga. He said that what he wanted to
know was that while 37 of his scales were musically valid as under-
stood musicometrically, 35 were not musically valid and he wanted
to know what the Carnatic musicians and musicologists thought of
them. Prof. Sambamoorthy explained in Tamil and in terms of
Carnatic music the main ideas of Sri Verma’s new scheme.

Further discussion on Sri Verma's scheme followed on an-
other day.
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THE FOURTH DAY
25th December 1972

At the meeting of the Experts Committee held this morning in
connection with the 46th Conference of the Academy, Madras, Prof.
Sambamoorthy presiding, Vidvan Turayur Sri Rajagopala Sarma
rendered the 7th, 8th and 9th Ashrapadis of Jayadeva, in Bauli,
Kannada and Desakshi. Dr, Raghavan introduced Sri Rajagopala
Sarma as a member of the Experts’ Committee of the Academy and
a collaborator with the late Sri C. R. Srinivasa Iyengar in an edition
in Tamil script of the Gita Govinda of Jayadeva according to South
Indian Bhajana tradition. In thanking the Vidvan, Prof. Samba-
moorthy said that the traditional ragas and Varnamettus of the
Ashtapadis in Carnatic music now were 200 years old, having been
set by Ramudu Bhagavatar of Tirumalarajapattanam at the instance
of the then Sankaracharya of Kamakoti Peetha.

The Samaritans and Their Mudic

Introducing Dr. Miss Johanna Spector of New York, Dj.
Raghavan said that she had participated in several of the Academy’s
previous Conferences and was a very well-known Ethnomusicologist
who had specialised in the music of the Middle East. Dr. Spector
then gave a talk on the Samaritans and their music with the help of
acolour and sound film. The Samaritans were a small community
now numbering only 450 persons, who had survived for over three
thousand years in Central Palestine in the slope of the Holy Hill.
They spoke a kind of archaic Hebrew and had religious observances
not in vogue among Jews or Christians. In the Academy’s 28th
Conference (1954-'55), Dr. Spector had presented a detailed account
of the music of the Samaritans and this year she wanted to provide
a visual image of the people and their surroundings, activities and
the sacrifice at which they chanted. They were mono-theistic people
who adored a God without name or form. They had no folk songs,
beyond their religious chantings done by the priests. They had a
primitive polyphony with the 4ths and S5ths superimposed. She
said that this ancient people might have migrated from India and
were probably first settled in Persia before they came to their present
habitat. Their music, as Dr. Raghavan pointed out in his paper in
the Academy’s Journal, Volume XXV, (1954-Pages 109 ta 111), bose
similarities with the Sama Vedic chants,
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Prof. P. Sambamoorthy thanked the lecturer and observed that
the study of comparative music was both interesting and instructive
and deserved to be taken up by Indian musicians and scholars.

Carnatic Music Catalogue

Dr. W. Skelton of the Colgate University, who was making his
third visit to Madras, then gave a talk, explaining his latest project
which was the compilation of a comprehensive catalogue of Carnatic
music on the Computer. This Sangeeta Catalogue which was being
prepared at his University, would give each composition of each
composer with the Raga and the Tala and also bibliographical
sources where the text and notation were available. They could also
easily find out from this catalogue how many pieces a composer 'like
Tyagaraja had composed in the same Raga and all such details.
Among sources not only books, but also wax and tape records would
be entered. Such a catalogue would lead to several lines of
further research. He also mentioned that he was being helped in
this project by Sri S Ramanathan, who was working in the
Indian Music Department of the Wesleyan University. The speaker
distributed copies of Charts of the sample entries in this computeri-
sed catalogue. Thanking him, Prof. Sambamoorthi referred to the
growing interest and research in Carbpatic Music in the American
Universities and among American musicians like Dr. Skelton, who
had practised even instruments like Nagaswaram in Madras.

Simhabhupala

Dr. Raghavan then requested Sri V. V. Narasimhacharya of
Kakinada, one of the oldest Experts’ Committee members of the
Academy, to give his paper on the contribution of Simhabhupala, a
king of the Recharla dynasty of Andhra who wrote the commentary
Sudhakara on the Sangita Ratnakara. In his paper Sri Narasimha-
charya gave a detailed account, together with his own comments, of
the elucidations offered by Simhabhupala in the poriions of his
commentary bearing on Sruti, Svara; Grama, Raga and Prabandha ;
the remaining chapters on Tala, Vadya and Nrtta would be taken
up by the speaker later. Dr. Raghavan thanked him.

THE FIFTH DAY
27th December 1972

At the Meeting of the Experts’ Committee of the 46th
Conference of the Music Academy held this morning with Prof.
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P. Sambamoorthy presiding, Smt. Visalakshi Ramachandran recited
Jayadeva's Ashtapadis 10th, 11th, 12th and 13th in Anrandabhairavi,
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, onthe 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 and
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/acéhtding to the ancient theory Sa and Pa
were, unlike in 1 fer theory, not avikrita. In the most ancient
times the Srutis wz:e given mystic names; later they had practical
names like Chatfsruti, 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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lamp, would be appropriate to the phenomenon of Srutis and Svaras
and said that he had already pointed out that this theory was
mentioned by Umapati in his Aumapatam Gita Sastram. Sri
S. Ramanathan pointed out that Western music also recognised the
difference between Svara and Sruti when they used the two terms,
Note for the former, which could be written down, and Tone for
the latter. Sangita Kalanidhi Mudicondan Venkatarama Iyer
observed that even in a single Raga, the same Svara differed in a
subtle manner each time a musician sang. Nada was a continuous
flow and it was difficult to measure it or pin-point it, because the
very question of standing at a point was difficult. He also opined
that according to him, the Suddha Svara Saptaka was not Kharahara-
priya and the actual Svarasthanas as used by the ancients were not
the same as we use them now. For example the Ri in Sama Veda
was not Charusruti Ri. Tiruchi Swaminatha Iyer also participated
in the discussion.

Tabla Gharanas

Dr. Raghavan then introduced Dr. Kedarnath Bhowmic of the
Banaras Hindu University and Sri Channulal Misra of the Music
Department, Banaras Hindu University who were participating in
the Conference on behalf of the Pt. Omkarnath Thakur Memorial
Foundation. Dr. Bhowmic who was both a lecturer in mathematics
and a performing Tablist, spoke on the different schools of Tabla-
playing in Hindustani with special reference to th: Banaras school.
After describing the origin and development of Tabla as a percussion
accompaniment in Hindustani Music, he said that the instrument
spread from Delhi to other places in U.P. like Lucknow and
Banaras. He made a brief reference to the Tabla and its structure
and to the famous exponents of the Tabla as used in singing and
dancing. Describing then the difference in playing as practised in
Lucknow and other centres, he illustrated the different styles by
playing on the Tabla. The President thanked Dr. Bhowmic for his
participation in the Conference.

Following him Sri Channulal Misra, a vocalist trained in
Kirana and Gwalior Gharanas, gave a demonstration of Hindus-
thani vocal music accompanied by Dr. Bhowmic. He sang Alaya
Bilawal which had Komal Ni and rendered a Thumri in Bhairavi
in Vilambit Ek Tal (24 beats) and Drut in Tin Tal. He then sang
a piece in Bhairavi in Jat Tal.

M-—5
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Pt. Vishnu Digambar

Dr. Raghavan then mentioned that this was the year of the
Birth-Centenary of the great Maharashtrian musician Pt. Vishnu
Digambar and on behalf of the Celebration Committee in Bombay
and at the instance of the Central Sangeet Natak Akademi, Sri
V. R. Athavale of Bombay was giving at the Conference a paper
on Pt. Vishnu Digambar and his contributions and a demonstration
of some of the Compositions and Bhajans composed or popularised
by Vishnu Digambar.

In his paper Sri Athavale gave a detailed account of Vishnu
Digambar’s life and career and the missionary zeal with Jwhich he
propagated the art. Schools, Gandharva Maha Vidyalayas, were
established by him in different centres in the North. The speaker
then mentioned his musical expositions of the Ramayana and his
famous Ramdhun, ° Raghupati Raghava Rajaram’® which he made
into a national bhajan and was adopted by Mahatma Gandhi,
Sri Athavale sang a Dhrupad, Dhamar, Khayal, both Vilambit and
Drut, Thumri, Tappa, Tarana, a Khayal in, Gandhari a new
raga of Vishnu Digambar and one of Vishnu Digambar’s
Bhajans.

Thanking him, Prof. P. Sambamoorthy paid a tribufe to the
personality and contributions of Pt. Vishnu Digambar. He said
that Vishnu Digambar’s memory was cherished as much in the
South and recalled his visit to the 1927 Music Conference out of
which the Music Academy itself was born. To see him was to be
inspired by his powerful personality. When he was in Madras,
he gave an exposition of the Ramayana in Sowcarpet and created
such enthusiasm that he was taken out in a silver car at the end of the
exposition. He had also many distinguished pupils. Dr, Raghavan
also spoke -associating the Music Academy with Pt. Vishnu
Digambar’s Birth Centenary Celebrations.

THE SIXTH DAY
28th December 1974

When the Experts’ Committee of the 46th Conference of the
Music Academy re-assembled this morning with Prof. P. Samba-
moorthy in the Chair, Smt. Sita Rajan gave a recital of the Ashta-
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padis 14th, 15th and 16th in Saranga, Saveri and Punnngavarali,
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 Jover
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.
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Electronic Sruti-Box

His transistorised electronic sruti-box was also shown by
Sri Tyagarajan in the Experts’ Committee. This device was
demonstrated by him several years back at the Experts’ Committee.
It had now been perfected by adopting new techniques which utilised
only one oscillator with suitable electronic frequency-dividing cir-
cuits which gave the two notes Sa and Pa. The Sa could be varied
over one full octave to suit the basic pitch of instruments, male and
female voices. When the Sa was set, the Pa was automatically set
alongside. Because only one oscillator was used, the two notes which
were, the result of the frequency-dividing circuit, had a constant ratio.
This ratio was invariable. There was separate volume controls for
both Sa and Pa.

Prof. Sambamoorthy, himself a student of Flute, welcomed
the improvements made by Sri K. Tyagarajan and thanked him for
his talk and demonstration.

Book-Release

Prof. Sambamoorthy then released the book on vocal music,
Midattrisai Part I, by Sri P. Vajravelu Mudaliar of the Music
Department of the Annamalai University.

Instruments and Sutra Gitas

Prof. Sambamoorthy then gave a demonstration of some
instruments, the Tibetan Sarangi, the bamboolin which was some-
thing like Violin made of bamboo and in use in Phillipines and the
Nalika Murali which he had devised by attaching a plastic tube to
the flute and was helpful for beginners in producing tone and
in fingering. He played some Carnatic kritis on these instruments.
Prof. Sambamoorthy also presented some of his illustrative
compositions which gave in condensed form facts relating to the
theory and science of Carnatic music. For example Sutra-Gitas
in which ragas of a particular cycle could be derived by modal
shift of tonic. Also another series where the names of the Ganas
and their mnemonic structure could be remembered. Prof. Samba-
moorthy’s composition in Vachaspati raga, Telugu-cum-Tamil
Manipravalam, on Tyagaraja was also rendered. Another
composition of his presented was in the Misra Mela with
Harikambhoji in Arohana and Kharaharapriva in Avarohana,
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These compositions were presented by the students of the Madras
Sangeeta Kalasala of Sri N. C. Parthasarathy, Dr. Raghavan
thanked Prof. Sambamoorthy for the demonstration of these
instruments and his illustrative compositions which were useful for

music-teaching,

More Instramental Innovations

Sri B. K. Misra of Vadyalaya then demonstrated and explained
the features of two new violins, two new Tamburas and five new
Vinas manufactured in his Instruments Centre. The main inhova-
tions were in respect of the wood used, the size and material of the
Kudom and gourd and the finger-board. Traditional wood had
been replaced by plywood, cane and other materials. In producing
this re-modelled instruments Sri Misra said that he adopted the
material and methods used in the manufacture of Sitar and Miraj
Tambura. The actual gourd had been used instead of one in
paper-mache. In one type of Veena, frets had been made
adjustable. The use of wax for fixing of frets had been replaced,
because the traditional Veena so fixed was affected by conditions of
climate. The prices of the new Veenas, Violins and Tamburas
were also very much less than those of traditional ones. The
new ones took less time to prepare and were easier to carry or
handle and less subject to breakages. These instruments were then
played by different Vidwans.

Vidvan Devakottai Narayana Iyengar observed that the shape
of the Kudam had much to do with the quality of the sound and in
the new specimens demonstrated, the tonal quality required to be
improved. They were not the same as that of the traditional
instruments. Dr. T. S. Ramakrishean said that he had examined
these new instruments more than once and found them good.
Violin Vidvan Nori Nagabhushanam Pantulu said that he had
tested the new violins and was satisfied with their sound quality.

Prof. Sambamoorthy observed that these improvements on the
Tambura, Violin and Veena were necessitated by the present need
for large-scale supply, moderate price, portability and other needs.
He referred to violin-making in Europe which was a very long
drawn process and some firms produced only a dozen violins a year.
The effect of climate was also an important factor and called for
innovations which would secure weather-proof qualities. It was
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not as if the traditional masters did not experiment on theic 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 ; the 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, connsctel with the Vadyalaya as
its Director.

THE SEVENTH DAY
29th December 1974

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 demoastrations, several instruments which formed
an important part of the music of Kerala. This year he had brought
the horn, kombu, with the hereditary performers on the same. Sri
Rajagopalan gave a brief account of the Kombu or Sringa as a music
instrument mentioned in ancient Indian literature and treatises on
music like the Ratnakara. He then described the shape, structure,
size and varieties of the instrumant 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
Mairs 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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described the different Talas uged in Kombu-playing. The demons-
trations were provided by Sri Appu Nair of Kandangi House of
Machat, who was the Kombu artist of the Bhagavati Temple,
Tiruvanaikkavu and Sri Madathilath Ramakrishnan Nair of Manga-
lam. Prof. P. Sambamoorthy, thanking the speaker, appealed for
the preservation of such instruments and their playing in temples.
Thanking the speaker and the players of the instruments, Dr.
V. Raghavan mentioned that even conch (Sankha), also a blown
instrument, was used and described in texts as a Tala-vadya.
Kombu was also found in Tamilnadu and was used by Harijarfs and
was much in evidence during the Temple Car festivals. The speciality
of Kerala was that the playing of Kombu was codified and there was
specific training in the playing of the different Talas on this and its
employment during certain rituals in the temples.

Yati Talas

Sri K. C. Tyagarajan, Principal, Teachers’ College of Music of
the Music Academy, Madras, then gave a talk and demonstration on
Yati Talas. He explained the Yati, which was one of the 10
¢ pranas’ of the Tala; Yati was of six kinds, Sama, Vishama.
Mridanga, Vedimadhya (otherwise called Damaru, Pipeelika),
Gopuccha, Srotovaha, ie., homogenous and heterogenous, large
at middle and diminishing towards the ends, slender in the middle
and large at the ends. large in the beginning and gradually diminish-
ing like the tail of a cow, slender to begin with and gradually
increasing like a flood. In the work Sangita Svaraprastara Sagara,
Talas suitable for each one of the Yatis were given. Three other
works also gave such details. On the basis of the indications avail-
able in the above publications, the speaker had set Ragas and Talas
to the six varieties of Yari. He then demonstrated the same, assisted
by the following artistes: Sri B. Krishnamurthy (Vocal), Sri
K. R. Ganapati (Flute), Sri Ramnad - Venkatachalam (Violin), Sri
Ramanathapuram M. N. Kandasami (Mridangam) and Sri K. M.
Vaidyanathan (Ghatam). Thanking Sri Tyagarajan for his talk and
demonstration, Prof. Sambamoorthy explained the beauty of the
element called Yati and its varieties and their use in Tevaram-singing
and in the kritis of Dikshitar and Tyagaraja.

Palani Muthish Piliai’s Laya note books

Dr. Raghavan then mentioned the note-books left by late
Mridangam Vidvan Palani Muthiah Pillai, in which he had written
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out in the form of a text book the art of Laya and Mridangam-
playing with the title ¢ Nandikesvara Laya Brahmananda Bodhini’.
His son Palani Sri M. Soundarapandiyan read out portions of the
manuscript and demonstrated them on the Mridangam. Mridanga
Vidvan Tinniyam Venkatarama Iyer recalled the attainments of the
late Sri Muthiah Pillai on the Tavil and Mridangam and compli-
mented his son Sri Soundarapandiyan for the preservation of the
note-books and the demonstration of the material contained in them.
Prof. Sambamoorthy appealed to patrons and organisations to help
the publication of the music note-books left by the late Muthiah
Pillai.

THE EIGHTH DAY
30th December 1972

At today’s sitting of the Experts’ Committee of the 46th
Conference of the Music Academy, Madras, with Prof. P. Samba-
moorthy, President, in the Chair, Vidvan Sri S. Ramanathan gave
an illustrated talk on Kapi raga.

Kapi Raga

In the course of his historical and comparative survey, Sri
Ramanathan covered a wide ground and dealt with the raga in
Hindustani and Carnatic schools, its definitions and descriptions in
texts and the handling of it by well-known composers in the
Carnatic field down to modern times.

According to Tulaja (1723-173%), the ascent and descent of
Kapi were to be ‘free’, i.e. without much restriction. Tyagaraja
and Dikshitar had many compositions in this Raga. There were
compositions in it by Ramadas, Margadarsi Sesha Iyengar and
Veerabhadriah. In the foot note of song Muruga Unnai in Rudra-
priya by Venkateswara Ettappa Maharaja, in Sangita Sampradaya
Pradarsini of Sri Subbarama Dikshitar, it is stated that Adnzara
Gandhara occurred in the passage Ma Ga Ma and that Rudrapriya
was called Hindustani Kapi. Also in the definition of the Kapi,
Dikshitar had stated that the use of Antara Ga and Kakali Ni. were
permissible. In the Javalis of the 19th century, Kapi might be
said to have had the fullest developement. Anya Svaras were met
with : Antara Ga, Kakali Ni and Suddha Dha. By way of
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illustration Sri Ramanathan rendered Rangapate of Sesha Iyengar,
Rama Pahi, a Divyanama of Tyagarajs, Pahi Kalyana Rama from
Tyagaraja’s Prahlada Bhaktivijayam, Muruga of Ettayapuram
Maharaja, Vadda 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.

Sapta Tala Gita

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.

Dr. Raghavan Shashtyabdapurti Endowment Lecture

Mela Paddhati

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 Mela-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

M—6
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hear, the speaker said that these 40 included some of the old and
beautiful ragas like Naza and Varali. In all the Vivadi Melas, the
great composers had created beautiful compositions. It would
therefore be a great loss, if as some proposed, we gaye up the
Vivadi Mela ragas. It would be like saying that because only a
few Talas had been handled, many of the rare Talas should be given
up. It had been handed down in tradition that in addition to
composing the Mela Raga Malika, the great Maha Vaidyanatha
Iyer had sung the Rasikapriya as the main Raga for alapana. Sri
T. V. Rajagopalan thanked Prof. Sambamoorthy for his lecture.

Kannada Yogin’s Songs

Dr. Raghavan then requested Sri B. V. K. Sastry of Bangalore
to give his illustrated talk on the songs of the Vedantin Saint
Nijaguna Sivayogi of Karnataka. In his introductory remarks Sri
Sastri stated that Nijaguna Sivayogi was respected not only among
Veera Saivas but also in Advaita and other schools of religious
thought, His great encyclopaedic work Viveka Chintamani had been .
translated into Sanskrit, Marathi and Tamil in the 16th and 17th
centuries. Sri Sastri also said that Sri Nijaguna Sivayogi was the
first Kannada writer to deal with music as a vidya in his work,
Songs in his work Kaivalya Paddhati described in various stages the
way to emancipation in the life of the Yogin. Some of these
songs were rendered by Kum. V. S. Vasanta and Padma Rao, in
ragas Revagupti, Sri, Mohana, Sankarabharana, Varali and Nada-
namakriya. Prof. Sambamoorthy expressed his appreciation of the
talk and demonstration of the songs from different regions in different
languages which gave them the much needed cultural integration.

Raganga in Hindustani

Dr. Raghavan then requested Mrs. Krishna Bishtof the Music
Department of the Delhi University to give her illustrated talk on
the significance of Raganga in Hindustani music. In the course of
her exposition Mrs. Bisht said that the Raganga was an essential
phrase of a raga which could well be characteristic of a group-
of ragas; the Raganga was based on the Sanchara which was
important, whatever the Mela. Among medieval authors on music,
Bbava Bhatta (17th century) was credited with having adopted a
classification of Ragas according to Raganga. The speaker made
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detailed analysis of Bhava Bhatta’s ideas on this in respect of
different Ragas. The very development of Misra Ragas was due to
the perception of the common Raganga of different Ragas. The
Mohammedan musicians also seemed to have laid emphasis on the
Ragangas. In modern times, although not theoretically stated, in
actual singing, the appreciation of Raganga was in evidence in the
rendering of Ragas. There might be some difficulty in wholesale
adoption of the Raganga-classification, as there might be overlapp-
ing as well as vagueness. Still the Ragangas offered a better basis
for classification of Ragas than the That system.

Sri R. K. Shringy of Banaras Hindu University, welcoming the
suggestion of the speaker, said that it would have been more useful if
she had given some sample classifications on Raganga-basis.

THE NINTH DAY
31st December 1972

At today’s meeting of the Experts’ Committee of the 46th
Conference of the Music Academy, Prof. P. Sambamoorthy
presiding, Vidvan Tiruchi Swaminatha Iyer, Bombay, gave a short
exposition of Raga and Niraval and rendered Saveri and Tulasi
Jagajjanani and Sama with a piece of Gopalakrishna Bharati. Prof.
P. Sambamoorthy expressed his appreciation of the traditional style
expounded by the Vidvan.

D.K.P’s Concert

There was then a vocal concert by Sangita Kalanidhi D. K.
Pattammal accompanied by Tirupparkadal Sri Veeraraghavan (Violin)
and Sangita Kalanidhi Palghat Mani Iyer (Mridangam). She sang
the following: Manasu - Saveri - Varnam; Ninne Neranammi -
Pantuvarali; Entara Nitana - Harikambhoji; Ippo Namaswami -
DPasarpadam ; Ekkalattilum - Poorvikalyani ; Svararaga - Sankara-
bharanam ; Brovabharama - Manji ; Gajamba-nayaka - Chenchuruti ;
Iti samayamu - Chayanata,; Ragam, Tanam and Pallavi - Dhanyasi
with Kadaikkan vaittarul-Ragamalika-Tamil Viruttam and Tillana
in Anandabhairavi. The concert which was of two hours’ duration
was done without the mike; with the audience in perfect silence, the
audibility which was tested at different points of the auditorium
including the balcony was perfect. The experiment of the concert
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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

Pr. 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
Ist 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



Prs. 1-tv)  THE xLvith MADRAS MUSIC CONFERENCE 45

the Violin and Umayalpuram Sivaraman oa the Mridangam. The
Pallavi was set in Kalyani raga and to mukkal eduppu. He sang
in six kalas the pallavi ¢ Navarasa rasika sikhamane sadguna nidhi
¢handra kulasekhara with the Niraval svara in the first kala and
also Niraval svara in each of the six kalas. He said that in ‘Tala-
dasa-prana’, the term ¢ Marga’® denoted Shanmarga Pallavi. He
also rendered Sri Srinivasa Iyengar’s Tillana in Pantuvarali in
Ragavardhana Tala and a Tillana in Sindhubhairavi of Pattanam
Subrahmanya Iyer.

Mridanga Vidvan Tinniyam Venkatarama Iyer, paying a tribute
to Sri Mudicondan Venkatarama Iyer, referred to the importance
of the Pallavi in concerts of the previous generation and the need
to restore its position in concerts. Prof. Sambamoorthy referred
to the intellectual aspect which added to the interest of our music
concerts and said that Pallavi formed an important part of the
Vyavahara aspect of our music and it was not to be neglected.

Abdul Karim Khan

Celebrating the Birth-Centenary of the late Abdul Karim
Khan in co-operation with the Committee set up for the same in
Bombay, the Academy paid homage to the great Hindustani
musician Pt. Kapileswari Buwa gave a talk on the life and work
of Khan Saheb. He said that Abdul Karim Khan was a descendant
of a family of musicians, originally Hindus, attached to the court of
Man Singh Tomar of Gwalior. He belonged to the Kirana
Gharana. He referred to his work in Baroda and Miraj. He had
a number of Hindu music pupils who became greatly attached to
him, He attracted the attention of the leading intellectuals of
Maharashtra like Gokhale, Tilak and Bhandarkar. Abdul Karim
Kban toured South India and took interest in Carnatic Music. He
collaborated also with some musicologists who wrote on the history
of Indian Music like Deval and Clements. Pt. Kapileswari also
mentioned that they were publishing a biography of Abdul Karim
Khan in Marathi. He also gave a2 demonstration of some aspects of
Khan Saheb’s music. He mentioned the importance attached by
Khan Saheb to the mystic syllable ¢ Om.’

Paying homage on behalf of the Music Academy, Mudicondan
Venkatarama Iyer recalled Khan Saheb’s stay in Madras for
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some time and the two concerts that he gave in the V. P. Hall. He
said that the Malkauns which he sang at that time was still ringing in
his ear. Karim Khan’s voice was expressive in the three octaves and
was full of feeling. The production of sound, the taking of a svara
or resting in a svara, all these had a unique quality in his music.
Sri Venkatarama Iyer also sang snatches of some of the songs which
Abdul Karim Khan had recorded. Prof Sambamoorthy also recalled
his contact with. Abdul Karim Khan when he was staying in Madras
and his interest in the question of the 22 srutis. Dr. V. Raghavan
mentioned that Abdul Karim Khan learnt and popularised some
Carnatic ragas and kritis among Hindustani musicians and thanked
Pt. Kapileswari Buwa for coming from Bombay to participate in the
function.

THE ELEVENTH DAY
2nd January 1973

In this morning’s meeting of the Experts’ Committee of the 46th
Conference of the Music Academy, Prof. P. Sambamoorthy
presiding, Vidvan Nori Nagabushanam Pantulu of Hyderabad gave
a discourse in Telugu on the life and songs of Bhadrachala Ramadas.
His account of the Saint’s life was interspersed with rendering of
songs sung by the Saint on diffcrent occasions. Accompanied by
A. Lalitha (Violin) and M. Eswaran (Mridangam), the Vidvan sang
the following pieces: Tarakamantramu - Dhanyasi; Yetiruga
nanudaya - Nadanamakriya;  Rakshinchu Doravani  Bilahari ;
Paluke bangaramayena - Anandabhairavi; Nanubrovamani - Kalyani;
Rama Nidaya in Punnagavarali. Dr. Raghavan referred to a valuable
manuscript belonging to the late Tirukodikaval Krishna Iyer given
to the Academy by his descendants which contained the repertoire
of the Bhajana Sampradaya and had a unique collection of 125
songs of Bhadrachala Ramadas together with an Index. Prof.
P. Sambamoorthy referred to the inspiration which Ramadas
provided for Tyagaraja and thanked Sri Nagabhushanam Pantulu.

Niraval

Vidvan Devakottai Narayana Iyengar then gave a recital on the
Veena demonstrating the playing of Niraval in different Talas. He
was accompanied by Madurai Krishna Iyengar on the Mridangam.
Sri Narayana Iyengar {first played a Varna in Surati in Adi in two
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Kalas. He then rendered Sobhillu - Rupaka and did Niraval in the
Charana, along with the Chittasvara of his Guru Karaikudi Samba-
siva Iyer. Taking then Jampa Tala and the Charana of the Bilahari
kriti, Paridana, he did Niraval and svara for the Charana ; Ramabhi-
rama - Darbar - Niraval for the Charana; and Raga, Tana with
Niraval for the Mudra Charana of the Kalyani kriti in Adi - Etavu-
nara were then presented by the Vidvan. The recital ended with
a Tiruppugazh in Hamsanandi, Tisra Jati Mathya Tala. Prof.
Sambamoorthy expressed his appreciation of the Veena recital of Sri
Narayana Iyengar for the traditional excellence of Niravdl in
different T'alas.

Raga in Carnatic and Hindustani

Vidvan T, V. Gopalakrishnan then gave a comparative exposi-
tion of Raga in the two schools of Indian music, taking Hindola and
the corresponding Malkauns. He first sang Pallavi, taking a line
from Nirajakshi Kamakshi - Adi - (Four Kalais) and then sang the
Hindustani counterpart and a piece in it. He was acccmpanied by
Smt. T. Rukminij (Violin), Madurai Krishna Iyengar (Mridangam),
Sri Simha and Sri Murthi (Tabla). Prof. Sambamoorthy thanked
the artiste.

Ashtapadis

Sri S. Vasudevan and party then rendered the Ashtapadis from
17 to 21, according to South Indian Bhajana Sampradaya. Prof.
Sambamoorthy complimented the artistes and referred to the
importance of the work of Jayadeva.

Dr. Raghavan said that in view of the basic significance of the
Gita Govinda for music and dance tradition in all parts of India and
the appropriateness of a pioneering classic on Krishna devotion for
the month of Margasirsha, they had taken up the rendering of the
Ashtapadis during this year’s Conference and it was a matter of
gratifiction for them that they were able to complete all the 24
songs of Gita Govinda in the Session.

THE TWELFTH DAY
3rd January 1973

At the meeting of the Experts’ Committee of the 46th Conferene
this morning with Prof. P, Sambamoorthy in the Chair, there was
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first a recital on the Veena by M. K. Kalyanakrishna Bhagavatar of
Trivandrum who played Raga and Tana in the Ghanaraga Panchaka
and also Saveri and Begada.

Prof. P. Sambamoorthy expressed the appreciation of the recital
of the Vidvan and the volume of the sound and technique of his

playing.
Svara-Singing

Dr. Pinakapani of Kakinada gave an exhaustive exposition of
the singing of svaras, extempore as well as already set in the
composition. He said that Svura Kalpa is a characteristic feature of
Carnatic music. Svaras were used in other systems of music of the
world mostly for imparting a knowledge of svara sthanas. But in
our system singing of Svaras had been a major item of our music
performances. Svara Kalpa brought out raga-bhava and the beauties
of the rthythm. While raga-bhava formed the main stream which
guided Svara Kalpa, laya-pradarsana was a specialised item in our
music. The Kalpita-svaras that were sung on platforms today were
mostly devoted to revealing the beauties in rhythm. The speaker
showed how various beauties of rhythm could be brought out in
svara-kalpana. In our sampradaya-sangita, there was a lot of svara-
kalpana done on an artistic basis revealing all the beauties in rhythm,
If the various points, where such beauty was seen, were analysed and
studied, it should be possible for all vidvans to piece together such
beauty-points and create svara-patterns, and they would be emulating
the svara-kalpa that existed in the compositions of the great compo-
sers. The speaker brought out sixteen such points of beauty in svara-
kalpa and illustrated each one of them at length with examples drawn
mostly from Varnas, Svarajatis, the Pancharatnas of Tyagaraja,
Chitta-svaras and the like,

Thanking Dr. Pinakapani, Prof. Sambamoorthy said that the
lecture was scholarly and stimulating. He mentioned how the speaker
had shown that punarukti or repetition might yet be a thing of beauty
and not a flaw in Svara-singing.

THE THIRTEENTH DAY

4th January 1973

At the last sitting of the Experts of the Music Academy, in
connection with its 46th Conference, this morning, there was first a
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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.

M—17
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Prof. Sambamoorthy thanked the speaker for his instructive
talk,
Music and Dance of Vizianagaram

Dwaram Bhavanarayana Rao, Principal of the College of Music,
Vizianagaram, referred to Music and Dance in Andhra Pradesh and
the part played by the patronage of these arts by the ruling Zamin-
dars. He referred to places like Karvetnagar, Venkatagiri, Nuzvid,
Challapalli, Muktyala, Vizianagaram and Bobbili. He traced the deve-
lopment of music in Vizianagaram from 1850 onwards. He referred
to the'patronage extended by Anandagajapatigaru, a former ruler of
Vizianagaram, which enabled Tatchur Singaracharla to travel widely
and acquire material for publishing his six graded books on music.
He paid a tribute to the greatness of Vizianagaram Venkataramana-
das, the famous Vainika, and Adibatla Narayana, the great scholar
and performer of Kalakshepa and lastly he referred to his own
father, the late Dwaram Venkataswami Naidu and the greatness of
his Violin-playing and the part played by him in shaping the Music
College which was now one of the important centres of music in
Andhradesa. He hoped that very soon a Post-Graduate course in
music would also be organised in Andhra University when Andhra-
desa would once again shine as an important place of music and
dance.

The President thanked Mr. Bhavanarayana Rao for his paper
which was full of historical details He appealed for the reprinting of
the small book on the Secrets of Veena-playing published in Telugu
by Veena Venkataramanadas. He also pointed out that some of the
Pada Varnas, which the dancers learnt from the Tanjore Quartette
more than a hundred years back, were still in vogue in Andhra
Pradesh, though people in Tamilnadu had forgotten them.

Abdul Karim Khan

Pt. Kapileswari Buwa, who had earlier in the Conference, given
a talk and demonstration in connection with the Birth Centenary of
Abdul Karim Khan, then rendered the following three compositions
showing the svara-samvada theory of Abdul Karim Khan: the Ganesh
Stotra in Suddha Kalyan ; the verse * Gururbrahma Gururvishnuh’ in
Raga Bhimpalasi and Om Gayatri in Bhagesvari. He also demons-
trated how the Kirana School specialised in the placement of svaras
which were interconnected. He then rendered a composition of Khwaja
Garib Nawaz Ajmeri, a famous Peer of Ajmer, blessing the Prime
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Minister of India with all power, strength and ability to fulfil the
pledge of ¢ Garibi Hatao.” The President thanked Pt. Kapileswari.

Concluding Functlon

Bringing to close the proceedings of the Experts’ Committee of
the 46th Conference, the President of the Conference said that
that year’s Conference was a memorable one. It had been one of
the longest sessions held so far. A large number of musicians and
musicologists from different parts of the country had participated,
and the subjects dealt with had been both varied and interesting.
He thanked all the participants and the office- bearers of the Academy
for having brought the Conference to a successful close.

Condolence

Sri T. V. Rajagopalan, Secretary, then referred to the following
who had passed away since the last Conference: Vidvan Papa
Venkataramaiah, Tirrupparkadal Srinivasa Iyengar, Sri Rajaji,
Ustad Alladin Khan and Hafiz Ali Khan, and tbe audience paid
their respects to the memory of the departed by standing in silence
for two minutes.

Vote of Thanks

Sri T. V. Rajagopalan then thanked all the musicians and
scholars who had participated in the discussions, those from South
India, North India and the United States, the President of India who
inaugurated the 46th Conference and the Conference President and
the President of the Sadas. He expressed the thanks of the Academy
to the Central Sangeet Natak Akademi for their grants to encourage
junior- musicians and the Experts’ Committee meetings and the
publications of the Academy and the Hindustani performances. He
thanked Pt. Vishnu Digambar and Abdul Karim Khan Birth Centen-
ary Committees, Bombay and the Pt. Omkarnath Foundation,
Banaras. He thanked also the University of Delhi and the Banaras
Hindu University for deputing Delegates. He thanked the different
departments of the Government of Tamil Nadu, the Corporation of
Madras, the All-India Radio, and the Press, Patrons, Donors and
other members of the Academy who had assisted in the conduct of
the Conference and the Competitions. During these sessions several
vidvans had acted as Judges and prizes had been endowed by
Donors for the successful candidates, To all of them he tendered
the thanks of the Academy. He thanked also the members of the
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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.

The Sadas

The Sadas (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 Szdas began with an invocation song by Vidvan
K. V. Narayanaswami, after which the Secretary, S. Natarajan, read
the formula convoking the Sadas.

Messages received, after the inaugural function, for the success
of the Conference and for the Sadas 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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The President of the Sadas conferred wpon him the Certificato
of Merit.

Representatives of City Music Schools and Sabhas thea
garlanded Prof. P. Sambamoorthy. The recipients of the Awards
were then felicitated by Messers K, Chandrasckharan, Dr. Pinaka-
pani and Dr. William Skelton of U.S. Prof. P. Sambamoerthy:
and other musicainas who were honoured, replicd to the felicitations,
Prof. P. Sambamoorthy referred to the great services which the
Music Academy had readered and its unbroken and distingnished
record of work and expressed his deep appreciation of the honour
done to him. Prof. P. Sambamoorthy suggested that the Teachers’
College of Music of the Academy be raised in status to that of a
regular University Institution and referred to the proposal of the
Central Ministry of Educatlon in that regard. He suggested that the
back volumes of the Music Academy Journal which contained
materials of permanent value should be re-printed and that the Music
Instrument Centre (Sanmgita Vadyalaya) should be given to the
Music Academy. He referred to the Endownment Lecture under
which he was invited to speak during the Conference and said that
more such endownment lectures should be instituted in the
Academy. Research work in music should also be further
developed.

Special Awards

Dr. V. Raghavan then introduced the winners of the awards for
meritorious performances in the afternoon series for the encourage-
ment of rising talent. The President of the Sadas made the
Awards to the young musicians (See list below).

Competitions

Sri P. S. Ramachandran, Member of the Executive Committee,
then introduced the winners in the various competitions held
duriog the 46th Conference and the President of the Sadas gave away
the Prizes (See list below).

M-8
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Teachers’ Collegc

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

Yocal Music, Ladies

Veena
Modern Composition

Tamil Songs

Mabharaja Swati Tirunal
Compositions

Purandaradas Padas

Pallavi-Singing

Divya Prabandham &
Thevaram

Sanskrit Compositions

T. R. Venkatarama Sastri Prize - Awarded by Sri
T. V. Rajagopalan

II Prize Endowed by Sangita Kalanidhi Semmangudi
Srinivasa Iyer

Dhanam Memorial Prize — Endowned by Sri M. Sudar- .

sanam Iyengar

L. Muthiah Bhagavatar Memorial Prize Awarded by
Sri T.L. Venkatarama Iyer

The ¢ Amarar’ Kalki’s Tambura Prize - Endowed by
T. Sadasivam

Murthi Memorial Prize - Endowed by The R. K. Murthi
Memorial Committee

Il Prize Endowed by Sangeeta Kalanidhi G. N. Balar
subramanyam

Endowed by V. S. S. K. Tobacconsist

Smt, Lalitha Shamanna Special Prize

Dr. Sankaranarayana Iyer Memorial Prize-Endowed by
Dr. S. S. Krishnan

Sri Vijayaraghavalu Naidu Memorial Tiruppavai Prize —
Awarded by Vijayaraghavalu Memorial Religious
and Charitable Trust, Edamanal, Sirkali, Cjo.
V. Ramachandran, Bheemanna Mudali St., Madras

Dr. V. Raghavan Prize - Awarded by Priyamvada Sankar

I Prize - Sobhana

II Prize - Suganda Thyaga-
rajan
I Prize - Mrs. Subba-

lakshmi Subramaniyam

I Prize - E. S. Parvati

II Prize - A. Bhanumathi

I Prize - Suganda Thyaga-
rajan

11 Prize - A. K. Vijaya
I Prize - Suganda Thyaga-
rajan

II Prize - E. S. Parvati

I Prize - Suganda Thyaga-
rajan
II Prize - Vijayalakshmi
Krishnamurti
- V. Radha

I Prize - P. S. Vasantha
11 Prize - V. Radha
I Prize - B. Prema

I Prize - Suganda Thyaga-
rajan
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1.

10.
11.

K. R. Sundaram Iyer Shas{yabdapum Prize-
Tambura for the best Sub-Senior Musician
Awarded by Sri K. R. Sundaram Iyer Shast-
yabdapurti Trust

Kasturi Srinivasan Memorial Prize endowed
by the Hindu

Dr. Jobanna Spector’s Endowment for Violin
Prize in Memory of her Brother Violinist Naum
Lichtenberg for the best Sub-senior Violinist ...
Dr. Henry Cowell’s Prize - Endowment for the
best Junior Mridangist

Sri T. V. Subba Rao Prize for the best Jumor
Musician awarded by the Executive Committee
of the Music Academy, Madras
Sangita Kalanidhi D. K. Pattammal Prize
for a deserving young Lady Vocalist Endowed
by the D.K.P. Ladies Felicitation Committee ...
Seimnmangudi Narayanaswamy Iyer Memorial
Prize for the best Junior Violinist awarded by
Sri V. Panchapakesan

V. R. Sambasiva Iyer Memorial Prize for the
best Junior Vocalist - Awarded by Sri S. Nata-
rajan

Veenai Shanmukavadivu Memorial Prize for
the best Young Veena Player - Endowed by
Smt. M.S.S. Ladies Felicitation Committee
Raja Sir Annamalai Chettiar Prize for the best
Student in Practical

R. N. Sarma Prize for Theory

Vairamangalam Lakshminarayanan

B. Krishnamurthi

Dwaram Satyanarayana

Subash Chandran

P. K. Ambika Devi
Gowri Kuppuswamy
Anayampatti Ganesan
G. Seethalakshmi

R. Venkataraman

T. V. Pichukutti
V. L. Swarnalatha
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VENKATAMAKHIN’S SEVENTY-TWO MELA-SCHEME
AND MORE POSSIBLE SCALES

Dy. T. S. Ramakrishnan

I must first pay my respects to $ri Subbarama Dikshitar,
whom I consider as my Parama Guru. He is the author of the
monumental and most valuable work on music, Sangita
Sampradaya Pradarsini, 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 Sangita Sampradaya Pradarsini would not have been
written.

1. Introduction:

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,
Reghunitha Naik, described by historians as a second Bhoja or a
second Krishnadevaraya, ably guided by the famous Govinda
Diksitar, a smarta Karnataka brahmin of Vijayanagar, the
founder of the Naik kingdom in Tanjore, a profound scholat
and author of Sangitasudhanidhi, a lakgapa treatise on music
dedicated to King Raghunatha 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
kis court.

II. (1) Veikatamakhin was the second son of Govinda Diksitar
(and his wife Nagambika), whom he describes as ** S'apkaramuni-
matapratisthapana-kovidu™. His elder brother was Yajfa-
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nardyapa Diksita, also a great scholar and well versed in the art
of music, but died quite young even during the reign of Raghunitha
Naik.

Venkatamakhin was at first the disciple of his elder brother,
but later underwent tutelage in advanced music (both laksapa and
laksya) under the great musician and scholar of the period from
the North (Vijayanagar), Tanapparya by name (son of Honnappa
alias Venkatamitya or mantri), specially brought to Tanjore by his
father for the purpose. Venkatamakhin learnt from Tanappirya
the ‘laksana and lakgya margas of music and all the ragas
(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 Ieading figure
among those who were patronised in Tanjore Court,

(2) Venkatamakhin studied all the available works on music,
both ancient and contemporary. He studied Sarigadeva’s Sangita-
ratnakara (13th century), Ramamatya’s Svaramelakalanidhi (1550),
Kallinatha’s Kalanidhi (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 Ramamiatya’s work and points them out with caustic remarks
in his own Caturdapdiprakasika, the most monumental laksana
treatise on music ever written, which he specially undertook to write
at the request and desire of his patron, King Vijayaraghava Naik,
to whom he dedicated the work.

Ill. Caturdapdiprakasika :

In this treatise Venkatamakhin discusses music under ten
chapters as follows :

(1) Vigs (2) S'ruti (3) Svara (4) Mela (5) Raga
(6) Aldipa (7) Thaya (8) Gita (9) Prabandha and (10) Tala.

Among these, the four topics (1) Gita (2) Raga (3) Thaya
and (4) Prabandba formed the four Dapdis of practical music and
hence the title of the work.
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Although Gita, like Prabandha, was a musical composition,
Venkatamakhin argues in favour of treating it as a separate
and first Dandi, since in his days, Gita was considered as the prime
official standard form of a classical musical composition.

IV. Besides the classical /lakgapa treatises mentioned above,
Venkatamakhin had the following vast material pertaining to music
for additional scrutiny and use in his treatise :—

(1) The 54 rdgas and lakgyas in the same which he had learnt
from his teacher, Tanapparya. These 54 rggas were all well establi-
shed classical moulds of melody practised from very ancient times
perhaps the only ones retrieved by the then musicians from a large
former list of ragas, almost completely lost during the dark periods
of history for want of proper royal patronage. These 54 ragas
included what were known and considered as the 18 piirva melas
(observe the term mela) which were considered to be of a higher
status than the rest, all of quite ancient origin and in practice from
time immemorial.

Venkatamakhin particularly noted the fact that none of these
so-called Piarva melas (and even the remaining ragas in the list)
were mere scales (Saptakas), their individual Raga-picture had to be
developed as from their individual, already well-established definite
mirchanas or melody-mould formulas prescribed for them even
during ancient times. He also found that several of the melas, not
only allowed Vivadi-dosa-prayogas, but also permitted the use of
alien svaras not true to the mela, in particular sancharas, which
thereby gave them Bhasanga-hues.

(2) In addition to the above 54 classical Ragas, Venkata-
makhin had also to examine the then prevalent, popular and rakti
ragas of South India, also already in vogue from ancient times and
which he called Desi Ragas.

V. Result of his Analysis :—

Having examined all the above material and analysed the
various musical sounds (svaras) occurring in the register of the
12 svarasthanas in the interval of one octave (sthayi), Venkata-
makhin finally evolved his system of 16 svaras (7 prakrti or



64 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoOL. XLIY

Suddha+9 Vikpti) of the octave-interval which are described
below :—

In accordance to the traditional concept that among the
varieties of the variable svaras, Rsabha, Gandhara, Madhyama,
Dhaivata and Nigida, the lowest in pitch (the bassest or flattest)
variety was to be considered as the suddha svara, Venkatamakhin
wrote these Suddha svaras, distributing the 22 srutis of the sthayi
among them, also as traditionally prescribed, as under :—

The seven suddha svaraksaras to end in the first vowel A :—
1 2 3 4 5 6 17

Sa Ra Ga Ma Pa Dha Na j

(A) < 7 Suddhasvaras
4 3 2 4 4 3 2

Srutis allotted

He next wrote the 9 vikriti svaras, their svarakgaras ending
in the pext vowels in accordance to their increasing acuteness of
pitch as under :

Two vikritis of Ra — Ri and Ru
Two vikritis of Ga — Gi and Gu
One vikriti of Ma — Mi

Two vikritis of Dha — Dhi and Dhu
Two vikritis of Na — Ni and Nu

The above 7 suddha svaras and 9 vikriti svaras are shown
tabulated among the 12 svarasthanas of the sthayi as under :—

J’Svarasthanas:—l 234567 8 9 101112

Svaras:— f Ra Ri Ru Gu Ma Mi Pa Dha Dhi Dhu Nu Sa}
t_ Ga Gi Na Ni

In the above table it will be seen that the four pairs of svaras
Ri, Ga; Ru, Gi; Dhi, Na; Dhu, Ni occur respectively on the same
svarasthanas and hence the two svaras in each group are identical
and thereby explain how Venkatamakhin obtained 16 svaras inall in
the octave of 12 svarasthanas.

(Note :—In table (A) S'uddha Gandhara will be seen to have a
Patica-gruti value and in table (B) Ri, the first vikriti of Ra,
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being identical with Ga on the same svarasthana, had also to be
named PaRca-sruti Rsabha. But this Pafca-Sruti Rsabha Ri
is traditionally considered as and also called Catussruti Rsabha.
Venkatamakhin explains this anomaly by declaring that Carussruti
Rsabha was the same as Trisruti (S'uddha) Ryabha and the latter
became Catussruti when considered along with the Cyuta Sadja
getting augmented by a sruti thereby. Similarly, in the case of
Pafica-sruti Dhaivata and Catussruti Dhaivata in the uttaranga, the
latter considered along with Cyuta Parficama, being the same as
Trisruti (Suddha) Dhaivata, byt augmented by a druti of
Paficama.

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; Ri, Gi; Ri, Gu; and Ru, Gu: and
Six, similarly in Uttaranga (upper tetrachord) Pa to Sa—

Dha, Na; Dha, Ni; Dha, Nu; Dhi, Ni; Dhi, Nu; and Dhu, 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 Rsabha and Gandhara but choosing the 6
groups, in the wuttaranga of Dhaivata and Nisada, one for each
mela in that cakra. There were thus 6 cakras with Suddha-
madhyama (ma), yielding the 36 pirva 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.

, (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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(a) The 12 names assigned for the 12 cakras, each cakra of
6 melas, baving the same porvanga Rsabha, Gandhara svara-
combinations are :—

First six with Suddha madhyama (ma)

(1) Ra, Ga Indu; (2) Ra, Gi: Netra; (3) Ra, Gu: Agni;
(4 Ri, Gi; Veda; (5) Ri, Gu: Bapa; (6) Ru, Gu: Riu;
and the next six with Pratimadhyama (mi) :

(7) Ra, Ga: Rgsi: (8) Ra, gi: Vasu; (9) Ra, Gu: Brahma
(10) Ri, Gi: Disi: (11) Ri, Gu: Rudra; and (12) Ru, Gu: Aditya.

(b) The Karapayadi syllables chosen to denote the rank of
the 6 melas in each cakra according to the different Dhaivata and
Nisada groups in their uttaranga are : —

(1) Dha, Na: Pa; (2) Dha, Ni: Sri; (3) Dha, Nu: Go;
(4) Dhi, Ni; Bhi; (5) Dhi, Nu; Ma; and (6) Dhu, Nu; Sha.

(C) Venkatamakhin particularly noted that these 72) melas
coined by him were mathematically derived scales and as considered
from ancient times, most of them as mere scales could not be
developed into melodic forms with individual Raga-picture. This
was especially the case with the scales having pairs of svaras with
Vivadi dosa such as Ra, Ga ; Ru, Gu; Dha, Na; and Dhu, Nu. He
also noted that even the scales without such vivadi doga could be
developed into melodic ragas only through specially chosen or
prescribed svaras-saficaras of particular patterns which differed in
different ragas. It was for this important reason that Venkatamakhin
did not name the scales, but instead he classified them under 12
cakras of 6 mejas each, giving code-names and kafapayadi
syllables as mentioned above.

VII. Raganga Rdgas: (Ari, Ambari, Mapjari-system)

As a next step Venkatamakhin evolved suitable miirchanas
(melodic mould formulas), as was the practice from ancient times
for all his 72 melas and which, when developed satisfactorily'.
moulded into highly melodic forms of Ragas, at the same time each
taking all the seven svaras of their respective scales and true to that
scale. Several of his melas which included the piirva melas and
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other important famous popular rakti ragas in vogue during his
period with their already well-defined mirchanas, he retained in
his scheme under their respective scales. Several of these included
ragas (scales) with vivadi doga pairs of svaras (7 in number among
the total 42 vivadi doga melas in his scheme). Venkatamakhin
defined these melodic forms of ragas with their murchanas evolved
by him to represent the different scales as the Raganga Ragas.

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

Venkatamakhin has two Raganga ragas for the same first mela.
Mukhari (the first of the 18 purva melas) and Kanakambari and two
lakgsana gitas one for each, the two together defining the laksapa.
The last 72nd mela Raganga rdga was named as Rasamanjari,
Hence his Riginga Raga system can be described as ari, ambari,
manjari-system.

VIII. Ishall now discuss in detail the names of'the 18 piurva
melas already in vogue before Venkatamakhin evolved his 72 mela-
scheme, in the order in which they would occur in hi§ scheme and
the new names given by him differently in some cases and the reason
for the same :

( katapayadi syllables are underlined )

1. Mukhari: Ist mela: named as Kanakimbari (modern
1st melakarta—Kanakangi): a scale taking all suddha svaras.
Venkatamakhin has two lakgapa gitas for this mela, one for this
Kanakambari with the Satra khanda, and in the Abhoga khapda,
only the name of the Raganga rdga and its cakra-name with the
katapayadi syllables are mentioned; and the other gita for
Mukhari raga, also named as a Raganga raga for this first mela
with an Upariga khapda giving the name of an upanga janya raga.
‘Thus there are two Raganga ragas with their two gitas, which
together define the laksaga of this mela.
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2. Samavarali: 3rd mela: Name retained with the two
katapayadi syllables Ga, Na prefixed. This mela is said to have
been derived from the Sama Veda itself. The counterpart Raganga
Riga for this, with Pratimadhyama (mi) in place of Suddha-
madhyama (ma), is the 39th mela, also a Varali, very popular and
a famous ghana riaga from ancient times.

3. Bhupali: 8thmela: A well-known ancient audava raga,
one among the 18 pirva 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 auftara raga. Venkatamakhin includes this
Bhapali purva mela under the next (9th mela) as an Upanga janya
raga. Also the Bhaganga janya ragas Dhanya$i, Ahiri, Ghagta
are all included by him in the 20th mela.

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

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

6. Gaula: 15th mela: Considered as a mela, one of the
18 pirva melas, an important ghana riga. Was it a saptaka in his
days? Venkatamakhin named this Riganga raga as Maya-m3java-
gaula (Maya = Haridvar, Gaula =Bengal), a parent raga to a large
number of both Upanga and Bhasinga janya ragas.

(a8) There was already a raga in vogue by name Malavagaula,
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 Nis&da as their graha-svara, whereas he mentions
shadja as graha-svara for this Maya-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-
ramakriya, 51st mela, (also a Ramakriya) is the counterpart of Nida-
‘ramakriya in the uttara melas taking Pratimadhyama in the place
of Suddhamadhyama).
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(c) Purandaradasa is believed to have planned svardvali and
other preliminary exercises for the beginners in this 15th mela (scale).
But even he did not handle this raiga Mayamalavagau)a for any of
his large number of compositions (Padagalu). The two gitas
*“Kerayaniranu” and ‘Padumanabha,” composed by him for
beginners are in Malahari riga and not in its parent riga M&ya-
malavagaula (15th mela).

(d) Venkatamakhin has a laksapa gita for the Bhasinga janya
riga under this 15th mela, Saarashira, with the Sutra khagda
revealing in its matu the seven svaras of this 15th mela and S'ri
Subbarama Dikshitar has kindly marked the alien svaras Dhi and Ni,
wherever they occur in the composition, to enable us to know the
Bhiasanga feature of this Saurashtra raga.

(e) After Venkatamakhin’s laksapa gita for this Raganga raga,
we find Mayamalavagaula for the first time handled by S'ri Rama-
swaimi Dikshitar for one of the carapas in his famous 108 Tala-
ragamalika. The next composition in this riga is perhaps the
first of the Guruguha Vibhakti Kritis of Sri Muthuswami Dikshitar,
« §ri-nathadi-guruguho jayati’, his very first composition.

7. Bhairavi: 20th mela: Though one of the most important
of the Piirva melas, being a Bhasanga raga (Panca-§ruti Dhaivata,
Dhi, occurring as an alien svara in a few saficaras), is not qualified
to be classed as a Raginga raga. Venkatamakhin chose Ritigaula
(already a popular ghana riga) as the Raganga riga to represent
this 20th mela, with the katapayadi prefix syllables Na, ri
added to the name.

(a) It is surprising to note that the present-day vidvans use in
this raga in all its uttaranga-passages exclusively PaBca-§ruti
Dhaivata, Dhi, giving a pronounced Bhiganga hue to the raga,
in spite of the fact that this raga takes Suddha Dhaivata as per all
Laksana treatises, including Govinda’s Sangrahaciidamapi, a treatise
said to be followed in the present day.

(b) Venkatamakhin, in addition to his laksapa gita for this
Riganga raga Ndri-ritigaula, has an extra laksaga gita for Bhairavi
raga as well, considering its importance, with Sutra khapda revealing
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as usual in its matu the sapta svaras of the 20th mela, but the
riga mentioned as Bhasinga at the end of the Abhoga khapda
of the gita.

8. Ahiri: 21st mela: Like the previous Bhairavi, this Aiari,
also being a Bhasanga riga, is not qualified to be considered as a
Raganga raga. Venkatamakhin coined the name Kira-pavali for
this Raganga raga of the 21st mela, ki and ra being the two necessary
katapayadi syllables occurring in the name itself. Venkatamakhin has
a laksapa gita also for the raga Ahiri with its Sutra khagda reveal-
ing in its matu the 21st mela-svaras and the raga is called Bhasanga
in the Abboga khapda. Venkatamakbin has included this Ahiri raga
as a Bhasanga janya raga under the 20th mela, in the Bhasanga
khapda of the laksapa gita of the 20th mela Raganga raga
Nariritigaula.

9. Sriraga: 22nd Mela: An important pirva mela and a
ghana raga. Name retained with the first two katapayadi syllables
ST, ra in the name itself.

The raga Kapi, a rakti raga, would have been perhaps more apt
as the Raganga riga 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 Kharaharapriya, 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 Rudrapriya is Harapriya) with pronounced
Bhaganga features. Venkatamakhin has a lakgya gita for this raga
Kapi, which when rendered, sounds entirely as our present-day mela
riga Kharaharapriya with no difference whatever in its raga-picture.
Venkatamakhin considered this Kapi as a Bhisinga janya raga
under the 22nd mela and has given its name accordingly in the
Bhiganga khapda of the laksapa gita for the Raganga raga Sriraga.

10. Kambhoji: 28th mela: A major rakti riga, but being a
Bhiganga raga with an occasional alien svara Kakali Nigada, Nu,
in a particular saficira, Venkatamakhin chose Kedaragaula, also a
major rakti riga, with Ha-ri as the katapayadi prefix syllables,
-as the Raginga raga for this 28th mela.
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(a) Kambhoji being famous from ancient timesis 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 our popular rakti riga Kamas, and which originally had
entirely the picture of our present-day 28th mela riga Hari-
kambhoji, but a more pronounced orthodox melodic form.

{b) Venkatamakhin has a laksana gita for this important purva
mela Kambhoji, also with its usual Satra khapda revealing in its

matu the 28th mela-svaras and at the end, the raga being cafled
Bhasinga.

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 Venkatamakhbin named the Raganga raga for this mela
as Nagabharana, 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. Desaksi: 35th mela: (also known as Sulini). Name
retained as Sailades§akshi, with Sai-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 doga-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 raga. All the
compositions available from ancient times, including Tyagarija’s
famous first Paficaratna Kriti, * Jagadanandakaraka,” have their
respective dhatus in strict accordance to the prescribed melodic
mould, mirchani, and not wildly indulging in passages with the
vivadi-svaras, and the same ancient formula retained by Venkata-
makhin for this Raginga raga Calanita.

15. Suddhavarali: 39th mela: Also a very ancient and one
of the most important melas with vivadi dosa in its pirvinga and a
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ghana raga, and practised in accordance to the prescribed mirchana
and not as a mere Scale with the vivadi-svaras. The name
Varali retained for this Raganga raga with the two Dha, I,
katapayadi prefix syllables. As already mentioned the 3rd mela
Raganga riga Gana-samavarili is its counterpart with Suddha-
madhyama (ma) in place of Pratimadhyama (mi).

16. Pantuvarali: 45th mela: Name of this ancient riga
retained with the katapayadi prefix syllables Sai, va.

17, Suddharamakriya : 51st mela : Name retained with Ka, §i,
as the two katapayadi prefix syllables. Its counterpart with Suddha-
médhyama, as already stated, is Nadaramakriyi; both Ramakriyas
would have answered as the Raginga riga for the 15th mela.

18. Kalyani: 65th mela: A mela already in vogue as a
major rakti raiga. Name retained with the two katapayadi syllables
Sa, nta. In the Northern system also this raga is considered a
mela (That) but named as Yemen, showing its origin from Arabia.
This Yemen riga is mentioned in Venkatamakhin’s laksana gita foy
this 65th mela, Santakalyapi, in its Bhasanga khapda as Imna-
kalyapi, which name later became what we now know as Yamung-
kalyani.

19. Simharava: 58th mela: This is not one of the pirva
melas, but was coined by Venkatamakhin; name given with De, $i
as the katapayadi prefix syllables.

( Note:-Among the piirva melas those with vivadi dosa
are :—Suddha-mukhari, Samavarali, Hejjujji, Desaksi,
Nata and Suddhavariali. We have seen that none of
these 6 melas were considered as mere scales from time
immemorial, but, when developed in accordance with the
miarchanis prescribed for them by the ancients, they yield
exquisite melodic forms.)

(B) For all the Raganga ragas devised to represent the
remaining melas, including those with vivadi dosa, Venkatamakhin
coined suitable names with their respective katapayadi syllables
and suitable marchanas for them, all well-known to us in
the present day through Sangitasampradayapradarsini of Sri
Subbarama Dikshitar and hence need no remarks. Venkatamakhin
eonsidered the Raganaga ragas devised by him as sampurpa (all
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the seven svaras to occur) and classified them into four types accord-
ing to their Arohagpa and Avarohapa in their miurchanas as under:

(i) Sampurga (i) Sadava-samptirpa, e.g. 3rd mela;
(iii)) Audava-sampirpa, e.g. Ist mela; and (iv) Vakra-sampirpa,
Ex. 10th mela.

(C) Janya Ragas -

All the other innumerable (other than Raganga rigas) Riagas
in vogue in his days were considered by Venkatamakhin as derived
(Janya) from their respective Raganga (parent) ragas acconding to
the variety of svaras occurring in them. These janya ragas were
classified into two groups :—

(i) Upanga, those taking only the svaras of the parent meja ;

(ii) Bhasanga, those taking in addition alien svara or svaras
as prescribed in special saficiras.

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

IX. Venkatamakhin’s Compositions :—
In order to illustrate his scheme of Raganga and their janya

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

(1) Gitas: (a) Laksapa Gitas for all the Raganga ragas
and for a few important Bhasanga ragas
among the pirva melas as well; and

(b) Lakgya Gitas for all the janya ragas ;
(2) Tanas: for all ragas (Raganga and their janya rigas);

(3) Prabandhas : 6 Prabandhas are given in Sangitasampradaya-
pradarSini.

(A) Gitas: 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 first Dapdi.

In these Gitas :

(1) Maru: (sahitya) : the language consists of words occurring
in the various Prakritadi Bhashas (forms of colloquial Sanskrit),
all in praise of the various deities of kshetras in India, perhaps all

M-—10
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of them. In the Abhoga khapda meaningless syllables like A-a
Aiya, Tiya, Amvo, Iya, and Are, also occur.

(2) Dhatu: (musical setting) : consists of 3 khandas (sections).
When the section Antari is present, it is sung at the end of both the
khapdas, Udgraha and Abhoga, and the gita concluded with the
Antari section, as seen in many gitas. The Udgraha khanda is again
sung at the end of the Abhoga khanda or Khapdas and the piece is
concluded at the Dhruva (Nyasa or pause) planned in it. In some,
gitas there is a second (extra) Abhoga khapda as an Ankita khapda
The Dhitus 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 tila, with its angas as Guru,
Laghw and Guru. His compositions in Eka tila can be rendered
in Jhompata tala, what is known at the present day as Adi tala.

(B) Venkatamakhin’s Gitas include :—

(1) A Raganga raga Laksapa Gita, revealing a complete list
of the names of the 72 Raganga ragas in its matu in their ordgr
in his scheme including katapayadi syllables, with the names of
the cakras in which they occur, the Dharu of the piece set in the
very ancient upanga riga Gupdakriya, a janya of the 15th mela,
Mayamalavagaula.

(2) Lakgapa Gitas for all the 72 Raginga ragas (also for a
few ptrva mela ragas considering their importance), all very ingeni-
ously composed in strict accordance to prescribed laksapa and
structural rules, with melodic features developed from their respective
mirchanas having for its angas :—

(first) The Satra khapda (Udgraha khapda), the matu of which
reveals the variety of the svaras taken in their saptaka-order by the
mela as the first syllables (svaraksaras) of the Dhatu Avartas; and

(second) The Upanga khapda (Abhoga khapda) furnishing in its
mitu, the name of the particular Rdgdnga raga, 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 rigas if any ; and

(third) The Bhasasga khanda (a second Abhoga khapda)
where necessary, giving a list in its matu all the pames of the
Bhigadga type of janya ragas of the mela if any.
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Note :— For the Laksaga Gita of the 53rd mela, Gamakakriya,
Raganga raga, Venkatamakhin has given two separate
matus for the same dhatu. In the extra (second) matu the
Udgraha khapda is not a Satra khapda and in its Abhoga
khanda, the name of the raga is merely mentioned as
Gamakakriya and not as a Raganga raga—perhaps the gita
with this matu was composed before he formulated his 72
mela-scheme.

(3) Venkatamakhin has also Laksana Gitas for :—
(a) the pirva melas (Bhiasanga ragas) Bhairavi, Ahiri and
Khamboji, respectively of 20th, 21st and 28th melas with
Sutra khandas revealing their respective svara-saptakas and
mentioned as Bhasanga at the end of the Abhoga khapda.

(b) The raga Saurashtra with a Sutra khapda revealing the
saptaka svaras of the 15th mela in which it is a janya and
mentioned as a Bhiganga janya raga at the end of
the Abhoga khapda. Sti Subbarama Dikshitar has
marked the alien svaras Dhi and Ni occurring in this riga.

(c) The riga Saranga: considering its importance as an
extra mela, its Laksapa gita is discussed under a separate
section below,

(4) Laksya Gitas for all the janya rigas to reveal their
individual Raga-picture based on their prescribed murchanis, set
in highly melodic dhatu as per prescribed structural rules, with its
various khandas, in some, an extra Abhoga Ankita khanda.

X. Maximum number of scales mathematically possible :

(From a clue in Venkatamakhin’s Laksaga Gita for Saranga
Raga)

(A) Saranga Mela:

1) Venkatamakhin mentions Saranga rdga as a Bhiginga
janya raga of the 65th mela, Santakalyagi, but he omits the name
Saranga in the matu of the Bhasanga khanda of his Laksapa gita
for Santakalyapi. This must be because he considered Siranga as
a separate and extra mela raga, that could not be included in his
72 mela-scheme,
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(2) The Sttra khanda of Saranga raga Laksana gita gives the
seven svaras (saptakas) for the raga as Sa, Ri, Ge, Mi, Pa, Dhu
and Nu, in which the Ge is an extra vikriti of Gandhara,
being the same as Suddba madhyama occurring in the Suddha
madhyama svarasthana. In his laksapa §loka for Saranga raga
he calls this extra vikriti of Gandhara as Suddha madhyama Gandhara.
From this we can conjecture what Saranga riga was like in his days.
It appears to be the same as Suddha-sarang in vogue in North
Indian music at the present day and which is a saptaka, taking both
Madhyamas (ma and mi) and both Nisadas (Ni and Nu).

3. (a) Brindavana Saranga or Brindavani (a $adava, prati-
madhyama omitted) and Madhyamadi Saranga, the Suriga
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 Bhasanga janya ragas of the 22nd
mela and listed them in the Bhasdnga khanda of Sririga laksapa
gita. .

(b) Some of our present-day artistes sing the audava janya
raga, Lavintika of the 23rd mela, Gaurimanohari, taking the svaras
Sa Ri Ma P2 Nu Sa, wrongly calling it our Brindavana Saranga.

(c) Also among several possible janya rigas (mentioned in
pfesént-day treatises under various melakartas) of this Siranga
mela. we can mention the quite familar raga Hamsanada (given as a
janya of 60th mela Nitimati). Even this raga Hamsanada is sung
by some present-day artistes as an audava (omitting its Satsruti
Nigdda) which is really the raga Varata, a janya of the 59th mela
according to present-day treatises.

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

(b) As a corollary, the next lower svarasthina Antara
Gandhira may be similarly named as Antara Gindhara Rishabha,
(i.e.) an extra vikriti of Rishabha and the same may be written as Re.

{c) In the same way we may have two additional varieties of
Madhyama as well (Madhyama also being a variable svara in the
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pirvanga pentachord interval), viz: Siadhirapa Gandhira
Madhyama (Ma), and Antara Gandhara Madhyama (Mi) and the
already written Ma and Mi respectively for Suddha 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 pirvanga between Sa
and Pa, as tabled below :

Parvanga or Pentachord
Six Svarasthanas |

1 2 3 4 56
Ra Ri Ru Re — —

Sa { __ Ga Gi Gu Ge — Pa
——MaMiMuMej>

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

7 s$uddha svaras + 13 vikriti-svaras-in 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, Mi; 6. Ra, Gi, Mu;

7. Ra,Gi, Me: 8. Ra,Gu,Mu; 9. Ra, Gu, Me;

10. Ra, Ge, Me; 11. Ri, Gi, Mi; 12. Ri, Gi, Mu;

13. Ri, Gi, Me; 14. Ri, Gu, Mu; 15. Ri, Gu, Me;

16. Ri, Ge, Me; 17. Ru,Gu, Mu; 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



78 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XLIV

of vivadi doga melas to 88) dand in this scheme Saranga mela will
be the 6th in the 16th cakra.

(C) The Madhyama Grama being the inversion of the Sadja
Grama, has the sthayi - interval divided into the two angas, the
pirvanga (tetrachord) and the uttaranga (pentachord) by the
middle Madhyama svara with the two gadja svaras as before at both
ends of the sthayi - interval, as shown below :—

—Purvianga Uttaranga-— :
Tetra chord Pentachord
of 4 svaras of 5 svaras
+
Sa Ri Ga Ma, Pa, Dha, Ni, Sa
Samvadi vadi Samvadi
(Pa) (Sa) (Pa)

In this Madhyama Grama, as a result of their acoustic proper-
ties, Madhyama behaves as the vadi, taking the hue of Adhara (basic)
Sadja svara and both the end Sadjas sound as samvadis to the
now vadi Madhyama. As a result the music in this Grama, though
the same as in Sadja grama, appears lifted up in pitch (druti) by
24 tones.

It will be clear that in this Grama also we can have the same
120 melas from only 6 cakras, each with 20 melas in it, and these
will include the Cyuta Panchama melas, described by me as extra
36 melas}in a previous paper.

(D) As repeatedly pointed out these scales (with their now
strange svariksharas), as mere scales, cannot yield us melodic
rigas. Hence for the extra 48 melas (8 cakras x 6 melas). as
Venkatamakhin did for his 72 melas, suitable miirchanas must
be evolved before considering and naming them as Raganga
ragas, and thereby enrich our field of practical Carnatic music
and satisfy our ever-increasing craving towards and quest for
more and more matter to expand our art of music to the utmost
possible.

XI. Melakarta Ragas of the Present day :—

(A) At the present day our Carnatic music i8 said to follow
Sangrahacidamapi, a treatise written by one Govinda
advocating the use of the 72 scales named Melakartas or
Karta Ragas with new °kangi and °priya-names coined
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for them and a lakshapa 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
Ari, Ambari, Manjari System, 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 Sangrahaciidamani,
were freely and largely distributed among all musician8. The
propaganda was so succéssful that Govinda’s (kangi-priys)
mela-karta scheme became firmly established and followed
thenceforward.

Other Factors mentioned in its favour and the same answered :—
(1) Tyagaraja and Sangrahacudamapi :—

It is known that Tyagaraja had a copy of Sangrahacidamani
kept by him as a precious, sacred treatise separately and out of
reach of even his priya §ishyas, exclusively for his own scrutiny.
This Sangrahacidamani must be evidently the same as the
mythically divine treatise Svargrpava' which is believed to have been
brought from heaven by sage Narada himself and given to Tyaga-
rija for his exclusive use. This belief is based on the passage
«Rajata giri§udu nagajaku delpu svararpava marmamulanu® in
Tyagaraja’s composition ¢ Svararaga-sudharasa’ in S'ankara-
bharanpa, in which passage the word ‘svararpava’ occurs. It must be
noted that in Sangrahaciidamapi also the introductory $loka
mentions that Paramadiva describes music to his consort Parvati
at her request.

Referring to the mythical title ¢ Svararpava”, I may ask, why
svararpava alone, why not topics like melarpava, 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 Sangrahacidamanpi.

(a) His compositions in Nata and Varali, 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 doga 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-
ciidamapi. 1t is only later that he handled some rigas as per
Sangrahacudamapi, 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 Kamas riga.

(d) Itis said that Tyagaraja would not reveal the raga-names
for his various compositions and it was left to his $ishyas 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 Rangacirlu
and later by his cousins Tachir Singaracirlu Brothers, who
continued the propaganda in favour of Sangrahaciidamapi with
even more success. The Tachir 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) The great masterpiece, the 72 Melakarta Ragamalika of
Maha Vaidyanatha Sivan created a great impression in the music
world in favour of Govinda’s kingi-priya system of the melakartas.
Sri Sivan is known to have composed the piece with great
reluctance under oompulsion. The dhiatu was set for
the Marathi sshitya by one Venkata Rao, a court-poet,
in praise of his patron the Rt. Hon. Sakhardm Saheb, son-in-law
of the last Maharaja of Tanjore. The composition was published
as an appendix to Sangrahacidamani in 1883, under the title.
¢ Bahattara-Mela-Karta . S'ri 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, Pragatirtihara,
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(B) Nowadays we notice a strong opinion prevailing among
a section of top rank artistes (among them one whom I consider as
one of the senior Margadarsis for kacheri pantha, and my respects
to him) that of the 72 scales, the 40 with vivadi dosa in them should
be discarded, keeping the remaining 32 scales as enough for our pur-
pose. One may have 10 agree to this, when one sees how some of our
rising professional artistes handle them, displaying their zeal and
skill in svara and laya jiana by weaving highly complicated niravals
(with gross padacchedas) and fast tempo kalpana svara passages
abounding in naked vivadi dosa svaras, sacrificing melody, érutl and
appearing themselves more in the role of accompanists to the
mridanga percussions (meant really to accompany the artistes) and
thereby giving rise to a mere excitement, which our present-day
young rasikas have become accustomed to expect and enjoy during
the past few decades.

(C) Now that the great Sri Subbarama Dikshitar has revealed
to us Venkatamakhin’s original and traditional melodic system of
Raganga ragas for the 72 melas in his *‘ Sangita Sampradaya
Pradarsini , shall we once again, without merely praising the work,
take up to the original genuine melodic system, shedding the highly
biased view that Tyagaraja handled only melakartas (scales), and
preserve all the 72 melas without being constrained to ignore or even
reject some of them or any of them ?*

COMPOSITIONS CHOSEN FOR DEMONSTRATION
By Dr. T. S. Ramakrishnan
(Assisted by his daughters Miss §. R. Mangalam & Mrs. S. Kesari)
1. 'Venkatamakhin’s Laksapa Gita: <Herambadana”. Deity:

Ganapati; Tala: Triputa. (Ragariga) Raga: Nabhomagi
of 40th mela, Rishi bha cakra (Ra Ga Mi Dhi Ni).

Marchhana : (Aro) Sa ga n ma pa dha pa ni sa
(Ava) Sa nidhapa ma ga ri sa

*(Vakra-svaras)
2. 8ri Muthuswami Dikshitars Laksana Kriti:  Nabhomapi-
candrigninayanam *’. Deity: Brihadisvara; Tala:

Triputa ; (Ragaiga) Raga: Nabhdmanpi.

® On some of the points in this paper, see the facts brought out by
Dr. V. Raghavan in his paper * Venkatamakhin and the 72 Melas®
in this same Journal (XII 1941, pp. 67-79) and his edition of and
Introduction to the Telugu text * Sanglta Sara Sangrahamu’ discovered
by him and published by the Academy (1940)

M-11
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3. Venkatamakhin’s Lakgya Gita: * Are are bandhujana’.
Incomplete Gita. Tala: Mathya. (Bhasanga—rakti)
Raga; Kapi (same as Kharaharapriya of present-day) of
22nd mela, Veda Bha cakra (Ri Gi Ma Dhi Ni)
Mirchhang: (Aro.) Sa ri ga ma pa dha ni sa
(Ava,) Ni dha pa ma ga ga ri sa

4. Sri Muthuswami Dikshitar’s Laksana Kriti :  Kaumari Gauri
Velavali . Deity: Kiamksi; Tala: Adi. (Riginga)
Ridga: Gaurt Velavali of 23rd mela, Veda Ma cakra
(Ri Gi Ma Dhi Nu)

Miirchhana: (Aro.) Sa ri ga ga sa, ri ma ma pa dha dha sa
{Dhaivatagraha)(Ava.) Sa nidha pamaga ga ri sa

5. Venkatamakhin's Laksya G3ta: ¢ Prada tilta tteja*. Deity,
Rama; Tiala: Dhruva. (Upanga) Raga: Narayapa-
gaula of 28th mela, Bipa Bhu Cakra (Ri Gu Ma Dhi Ni)

Miirchhana: (Aro.) Ri ma pa ni dha ni sa
(Nisadagraha) (Ava.) Ni dha pa ma ga ri ga ri sa

6. Venkatamakhin’s (Kaivara) - Prabandha: ¢ Todgidham *,
Tala: Mathya. Deity : Sarangapipi of Kumbhakonam ;
(Upanga) Raga: Narayapagaula, with special features;
Vakya or Alapa khapda and Venkatamakhin’s Ankita and
his parents’ names in the Abkoga Khanda.

7. 8r1 Muthuswami Dikshitar’s Laksana Kriti: ¢ Nags-
bharagam*. Deity: Brhadi§vara; Tila : Adi. (R4ginga)
Raga: Nagabharapa of 30th mela, Baga Sha Cakra {Ri
Gu Ma Dhu Nu)

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

8. Vernkatamakhin’s Laksapa Gita: “ Ripu Khagpde”. Deity:
Krishna; Tala: Dhruva, (Bhasanga-rakti) Raga,
Saranga of 65th mela, Santakalyapi. New scale of svaras,
saptaka, which cannot come under the 72 melas, as reveal-
ed in the Satra khapda. Ga* is Suddhamadhyama
Gandhira, a new vikrti of Gandhara, identical with
Suddhamadhyama and written as Ge.
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Miirchhana: (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 (Gandhara) the scheme of
maximum possible 120 scales proposed.

The following four Lakgya Gitas of Venkatamakhin rendered
in Madhyama Sruti:

9. “ Kadana tali Hamvira”: Deity: Krishna. Tala: Dhruva.
(Bhasanga-Rakti) Raga: Punnagavarali of 8th mela,
Netra Sti Cakra (Ra gi Ma Dha Ni)

Mirchhana: (Aro.) Ni sa ri ga ma pa dha
(Ava)Dhapamaga ri sa ni

10. “Re Sri Ramabhadra”: Deity: Rama. Tila: Dhruva
(Upanga-Rakti) Raga: Mangalakaidiki of 15th mela
Agni Go Cakra (Ra gu ma dha nn). Has ‘mukta-pada-

grasta * feature.
*
Mirchhana : (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: Akhilapdedvari; Tala : Triputa.
(Bhaganga-deéi-rakti) Rgga: Gauri: of 15th mela, Agni
Go Cakra (Ra gu ma dha nu)

Mirchhana : (Aro.) Sa ri ma pa dha ni sa

{Ava.) Sa ni dha pa ma ma ;a ma ga ri sa
(*Has Cyuta Paficama)

12. “*Are dasavidhapavana®; Deity: Krishna; Tila: Eka.
(Upanga) Raga: Natanarayapi: of 28th mela, Bana Bha
Cakra (Ri Gu Ma Dhi Ni)

Miirchhana: (Aro.) Sa ri ga sa ri ma pa dha sa
fAva.) Sa dha pa ma ga ri sa



A MUSICOMETRICAL VIEW OF INDIAN MUSIC WITH
PARTICULAR REFERENCE TO MURCHANA-CAKRAS

K, K. Verma

Introduction

That music is a referential art and that musical compositions
create and reflect psychic moods and emotions through some
mysterious process of mutative symbolisation, has been an age-long
and a universal belief. But the truth of this belief, though amply
vindicated by vague experiences, has stubbornly refused to lend itself
to any systematic verification, Should, however, musical experience
come some day to be technologically verifiable by some means, the
study of the how and the what of music, a physical stimulus evoking
psychic responses in terms of moods and emotions, is likely to
assume a highly scientific importance for a far-reaching methodical
‘probe into the various possibilities of what music can contribute to
the mental health of man in his musical moments.

Musicometry

A humble approach to such a study is being made by the
present author through what he ventures to call a ¢ musicometrical
analysis ’ of the Classical Indian music. °Musicometry’, as viewed
by the author, is that branch of the science of numbers which tries
to construe music as a function of numbers and to envisage the
temporal phenomena of music in terms of spatial concepts of tonal
locations and movements in the musical space. Believing, as the
author does, that the Indian system of music, in its purest and most
perfected form, should bave been conceived essentially on musico-
metrical lines, for making musicality an aesthetic symbol of the
spiritnal quest for the Many in the One and the One in the Many,
he tries to interpret its basic concepts in terms of numerical orders
giving birth to spatial patterns that may lend themselves to graphic
representation and measurability for their visual and prccise
appreciation.

The psychic associations of Indian melodic modes in terms of
rasas and ripas have long and chequered traditions behind them.
These traditions, which have grown more and more anthropo
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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 (vaditva), consonance (samvaditva),
assonance (amuvaditva), and dissonance (vivdditva), 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 Srutis,
Svaras, Miirchanas, Gramas and Jatis., 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 Miurchands, we shall
refer to the other four only inasmuch as they directly refer to them.

Musical Space and the Equiangular Spiral

As we have mentioned above, musicometry deals with melodic
modes as patterns of tonal locations and movements in the musical
space. The musijcal 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
¢xactly doubled or halved after having describeda 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.

Srutis

Srutls, 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 5 and their
multiples that srutis must be related to one another. Within this
limitation the number of §rutis, whether for theoretical calculations
or for practical use, may be infinite,

The total number of the $rutis 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
milrchana-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 mizrchana-cakras
and would not wholly be covered by a smaller number of them, the
number of the srutis included in these calculations has been keptas
above. It has to be pointed out in this connection that though
Sruti-locations have been accepted here to be 43, the sruti-zones have
been taken to be only 22, The practice of using the word ¢ #ruti "in
Izoth 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 * $rutis’. But the moment they are sounded as specific
points of punctuation in a melodic mode, they become ¢ svaras . In
other words, srutis are theoretical possibilities of svaras while svaras
are practical manifestations of frutis,
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The number of svaras in a complete (sampurpa) and pure
($uddha) Indian raga has been fixed at seven. This number, though
appearing theoretically to be arbitrary, is of undeniable melodic
validity in practice. An increase or decrease in this number makes
the resultant r@ga sound unmistakably either as a mixed one or as
an abridged one.

Svaras also, like grutis, have their locational and zonal
implications. Though of equal lengths zonally they are of unequal
lengths locationally. This is more in evidence in the Southern than
in the Northern system of Indian music, in which overlappings of
svaras are more frequent resulting in the same ones being called
both Rishabha and Gandhara or both Dhaivata and Nishada
according to their locationally changed zonality.

The seven original svaras, mentioned by Bharata and others,
have a zonal rather than a locational implication. The difficulty
arising out of their locational deviations within their respective
zones, and sometimes out of them, seems to have led to the bisection
of each zone excep:ing those of the Shadja and Paficama, into two
sub-zones of udatta (shaip) and anuddtta (flat) svaras. Distinguished
thus, svaras came later to be called suddha and vikrta ones.

Controversy regarding the numbers and the names of the svaras
in their totality has been long and prolific in Indian musicology. It
was finally settled only in the 17th century by fixing their total
number at twelve and by dividing them into seven suddha and five
vikrta ones. This was done decisively by Ahobala in the North and
Venkatamakhin in the South.

According to musicometry, however, the total number of svaras
should be fourteen, divided into seven fuddha and seven vikrta ones.
This involves the divisions of the zones of the Shadja and the
PaRicama also resulting in the re-introduction of two more ancient
vikrta svaras, the Cyuta Shadja and the Cyuta Pakicama. Though
the former of these is only of academic value, the latter one is of
great practical use.

Mirchana-Cakras

A melodically valid structure of seven svaras constitutes what is
called musicometrically a Méirchana-Cakra. The function of such a
cakra is to generate seven different melodic modes by shifting the
Tonic Note (the Shadja) from one svara to another. Its tonal
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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 essential similarity in their
melodic fabric.

The objective criteria of the melodic validity of a tonal
structure as enumerated by writers like Narada, Bharata and
Saragadeva, in terms of ‘ten qualities —° da§agupayuktam’—
throw practically no light on the nature o/ the structure itself.
The definition since the time of Matanga of any such structure
as a °‘rgga’ meaning °that which pleases’—*rafijayatiti ragah’,
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 doae 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 svara in any mirchana-cakra there should be
some other svara or svaras 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 svaras bearing mutual relatioa
of 2:3 or 3:4 in a rdga of seven svaras must be four, the
maximum being no more than five under conditions
mentioned below.

(3) Predominance of inner array over outer disarray being
the second requirement of Indian music, all svaras in a
mirchana-cakra must be located within prescribed limits
of minimum and maximum distances from one another,
all such distances being measurable in precise terms.

Note: The octave is measured by Western musicology in
terms of savarts, it being taken to be equal to 301.03
savarts. In the present calculations the octave is measured
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™

in terms of manoramas, it being taken to be equal to 252
manoramas (Ms). A sruti-zone being 1/22 of an octave, is
approximately equal to 11:455 Ms,

The minimum and maximum distances between any two
contiguous svaras of a miirchang-cakra 'must not be
less than 2 Sruti-zomes 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,

represented by the Sruti-ratios }—2 and ‘g;‘ respectively.

The minimum and maximum distances between any svara
of a mirchana-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 ggg and gligrespectively.
The minimum and maximum distances between any svara
of a miirchang-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.

and 123.921 Ms., represented by the sruti-ratios ‘% and
45 .
VN respectively.

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: (a) This is probably what Bharata meant when he
called Madhyama, the middle point of the octave, as
* avilopi®.

When a mirchana-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

M—12
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the present calculations the number of symmetrical patterns are

three and that of asymmetrical ones is four, The total number of

ragas generated by them thus is 77. Since each one of these
ragas is capable of generating many more rdgas in its own turn
they are called generic (Janaka) ragas as a class.

A close scrutiny of these mirchand-cakras will show that in
‘those having sets of fourteen different ragas there are seven pairs of
tonal structures, each pair consisting of an image and its exact
mirror-imagé of tonality. In those having seven different ragas,
there are three such pairs, the 7th raga having an image and its
exact mirror-image contained in itself.

Note: The above peculiarity of a miirchana-cakra, creating pairs
of images and their exact mirror-image of tonality, may
have led to ragas being conceived later in anthropomorphic
terms and of having been ascribed attributes of masculinity
and femininity in their ethos. If so the traditions of the
rasa and the ripa-associations of ragas as well asthe
methodology of copulating male and female ragas for
generating their progeny (janya-ragas), may come to lend
themselves to a clearer and closer study for their verifiable
experimentations through musicometry.

Jatis
All the miurchana-cakras mentioned above, being tonal
structures, have certain sets of tonal relations, born of certain kinds
of numerical orders behind them. These relations or orders, being
generic in their nature and having separate collective identities, are
18 in number according to the present calculations. It is very
likely that these happen to be the 18 Jatis mentioned by Bharata
and others,
Gramas
A mirchang-cakra, as we have seen above, is a meticulously
blended tonal pattern, in which the two pairs of opposites of
consonance and dissonance and array and disarray are made to pit
their melodic forces of pleasure and pain for creating melodic
tension and then resolving it. A graphic view of this process shows
that it results ultimately in certain distinctly identifiable motifs of
tonal structures, svara-samithas, in which the essence of their
constituent factors are objectively reflected, These morifs are
presumebly what Bharata has called Gramas, a lot of confusion and
controversy around which had sprung up in the post-Bharata ages.
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Bharata has mentioned two Gramas. Mahabharata and
Harivamsa, both of which existed before the time of Bharata,
have referred to six of them—*gsad-grama-ragadisamadhi-yuktam”.
Musicometry reveals that there can be only two paternal motifs
of tonal clusters, from which four other morifs emerge ; two as their
individual extensions and two more as their combined products.
It is possible that the concepts of 6 original melodic modes, adi
ragas, variously named in later ages, may have been based on these
six basic motifs.

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

Bharata has illustrated the §adja-grama through the pattern of
Srutis in the order of 3,2,4,4,3,2and 4 and the Madhyama-
grama through that of srutis in the order of 3,2,4,3,4,2 and 4.
As further pointed out by Bharata, there is sadja-paficama-samvada
in the former, while there is pafcama-rsabha-samvada in the latter.
But seeing that two murchanas of the former murchang-cakra have
paricama-rgabha-samvada, while five mirchands of the latter
milrchana-cakra have sadja-paficama-samvada, what is true of an
individual miirchana cannot be taken to be true of an entire
miirchana-cakra. Hence, the practice of defining a Grama in terms
of gadja-paficama or paRcama-rsabha-samvadas cannot but be an
erroneous interpretation of what Bharata may have meant to be a
casual illustration of the paBcama-svara of a raga having location-
ally a $ruti-ratio of 3 : 2 in the first case and that of 40 : 27 in the
latter one. This means that Murchanas and Gramas 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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APPENDIX—II
Mirchana-cakrs 1
(Horizontal (1) S-R-G-M-P-D-N-§

&
Vertical)

1 .
()S-G-G-M-P-N-N-§

®)S R G GPDD S§..

1 .
@ S-R-G-M-P-D-N-8§

1 :
(5)S-R-G-M-M-D-N-S§ ..

(6)$-G-G-M-D-D-N-§

1 .
(S-R-R-M-M-D-D-§

Murclmns-cakras 2 & 3
(Horizontal) (1) S-R -G-M- M D-N- S

(S5-G-G-M-P-N-N-§
(3)S$-R-R-G-P-D-D-§

l L]
@4S-R-G-M-P-D-N §

Bhairava
Miyamalava
gaula

?
Rasikapriya
?

?
Madhumada

Simhendra
madhyama

Lalita Ahira
?
?
?

?
?

Lalita-Bhairava
?

Chalanita

?

?

?

Todi

Subhapantu-
varali
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(6)$-G-G-M-D-D- N-§

1 .
(S-R-R-M-M-P-D- §..

1 .
sS RG M PDNS

(Vertical)
1 B
(5-G-M-M-P-N -N-§
(3S-R-G-G-P-D-D-§

l L
4 S-R-R-M-M-P-N-§

1 .
(5S-R-G-M-M-D-N-§
6)5-G-G-M-D-N-N-§
() $-R-R-M-P-D-D-§

Marchana-cakras 4 & 5

(Horizontal) (1y S- R-G-M-P-D-N-§

1 .
¢5)S-R-G-M-M-D-N-§

?
?
?
?

Purabi

Kamavardhini

?
?
?
?
?
?

Lalita-Marwa

?
?
?
?

Kanakarigi

?
Suryakanta
?

?

?

Senavati

?
Latangi

Lalitakhamj
?
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6)S-R-G-G-P-D-N-§

1
() $+R-R-M-M:D-N-

wa

(Vertical) (1) S-R-G-M-P-D-N.§
1 .
2)S-R-G-M-P-N-N-§
(3)S-R-G-M-D-D-N-§

4)S-R-G-M-P-D-N-§

(5)S-R-G-M-M-D-N-§
(6)$-G-G-M-P-D-N-S§

t .
(W S-R-R-G-M-D-D-§

Mairchani-cakras 6 & 7

(Horizontal) (1) S-R-G-M:P-D-N-§
1. .

) S:R-G-M-M-D-N-§

(3) 8-R-G-M-D-D-N-8§

, B | . )
(4)S-R-C_i-M-P-D-l\_I-S

() S:R-G-M.P-D-N-§

0 e N D

Dhenuka

?
Citrambari
?

?

?
Sapmukha-
priya

?
?
?

Salini

?
Kiravapi
?
?

?
?

?
Hemavati
?

98

Bakulabharaga
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(Vertical)

(3 S-R-G-M-

gn—

1

D

. 1 .
©6S-G-G-M-P-D-N-8§

("S-R-G-G-M-D-D-§
(1) S-R-G-M-P-D-N-§

1 .
($-G-G-M-D-D-N-8§

S

(49 S-R-G-M-P-D-N-§

(5 S-R-G-M-M-D-N-8§
(6)S-R-G-G-P-D-N-§

() S-R-G-M-P-D-N-§

Mirchani-cakras 8 & 9

1 .
(Horizontal) (1) S-R-G-M-M-D-N-8§

@S RG GPDNS
(3 S-R-R-M-P-D-N-§

1 .
4 S-R-G-M-P-D-N-§

1 .
(5)S-G-M-M-D-N-N-8§

?
Kosala

?
?

Ahira-Bhairava
Cakraviaka

N =D D D w2

? Sarasangi
Lalitakapi

?

?

?

Madhumada

Dharmavati

Lalita Bilawal
?

?
?

?

Ratnangi
Marwa
Gamana$rama

?
?
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(Vertical)

(Horizontal

&
Vertical)

M-13

() S-R<G-M:P-D-D- §...

1

()S-R-G-M-M-P-N- §...

1 Z

1

(1))S-R-G-M-P- -S

g
1z

1 .
(2)S-R-M-M-P-D-N-§

3S-G-G-M-P-D-N-§

l .
@4 S-R-R-G-M-P-D-§

1 .
() S-R-G-M-M-D-N-§..

6)S:R-G-M-P-N-N-§

(»S-R-G-M-D-D-N-§

Mirchana-cakra 10

() §-R-G-G-M-D-N-§

()$-R-G-M-P-D-N-§

3 S-R-G-M-P-D-N-§

l .
(4 S-R-G-M-D-D-N-§

?
Jhasdkaradhvani
?

?

?

Bhavapriya

?

?

?
Vagadhifvari
?
?

Lalita Todi
?

?
Naganandint

?

?

?
Gaurimanohari
?

Natakapriys

?

?
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1 .

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

6)S-R-G-M-P-D-N-§.. ?
Carukesi

1
() S-R-G-M-M-D-N-§ Lalitasavari
?

Mirchana-cakra 11

(Horizontal 1) S-R-G-M-P-D-N-8§ Bilawal

& Dhiradatkara-
Vertical) bharapa
()S-R-G-M-P-D-N-§  Kipi
Kharaharapriya‘

3S-R-G-M-P-D-N-8 Bhairavi
Hanumattodi

1 .
(4 S-R-G-M-P-D-N-§  Kalyani

Mechakalyagi
(S-R-G-M-P-D-N- §.. Khammsj

Harikamboji
(6) S-R-G-M-P-D-N-§  Asavari

Nata Bhairavi

l L]
(S-R-G-M-M-D-N-8§ Lalita Bhairavl

?

Notes: The Northern names of ragas appear above and their
Southern names below in the brackets. Signs of interroga-
tion indicate non-prevalence of r3gas either in the North or
in the South or in both.



* 2,

.11,
* 12,
* 13,

14.

*15.
* 16.
*17.

18.

APPENDIX—III

72 Riagas of Venkatamakhin

Kanakangi
Ratnangi
Gznamirti
Vanaspati
Manavati
Tanartupi
Senavati
Hanumattodi
Dhenuka
Natakapriya
Kokilapriya
Riupavati
Gayakapriya
Vakulabharana
Mayamalavagaula
Cakraviaka
Siryakanta

Hatakambari

S-R-R-M-P-D-D-§
S-R-R-M-P-D-N-8§
$§-R-R-M-P-D-N-§
S-R-R-M-P-D-N-§
S-R-R-M-P-D-N-§
S-R-R-M-P-N-N-§
S-R-G-M-P-D-D-§
S-R-G-M-P-D-N-§
S-R-G-M-P-D-N-§

S-R-G-M-P-D-N-§
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* 19,
* 20,
.21,
*2,
* 23,
24

25.
* 26.
.27,
* 28,

. 29.

* 30,

"3h

32

33.
* 34
* 35,
* 36.

3

38’
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Jhadkaradhvani
Nathabhairavi
Kiravapi
Kharaharapriya
Gaurlmanohari
Varugpapriya
Mararailjini
Carukefi
Sarasangi
Harikambhoji

Dhirafaiikara-
bharaga

-Nzgapandini

_Yagapriya

Rigavardhini
Gangeyabhiisapl.
Viagadhifvari
Salini
Chalanita

Salags

Jalargava

S-R-G-M -P-

1o
v .

'z ©O

S-R-G-M-P-

0

7,3

S-R-G-M-P-

10

12 Z

S-R-G-M-P-D-N-§

SeR-G-M-P-D-N- §

S-R-G-M-P-D-N-§

S-R-G-M-P-D-N-$§

S-R-G-M-P-D-N-8
S-R-G-M-P-N:N-.§
$S-G-G-M-P-D-D-§
$-G-G-M-P-D-N-§
$-G-G-M-P+-D-N-§
$-G-G-M-P-D-N-.§
$-G-G-M-P-D-N-.§
$§-G-G-M-P-N-N-§
s-g-R-ﬁ-P-p-D.k

S-R-R-M-P-D-N-§
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39,

40.

41.

42,

43,

* 4,

* 45,

47,

48.

49.

50.

» 51,

52.

* 53,

54.

55.
* 56.

* 57.

* 58,

Jhalavarali
Navanita

Pavani
Raghupriya
Gavambodhi
Bhavapriya
Subhapantuvarali
Sadvidhamargipi
Suvarpangi
Divyamani
Dhavalambari
Niamanarayagi

Kimavardhini

. Ramapriya

Gamanzérama
Vi§vambhari
Syamalangi
Sanmukhapriya

Simhendra -
madhyama

Hemavati

S-R-R-M.P-D-N-§
S-R-R-M-P-D:N-§
s-g-R-ﬁ-P-D-N-é
S-R-R-M-P-N-N-§
S-R-G-M-P-D-D-§
SeR-G-M-P-D-N-§
S-R-G-M-P-D-N-§
S-R-G-M-P-D-N-§
s-g-q-ﬁ-P-D-N-é
S-R-G-M-P-N-N-§
S-R-G-M-P-D-D-§
§-R-G-M-P-D-N-§
S-R-G-M-P-D.N-§
S-R-G-M-P-D-N-§
$-R-G-M-P-D-N-§
S-R-G-M-P-N-N-§
S-R-G-M-P-D-D-§
S-R-G-M-P-D-N-§
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* 59,

60.

61.

62.

*63.

* 64.

*65.

* 66.

-67.

68.

69.
70.

* 71,

* 172,

Note :

THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoOL. xLIV

Dharmavati
Nitimati
Kantamangi
Rsabhapriya
Latangi
Vacaspati
Mecakalyani
Citrambari
Sucaritra
Jyotisvarupipi
Dhatuvardhini

Nasikabhusani
Kosala

Rasikapriya

S-R-G- M-P-D-N-§
S-R-G- h-P-y-N-é
S-R-G-M- P-D-D-§
S-R-G- h.P-g.g.é
SRGMPD N S
S-R-G-M-P P-D-N-§
S-R-G-M-P-D-N-§
S-R-G-M- P-N-N-§

.G-M-P P-D-D-§
$-G-G- M- P-D-N-§
S.G-G-M-P-D-N-§
$-G-G-M-P-D-N-§
s-g-e-ﬁ-r D-N-§

1

S-G-G-M-P-N-N-§

The 37 ragas marked with asterisks are melodically of

superior order.

inferior order.

The 35 unmarked ones are melodically of



A COMPUTERIZED CATALOGUE OF KARNATIC MUSIC
Dr. William Skelton, Colgate University, U.S.

In 1963 when I first had the opportunity to address the Madras
Music Academy, I spoke on the subject of electronic music gnd 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 Sangita Catalogue 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 Rahu nor will they bring everlasting joy to Kinnara.
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. Oaly very recently has the 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 its PDP-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 progtam 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, thg
storage and fast retrieval of vast amounts of data.

To make this potential a bit more readily understood, imagina
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 * supertape "> 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 Sangita 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 Muthusvami
Diksitar and S'yama Sastri.

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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1) Easy readability

2) Consistent spelling

3) Easy editing capability

4) Easy operation by persons with limited
computer-knowledge

This led to the selection of the computer-language called “COBOL"™
which has the capability of fulfilling these criteria. Yes, computers
speak to themselves in special languages which have, little if any,
relationship to our verbal languages. While they can be and are
instructed in Roman characters via a teletype, they immediately
convert these characters into their own languages for storage and
manipulation.

It was also decided that initially our record would
contain 34 elements of description for each composition. These
were to be contained within five lines of type totalling
360 characters. The top of the third page of examples
in the sheets handed out displays a record of Tyigaraja’s
composition, Balamu Kulamu. You will note that the
description listed immediately below this entry pinpoints the exact
location of each of these data. Obviously, to meet our arbitrary
space-requirements of 360 characters, some items, such as form,
subject-matter, special form-information etc. had to be coded.
Coding posed a secondary accuracy problem in that codes must be
easily decodable and must be safeguarded from duplication or
inaccuracy, To solve this problem, a special group of files were
constructed that contain a listing of all items likely to reappear
often in the development of this catalogue. The computer was then
instructed to look through these files each time a new entry was
made and to check the entry for accuracy. If the word cannot be
found, the computer is instructed to search for the word or words
most like the new entry. It will then ask the operator to check his
or her entry to see if it was, in fact, accurate. As an example, if an
operator was adding a composition by Tyagaraja to the file and the
operator spelled the name ¢Thyagaraja,” the computer would
immediately ask if he or she meant Tyagaraja (without the H). Of
course, the operator would correct the entry. The same procedure
is followed for each item entered in the catalogue®.

1. As a special sub-program, the computer was also instructed to record

mistakes and to automatically correct them, should they again b¢
repeated.

M—14
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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 Tyagaraja named Sri Raghuvara, are
entered with Bhairavi Raga being 01; Kambhoji Raga being 02 ;
and Sarnkarabharapa Raga 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 instrus
mental, the work °instrumental’ will appear, instead of the name
of a language. Mela and Raga are self-explanatory except to note
that papns are entered with a P preceding the name (P-Gandharam).
In the case of pams, the equivalent raga mela is automatically
entered. Ragamalika .is entered as such. Of course melas are
omitted.

The definition of form posed a greater problem. It was decided
that the form-name, such as kriti, kirtana, 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. Svaras 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 pallavi, 2 in the anupallavi and 4 in the carapam, Likewise, it
indicates that each of the pallavi and the anupallavi has one musical
line and the svaras are usually sung before a 2-line carapam.
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 divya-nama kirtana,
paﬁca,rama kirtana, utsava-sampradaya 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 codés 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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all of those elements that scholars wish to have stored ? While
every attempt was made to anticipate every one’s needs, it is a
certainty that some data will be missing. Since the program is
Aexible, this paper encourages its readers to make recommendations
for any and all changes that seem appropriate, Later, such revision
will become increasingly difficult though not impossible.

A second problem encountered in the building of this program
is an old one, namely, language and language-conventions. The
question can be fairly asked, why this catalogue is not in an Indian
language? This is a limitation of the computer and not the authors.
Most, if not all, computers use Roman characters as their basic
letters. However, even now we are experimenting with a program
that will give us the capability to cast the first line of music in its
original notation and language. In fact, we plan to develop a
program that will automatically record and play back the first line
of music in its original sound.

It will be noted that the computer is extremely careless with
its capitalization. In fact, it capitalizes all letters. This weakness,
coupled with the absence of any diacritical marks, made it necessary
to modify the Romanized convention of notation. In the examples
you see, in the sheets I have handed out, capital letters equal a
comma rather than the more wusual semicolon. Despite this
compromise, the record is fairly easy to read.

The absence of diacritical marks also compounded the problem
of following proper language-conventions, especially where long
vowel sounds are required. It is hoped that the addition of an
overwrite system will bring us in line with accepted conventions.

Some general decisions became necessary as the program devel-
oped. Since there is no complete agreement upon what is the
definitive catalogue for any composer, it was felt that the Sasgita
Catalogue should be all-inclusive rather than selective. Hence,
if two authorities disagree on the authenticity of a work, both
opinions will be entered and a proper remark added to pinpoint
these differences of opinion. Further, if some detail of a given
work is differently defined by two authorities, both versions will be
entered and noted in the remarks-section. This policy has the
advantage of identifying different traditional schools. Corrolary
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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 ail 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 cataiogue.

More subtle usages of the Sasigita Catalogue 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 ragas, talas, 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 ragas, 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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produce. All of these printout, asthey are called, are based upon
the Tyagaraja-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 Tyagaradja 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
Tyagarija in raga Saveri, tala Adi. This example again
took less than a second to prepare and 15 seconds to
print. There were 10 items.

Problem 3. Bven 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 becalled upon for study and analysis.

Finally, it must be made clear that the Sasigita 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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THE CONCEPT OF SRUTI AS RBLKTED TO SVARA—
A TEXTUAL AND CRITICAL STUDY

R. K. Shringy
Banaras Hindu University

The concept of s'ruti as related to that of svara forms the very
basis of understanding the Grama-marcchana system, as originally
propounded by Bharata, eéxpounded by Matafnga and represented
by Abhinavagupta, Saragadeva-and the subsequent writers such
as Kumbha etc. It seems that historically the perception of svara
is prior to that of §ruti, and that the concept of §ruti was necessitat-
ed by the need for an adequate apprehension, analysis and appre-
ciation of tonal phenomenon ; both for the sake of understanding
and for an effective and creative endeavour. Music is as old, in
the history of civilization, as speech, if not older; and its signifi-
cance in the development of human personality from pre-historic
times is of no less importance ; for, the revelation of the Vedic
hymns was almost immediately accompanied by the need for
their employment in the sacrificial form, giving rise to Samagana.
Tracing the origin of Naty§astra, Bharata states that the creator
‘“extracted the Pathya (verbal text) from the Rgveda, Gita (music)
from the™Samaveda, Abhinaya (action) from the Yajurveda and
Rasa (aesthetic delight) from the Atharvaveda”.* And it was in
the perspective of the origin of dramatic arts, that the phenomenon
of music and dance was first comprehended. Consequently,
aesthetic delight was recognised at the outset as the distinguishing
characteristic of musical sound. Therefore, when a scientific study
of music was first made, prevalent practice and the natural
perception of tone on the basis of delightfulness formed the primary
data for investigation, systematic formulation and adequate
comprehension. It is quite in this context that Bharata’s statement-
«Tones (svara-s) are organised into the Grama through Jati-s and
and §ruti-s ’-*—becomes significant. Thus what was spontaneously
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perceived in the Jati-gana was tonal movement i.e., the svara-s;
which after an analytical investigation were organised into grama
on the basis of their druti-content. So, we find that the concept of
s'ruti 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 tome, Sardgadeva,
improving upon the definition, as it were, made it explicit when he
said: < Immediately consequent upon s’ruti, 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, §ruti 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 pot 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, specjally the ancient Indian
Music, for, even in India there are people who think that they can
easily do away with the corcept of Sruti altogether, and yet be able
to explain the structure and the technique of modern Indian music.
Strange as it might seem, §ruti does not find any significant mention
in its technical sense in the Pauranic tradition. Griama, mircchans,
jati, svara etc. constitute musicological terminology in the Vayu
Purapa, the Markandeya Purapa and the Vispudharmottara Purana.*
This would suggest that there had ever been two different traditions
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of musicologists with reference to the concept of éruti, one consider
ing it as the pivot of Grama-Mircchana system and the other
fgroring it completely.

This does not however mean that the concept of £ruti 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 §ruti, and this can be done by investigating
the relationship of $ruti and svara, and thereby determining the true
function of éruti 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 re-inter-
pret the relevance and validity of the concept of §ruti 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 §ruti-s to the same svara-5; or, there is enough scope for
stodying the outlook of ancient writers on music such as Bharata,
Dattila and Mataiga to formulate the right opinion regarding
the $ruti-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 druti 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 sruti :

The word §ruti, as it is well known, is derived from the Sanskrit
root Sru, ¢ to hear’, etymologically by Mataiga® as well as Sariga-
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deva.* * Srfiyataiti§rutih” i.e., ‘that which is heard is fruti’. Now,
what is it that is heard ? Does it imply that whatever is audible,
musical or unmusical, is §ruti? Or does §ruti, in whatsoever general
terms it might be defined, have a particular signification? Bharata
speaks of druti in the context of the constitution of Grama ; so we
have to look to Mataniga and Sarigadeva, to answer this question;
for, even Abhinavagupta’ echoes Bharata when he says: ¢ There are
two grama-s, Sadja-grama and Madhyama-grama; and twenty-two
§ruti-s are established here, in one tome-cycle (i.e., Saptaka}”.
Incidentally, it may be noted that he too considers that the function
of §ruti is to constitute Grama,

Matariga seems to present the concept of éruti in a ‘systematic
way ; for, obviously in his time this was perhaps the burning issue in
the field of musicology. He begins with the literal meaning of the
term, Srifyanta iti srutayah’, ‘the sruti-s are so called because they
are heard.” So primarily, §ruti to him, denotes ¢ sound’, the object of
hearing. Then he refers to the fact that,  §ruti is either considered
to be one or many ’.* implying that it all depends on the connotation*
of the term ; for, the word §ruti was quite differently understood by
different scholars or schoolmen as it appears from his discussion
with regard to the number of §ruti-s.

To Matanga, therefore, §ruti as understood in its primary sense
of the ¢audible sound ’ is one only.® And he supports his contention
by quoting Vi§vavasu who says that, “ because it is perceptible by
the sense of hearing, sound only can be §ruti.”’*® But Vi§vavasu
does not seem to be limiting the connotation of the word §ruti to its
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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, ©$ruti
is two-fold according to the standard notes and the intervening ones
(Antara-svara-s) with which it is associated.’*  But those who
consider the §ruti to be three-fold either on the ground of three
registers or three-fold perceptual insensitivity as quoted by Matanga!*
do not seem to make an advance on the one druti-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 §ruti to be four-fold on the basis
of the different physiological conditions makes some advance upon
the three-old §ruti-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 §ruti, and therefore fails to
accord distinct individuality to different §ruti-s.

Bharata has spoken of three types of tones viz.,, having four
§ruti-s, three §ruti-s, and two §ruti-s, in the context of wind
instruments with reference to the technique of playing upon them."
Presumably on this basis some flutists, according to Matadga,
consider §ruti-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 $ruti-s. It is obvious that
to the flutists only nine $ruti-s were real, for they could produce the
notes of the octave with this understanding. Therefore, once again
we find that $ruti-s are conceived in order to produce the svara-s
accurately and for obtaining their modified forms such as Antara
and Kikali referred to earlier in the two-§ruti-views. However,
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apart from the technique of the wind instruments, Bharata himaself
implies twenty-two $ruti-s in a scale; for, there are three notes with
four §ruti-s, two with three and two with two §ruti-s each in §adja~
grama.

It is interesting in this conext to consider the view of Dattila
whose work is believed to be earlier than that of Mataniga, and who
is considered to be a close follower of Bharata. He says: * Higher
and higher notes in the high register (Tara-sthina) are on the vipi
lower and lower. Thus the differences of sound are called s$ruti
because of their auditive perceptibility. With some of these (§ruti-s)
one sings in all songs. Those (§ruti-s), however, which have become
notes' will be considered here.”’* Thus auditive perceptibility of
differences in pitch forms the essential characteristic of the tonal
perception called §ruti by tbe ancients. And then it is also notable
that in a given scale of notes, it is some of these very minute
intervals that are recognised as svara-s. This view enlightens us
regarding the relation of gruti and svara.

Then Matanga quotes Kohala, who is even earlier than Dattila.
He affirms that éruti-s are twenty-two in number, also censidered as
sixty-six by some ; or otherwise they are infinite.”® Thus, as far as
the difference of pitch as determined by auditive perceptibility is
concerned, the one prominent view held by distinguished musico-
logists was that of twenty-two $ruti-s, because all other views are
either partially applicable or not based on pitch-value, and therefore
non-musical in their orientation. The view of sixty-six érutis is only a
projection of the former and is obviously superficial.  Alternatively,
if éruti is a just perceptible ‘difference in pitch, there can hardly be
any limit to such sounds. So the view maintaining an infinity of
$ruti-s called for a need for a clear and precise definition of the term
in the essential sense of perceptible difference in pitch. Of course

14, IAVWARET Ao araqQe: |
£ wfriade mun%gﬁxé&m: e

7 SifRITT Ma=y giehifg
R T 3 A eceEgeenrd 1 9o )
Dattilam
15. zfiaf Ifggmdy (3ge:) gRrmIRTIIA )

qsfRfi: @g Ifgramesans sRivela o
Brhaddesi.




P1s. 1-1v} CONCEPT OF SRUTI AND SVARA 117

§ruti-s cannot be considered infinite ; for, the function of $ruti-s is
to constitute the musical scale and to determine the position of the
seven tones in it ; so, if the §ruti-s have to discharge this function,
their number has to be limited ; then only they can be used as units
of a group.

But, how is it that the §ruti-interval came to be perceived?
In other words, does the name druti correspond to an objective
perception? Kumbha, who is, in a way, a commentator of
Sarngadeva, has pointed out two different aspects of the connota-
tion of the word ¢ §ruti’. He says, ‘‘ the word $ruti can be derived
from the root Sru, either as an abstract noun, referring to listening,
or as a verbal noun, referring to the object of listening. In other
words, §ruti also denotes a perceivable difference of pitch. This
was derived in the first instance in the form of the diflerence of
pitch-value between the Paficama of Sadja-grima and that of
Madhyama-grama by Bharata.'* And this difference of auditive
perception was designated by him as Pramapa Ssruti. In other
words, in the perception of that difference in pitch value, he found
a proof of the perceptible existence of a tonal factor that constituted
tones or determined their position in the scale. Consequently
Kumbha echoing Abhinavagupta points out that the function of
§ruti is to distinguish between the Grama-s'*. Matanga perceives
in this difference of pitch a measure of tonal content called 4ruti.
Thus the discovery of the pramana sruti set the ball rolling, and it
was found that all the tones were actually to be arrived at through
two, three or four perceptible factors, bringing the total number
of such tonal factors to twenty-two in a scale. Regarding the
objecti've validity of the concept of §ruti Dr. B. C. Deva has
referred to a laboratory experiment conducted by Ellis in England
in the 19th century. The experiment proved that ¢‘ the number of
rough steps of pitch which can be distinguished in an octave are
about 22;”!" and also that the difference in any sensation which
can be perceived depends on the sensation already present in a
person.!” The effect of this accumulated sensation was known
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to our.ancients, or was taken into account in formulating the
concept of §ruti. Abhinavagupta calls it, ¢ Kramika-srutijanita-
samskara-visega.” S'arngadeva is also aware of this process, when
he himself poses the question, ‘‘Indeed if such éruti-s as the fourth
etc. are admitted to be the cause of svara-s, how can the other
§ruti-s such as third etc. be considered as their cause?’’, to which
he answers : “ Such a $§ruti, whether fourth or third etc, is deter-
mined only with reference to the preceding §ruti-s ; therefore, they
too constitute the cause of svara-s. >’1®

Following Matanga in spirit, S'aragadeva too considers the
s'ruti-s to be the modifications of musical sound i.e. Nada." 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 Sarigadeva’s statement to the effect that Nada arising
from the navel is differentiated through twenty-two Nadi-s, situated
in the region of the heart, the throat and the head respectively.
It is not understood in what sense he uses the term nadi. In the
Ayurvedic terminology, it is generally identified with veins,
arteries, nerves etc. So if by mnadi-s he implies observable
objects, then such twenty-two nadi-s 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 §ruti-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. Afier
him, twenty-two $ruti-s are almost taken for granted.

It is noteworthy that Bharata enumerates the concept of
§ruti in the context of subjects related to Vipa, but not among those
related to the human instrument.'*, This implies that éruti is one of
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those subjects of musicology that can be well demonstrated and best
exposed exclusively with the aid of vipa. Therefore, Sarigadeva’s
graphic description of twenty-two nadi-s in order to show the genesis
of §ruti-s, seems to highlight the Tantric influence on musicology,
the seeds of which can be found even in Matafiga. Tantra comtined
Yoga and Vedanta ; and the concept of Nada is closely related to the
philosophy of Tantra and the practice of Mantra Yoga. Probably
this can explain Sarngadeva’s hypothesis.

Although, as already stated, Vi§vavasu and Mastanga
consider ¢ Dhvani® i.e., mere ‘sound’ to be the essential content of
§ruti, Sarngadeva considers Nada i.e., ‘musical sound’ to be the
substance. However it is worthwhile to note that he does not
copsider each $ruti to be a musical sound; what he implies is that
§ruti-s do give rise to svara-s that are essentially delightful, resonant
etc. This implication is clearly brought out by his commentator
Kallingtha while he comments on Sarngadeva’s definition of $ruti viz.,
« Sravapat Srutayo matah” i.e., *sruti-s are so-called because of
their auditive perceptibility. > He says: ¢ Auditive perceptibility is
common to such extensive sounds as well, as svara, tana etc.
that are essentially resonant apart from éruti; therefore, here
indeed sruti signifies only the sound that is produced by the blow of
wind etc. in the very first instant, which is free from resonance.”*®
Thus we find that §ruti is conceived as a factor of musical sound in
the form of just perceptible difference of pitch, that is free from
resonance. So, according to Sarngadeva, as interpreted by Kalli-
nitha, ¢ 4ruti signifies a pitch-value which contributes to the
musicality of tone and is yet by itself devoid of tonal colour. ” Now
since he recognises twenty-two such pitch-values, as indeed they have
been recognised by Bharata, Dattila, Mataiga and Abhinavagupta
before him, it is also implied that the audible musical sound free of
resonance that a §rutiis, it should be capable of individual perception
and recognition, and therefore of being reproduced ; for, otherwise
they cannot be employed consciously. This leads us to the question
what the significance of §ruti is with reference to svara. But before
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one can investigate that, one must be clear about the concept of
svara.

To sum up the deliberation regarding the concept of $ruti, it
may be concluded that “sruti is that audible musical sound, a
just perceptible difference of pitch, which is free from resonance
and is capable of being individually perceived, recognised and
reproduced.” It also follows that ‘‘there are twenty-two such $ruti-s
in a given scale which are same in all the three registers.”

This very conclusion is corroborated by the process of Carup-
sarana initiated by Bharata, re-shaped by Matainga and pedantically
expounded by Saragadeva. So also, Kumbha has defined very
clearly the three-fold function of the four-fold string-movement
called Catubsdrapa. He says: * The delimitation of the pumber of
$ruti-s, gradation of pitch with reference to tones and the compre-
hension of Kakali etc. (constitute) the functions of the string-
movements (sirapas)®’. The process need not be re-stated here ;
but it confirms, by actual demonstration, the number of §ruti-s
being twenty-two, and also the fact that s'ruti-s are musical sounds
just audible.

2. The concept of Svara

The concept of svara does not confront us with much difficulty;
probably, because of the universal recognition of the tones, and
also due to the inherent qualities that distinguish it. It has already
been pointed out that the concept of svara was as naturally for-
mulated as spontaneously it was perceptible. Dattila, as already
pointed out, has said that some of the $ruti-s are considered as
svara-s. If this is read in consonance with Bharata’s concept of
three types of tones constituted by four, three and two §ruti-s,'',
we are led to think that some of the $ruti-s attain the position of
svara-s. Thus, although no categorical difference is conceived
between $ruti and svara, it yet remains to be defined in what way
they are different, or perhaps they are neither categorically different
nor even identical.
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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 §ruti-s arise the svara-s>’,"
and this may be read along with his statement that all the $ruti-s

pertaining to a particular svara are responsible for its mani-
festation,.’*a

Obviously he does not imply that fruti-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 §ruti-s to the note-sruti i.e., the druti that becomes
the svara; in other words, by Samskara-pradana ie, by the
inheritance of the residual effect. It is notable that svara-s arise
out of §ruti-s in the groups of two, three and four; but they do

so only in groups: in other words, no single §ruti can become
or produce a svara.

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

Sarngadeva defines svara, detailing its different characteri-
stics—*‘Immediately consequent upon $ruti, 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 Saragadeva
harbour a difference of opinion with respect to the first character
of the tone. Kailinatha thinks that in case of Sadja, for example,
tonality is derived from the resounding of the fourth éruti*® In

22, yfeva; &g; @

Sangita Ratnakara I. 3. 23
22a. See Note 18 on p. 118.

23, ygAatd, yywgerRafamaggansrraiwt  we-
e |

ibid. p. 82
M-—16 P



122 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOE. XLIV

other words, in the expression Srutyanantarabhavi (immediately
consequent upon the sruti), the term gruti, refers to that particular
druti which is capable of resounding into a note and which is
technically called svarasthana. Simhabhipila, however would
consider the first druti bereft of resonance as §ruti and the fourth
éruti giving rise to resonance, a svara.™

However, the suffix <bhavi’ in this expression is suggestive
of possibility and refers to possible resounding vibrations of a
sruti and therefore precludes any interpretation to the effect that
every fruti can resound or be a svara. The difference of opinion
between the two commentators leads us to two theories—

(i) That svara manifests itself as the resounding vibration of
the fourth §ruti of Sadja, and therefore svara can be said
to be the effect of §ruti and is therefore to be conceived
as different from it.

(i) That the fourth §ruti of Sadja is itself a svara, since it is
capable of resounding.

To Simhabhiipala, there are four distinguishable sounds, the first
three being devoid of resonance and the fourth oae being capable of
it. Therefore, the resounding §ruti, for him, is not quite different
from svara.

So we have two types of §ruti-s, the resounding $ruti-s atd the
unresounding §ruti-s. R. Sathyanarayana in his paper entitled
¢ Sruti, the Scalic Foundation’ identifies these two types with
Svaragata and Antaragata éruti-s of Vi§vavasu.* But, it would be
technically more accurate to identify the resounding éruti as
svarasthana-sruti and to refer to other éruti-s merely as éruti-s.
This finding will be helpful in establishing a proper understanding
of the relationship of §ruti and svara.
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Delightfulness indeed is related directly to resonance that bringa
about spontaneous perceptibility ; and therefore, the tonality of the
notes is primarily in resonance. Matafiga derives the word svara
from the Sanskrit root Rajr, < to shine’, with the prefix sva (itseif),
meaning ‘that which shines by itself,’** i.e. which is spontaneously
perceptible and needs no other means to manifest it. He then
defines svara as delightful sound*®" and cites Kohala in his support to
the effect that ¢ colourful sound is known as tone.”* So we have,
spontaneous perceptibility, delightfulness, resonance (i.e. \ the
overtones, the sound, vibrations immediately following the note-
éruti), and softness as the four essential elements, aspects, or
dimensions of svara.

Now the question is, how many of these effects are shared by
gruti ? Spontaneous perceptibility, resonance and delightfulness are
positively denied to it, while softness may be attributed to it since
it has musical sound for its content. Then, how do these attributes
manifest themselves, when svara-s are said to arise from $ruti-s?
One explanation is Samskara-pradana i.e. each fruti transmits its
residual effect to the next and the attributes of svara arise as a result
of the cumulative effect of all the s'ruti-s of a note climaxed by the
note-§ruti. Thus, we may conclude that even though no single
fruti can manifest by itself the attributes of svara, they are never-
the less produced by them cumulatively. Svara, is therefore neither
identical with, nor different from $ruti. But svara can however be
identified as the sum-tetal effect of the druti-s of which it is
constituted ; in other words, a number of $ruti-s together produce
the effect which is called svara ; or otherwise, a group of fruti-s in
temporal sequence manifests svara. In that sense tonality may be
conceived as inherent and Jatent in the §ruti-s which manifests itself
according to the manner of their grouping just like the atoms coming
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together to form into a molecule. Each éruti may thereby be
considered to be charged with the power potency of tonality.

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

3. The relation of svara and Sruti :

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

“Of the $ruti-s (as related to svara-s) they characterise (the
‘relation) as identity, appearance, resultant, transformation
and manifestation.”**

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.?® Thus, the identity of éruti 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
§ruti 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.>*

29. awgred T Radeq widred ainfaar |
atfasgsaar Tl yeftar af@eid 0 3o 0
ibid.
30, fPAveRgsAASgIN R |
WO ARy WRrsgFARATR: W 33 0
ibid.
31, wmmfEsaraaR eTgEeg fMvan

sfdgm aigred Se frsafa n s o
ibid,



P1s. I-IV] CONCEPT OF SRUTI AND SVARA 125

ii) Resultant :

If g'ruti and svara, being made of the same material, cannot be
related in identity, then perhaps the §ruti-s can be taken as the cause
of svara-s, and svara as the result of §ruti. This view implies a
relation of cause and effect, the effect being different from the cause.
Matanga illustrates the point by the analogy of a pot being produ-
ced from mud with the help of arod.** Mud is considered to be
the material cause and the rod to be the efficient cause of the pot.
Now, it is a well-known fact that the material cause co-exists with its
effect, and Matanga argues that. sruti-s cannot be conceived as
producing svara in this sense as §rutis do not co-exist with svara®®
i.e., in other words, svara manifests only after the §ruti has ceased
to be. This contention justifies the inference derived by Kallinatha
that tonality lies in the resonance of the note-$ruti. Thus, §ruti
and svara cannot be related as cause and effect.

(iii) Appearance :

If §ruti and svara cannot be related as cause and effect, it is
obvious that svara is not a product at all ; and yet the phenomenon
of svara is there. Can we therefore say that svara is only a projected
image of the $ruti-s just as face is reflected in the mirror ¢ The
face reflected in the mirror is merely an appearance and has no
existence of its own, being the image of the object outside the
mirror ; but, svara is perceptible by itself; svara therefore belongs
to the same order of reality as §ruti. Matanga, therefore, concludes
that this view does not accord with facts ; for if svara is taken to be
a projection of gruti it cannot in any way be different from it
essentially ; and moreover, the perception of svara would become
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illusory;*® whereas, it is observed in fact that svara is categorically
different from éruti.

As a matter of fact the appearance-theory is based on the
Vivartavada of Advaita Vedanta which is concerned with explaining
the fact of phenomenal world as a whole ; whereas, the perception of
éruti and svara is essentially relative and empirical and cannot
therefore be explained in terms of the relationship of the absolute
and the relative. However the essential feature of Vivartavada is that
it explains change without admitting any modification -in substance.
This would accord with Sudhdkara’s view that the note-§ruti itself
becomes manifest as svara, so that svara, though appearing to be
different from §ruti, is yet not different from it in substance. But,
Matanga seems to consider the change involved to be substantial as
he contributes to the transformation-theory.

(iv) Transformation :

«“ No doubt” says Matanga, * Sruti-s undergo a substantial
transformation in the form of svara, as milk is transformed totally so
as to form into curds. *’** Obviously, in this view, svara is considered
to be essentially different from §ruti. It is only the protagonists of
Arambhavada i.. the Naiyayikas who admit the effect to be
different from an inherent cause (i.e. Samavaya-karapa) which is the
same as the material cause. Others admit the effect to be different
from an efficient and aggregative (sarisyoga) cause. Here Mataiga
seems to be advancing the view that $ruti and svara are in Samavaya-
relation ; for Samyoga, a mere aggregate of §rutis, cannot produce
svara, as pointed out by Kumbha.** The §ruti-s have to be ina
particular order of succession in order to produce a svara.
Moreover we cannot have an aggregate of §ruti-s like a bundle
of threads, since they always occur in a temporal sequence. The
Samavagya-relation implies that ¢ the effect inheres in the material
cause as a quality may be said to do in a substance. The insistence
that produced things are not only in time and space but also
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abide in Dravpas is noteworthy.”*” If, therefore svara-s are
conceived to be inherent in the fruti-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 4ruti-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 §ruti 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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of the inherent or (iii) that creation represents the appearance of
the real. The last of these views cannot probably be applied to
explaining the relations within the empirical field. So, we are left
with only two alternatives viz, that of substantial change and
transformation or manifestation.

The theory of substantial change implies that §ruti-s are
evolved into svara-s, while that of transformation implies that
gvara-s are involved into sruti-s. This analysis resolves the
problem. There seems to be no categorical difference in the two
viewpoints that describe the same relation in different terms, from
two different ends. Therefore, the utility of bringing in these
theories for explaining the relations of svara and §ruti can as well be
questioned. As a matter of fact §ruti and svara are no absolute
entities and both have musical sound i.e., Nada as their substance.
So, there is no difference as far as their substance is concerned.
Therefore, it will be irrelevant to conceive of any substantial
change taking place in between them. Nada, as modified into
twenty-two forms called sruti-s, variously crystallises to appear as
seven tones. Therefore, s'ruti-s arising into different groups in
temporal sequence give rise to self-perceptible tones. Since $ruti-s
are not substantially different from svara-s, any attempt at relating
them as cause and effect will be irrelevant. To understand the
true significance of this relation, one must not lose sight of the
fact that fundamentally we are dealing with Nada. Sruti and
svara are only two different forms of Nada, related as the digits of
the same figure, every digit contributing to the formation of the
figure in a spatio-temporal sequ=nce.

Dr. B. C. Deva’s definition that, * Sruti-s are additive
measures of pitch-relations in music,”” seems to highlight the
functional aspect of the relation of §ruti and svara. Aspects of
this relation can be defined but no definition would perhaps be
adequate ; for, §ruti and svara are related as the constituent parts
integrated by a temporal sequence into the dynamic whole, and
are neither different from nor identical with each other.

39. B.C. Deva, Psycho-acoustics of Music and Speech, p. 121.
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[Dr. Kedar Nath Bhowmick was born on November 9th, 1940,
at Coochbihar in North Bengal. His father shifted to
Banaras, and devoted himself to the cause of promoting
Hindustani music. Kedar Nath developed an -early
interest in music and began his formal studies of
Tabla at the age of five with Shankar Singh. After
five years he was brought to Pandit Vasudeo Prasad with
whom he studied until the latter’s untimely death. Pandit
Prasad was perhaps the first to study and master all four
major schools of tabla - playing. By the age of 15
Bhowmick was selected as an A-grade AIR artist and has
accompanied many eminent vocalists and instru-
mentalists and took many prizes. Dr. K. N. Bhowmick
has also distinguished himself in modern education.
He took his Ph.D.in Mathematics from Banaras Hindu
University in 1964 where he has been a lecturer since 1962.)

It is historically known (Gosvami, 1959, Chapter XXVII) that
Tabla occupied a prominent place among the musical instruments in
Arabia, long before the birth of Islam. In ancient Arabia, Tabla
was a popular folk instrument used by women. It is said that one
Tubal, son of musician Jubal in Arabia, is the inventor of Tabla,

In fact the word Tabla is derived from a generic word Tab!

°(Bhatt, 1955) in Arabic, which furnishes the idea of an even surface
built by means of membrane or a solid material. Hence Tabla
stands for the percussion instruments like Bheri, Dhounsa, Mardal,
Nakada etc. As such Tabla came to be used as a prefix to the drum
instruments like Tabl-nakada, Tabl-al-markab (kettle drum),
Tabl-al-oeel (long drum), Tabl-al-mukhant (hourglass drum).
Among all these drum instruments Nakada became popular in India
and it is said that Emperor Akbar was am expert in playing on it.

It seems that the Muslims must have brought with them their
favourite Tabl, but here in India they found the instruments varied
and well developed. So they improved their Tabl on the lines of
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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 Meerut) 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. It
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 took 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 conyersant in Natch-karan
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can very well accompany stringed instruments like Sitar,
Sarod, etc. For instance the poetic composition ¢ Jai Ganesh Giri-
japatinandan Bighna-binashan Gananayak Baradayak Gunasa-
gar Gaja Sundal Seek Dantghi Ntaghin Taghirta Dha* conveying the
prayer of Lord Ganesh will be reproduced by the following Gat in
Tabla, subject to the principle of Natch-karan. {Demonstration).

Gat in Tin-taal (Matra - 16)
Sam Dhaghada Angheda Nagatira Kitataka

Pichla  Ghinakghi Natete Katagidi Gidighina
Khali Gidigina Ghinadha Kataghighi Dinnage
Pahala: Natirakitatak Dhetdhagi Nadhagina Dhaginakita

It is, however, necessary to mention that the symbol stands for
a constant timing beat for the words, constituting the compositions
of the prayer of Lord Ganesh and the Gat. The total number of
such beats in each of these compositions is sixteen which exactly fit
into Tintal. The symbol is technically known as Matra, which came
to be used with the other compositions of Tabla later. The terms
Sam, Pichla, Khali and Pahala speak about the four standard
divisions of 4 matras of Tintal.

Moreover, the mode of playing in Lucknow was further
dominated by Hund Baj of Punjab. It is said that Ustad Modu
Khan was married to a musical family of Punjab and got a set of
five original compositions in Tabla, in the form of dowry, and with
the help of these compositions he and his brother Baxu constructed
a class of compositions known as Dahej ki Chisen and symbolized
the original compositions by the name of Dahej Gat. Probably

-the composition ¢ Kat Dhete Dhagetete Katadha Angin Dha Getete
Katan ’ comes under the category of Dahej Gat, which reveals that
the players of Lucknow were equally competent in using the central
part and the border of Tabla. It may, however, be mentioned that
the mode of playing in Banaras is purely derived from Lucknow Baj
with the distinction that the compositions of Banaras Baj are biased
with the then percussion instruments like Huduk, Dukkad and
Nakada. For instance, the compositions involving the words
Bhadhipada. Gidinada belonging to Nahada, Taad, Dhadd belong-
ing to Dukkad and Trighit belonging to Huduk, have been
incorporated by the players of Banaras, leading to the separate
creation by Banaras-baj. It is well known that Pandit Ram Sahaj
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of Banaras learnt Tabla-playing from Ustad Modu Khan and he is
known to be the first man who laid the foundation of Banaras Baj.
Ustad Modu Khan, having no issue, happily disclosed all the secrets
of Lucknow Baj including Dahej Gat to Ram Sahai, a rare fortune
for an individual, which made him secure the best position as a
Tabla-player of that era. The following chart exhibits a sort of link
of the great Sahai Family and others who constitut the Banaras
school of Tabla-playing :



Pandit Ram Sahai “(Founder of Banaras-Baj)

I
Pt. Janki Sahai
(Brother of
Pt. Ram Sahai)

Pt. Gouri, Sahai
Pt. Ramasaran

I
Pt. Dargahi
(Son of Dargahi)

I
Pt. Bikku
(Son of Dargahi)

Pt. Bhairav Sahai
(Son of Gouri Sahai
and last disciple of
Ram Sahai )
|

| Pt. Gamma
(Son of Bikku )

Pt. Ranganath Mishra
(Son of Gamma)
(Disciples of Bhairav Sahai)

|
Pt. Pratappu
(Pratap Maharaj)

Pt. Jagannath Maharaj
(Son of Pratappu )

Pt. Hari Sunder alias
Bachcha Maharaj
(Son of Jagannath)

Pt. Shamta Prasad
alias Godai Maharaj
(Son of Bachcha Maharaj)

I
Pt. Biswanath

|
Kabi Chhabile
Pt. Bhagawan

I
Pt. Biru Mishra
(Sangat Ratna)
(Son of Bhagawan)
and
disciple of Biswanath

Kinnar Gharana

| |
Pt. Baldeo Sahai Pt. Bhagat

(Son of Bairav Sahai)

Disciples of

Baldeo Sahai
|

|

(Disciples of Bhagat)

|
Pt. Gokul

|
Ustad Yusuf Khan
(Son of Gokul)

I
Pt. Mahadeo Chowdhary
(Disciple of Gokul)

|

|
Pt. Bhagauti
Sahai

I
Pt. Durga Sahai
alias Nannu
(Sur)
(Son of Baldeo
Sahai) Pt. Sharda Sahai
(Son of

Bhagauti Sahai)

N I
Pt. Kanthe Maharaj

Pt. Hari Maharaj
(Brother of
Kanthe Maharaj

|
Pt. Kishan Maharaj
(Son of Hari)

] I
Ustad Ata Husain Pt. Bhairon
of Dhaka (East Pakistan) |
(Disciples of
Bhai|ron)

I
Ustad Raja Mian
and
Najju Mian of Gaya

]
Pt. Maulvi II{am Mishra Pt. Mahadeo Mishra

Disciples of Kinnar Gharana

|
Pt. Anokhe Lal Mishra

|
Pt. Nandu

|
Pt. Narottam

I |
Pt. Vasudeo Pt. Ramnath

I |
Pt. Babu Sri Ravi Moitra

Pandey Ram
I
Thakur Shanker Singh
(Disciple of Ram Nath)
Sree Lal Writer Sri Lachmi Narayan

(Disciple of Vasudeo)

Kedar Nath Bhowmick

(Son of Vasudeo)
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The chart given above clearly shows that the late Vairav Sahai
shouldered the major responsibility of propagating the knowledge
of Pandit Ram Sahai through his able students like Pandit
Biswanath Sahai, Pandit Gokul Sahai, Pandit Bhagat and his
son Pandit Baldeo Sahai. Many persons of the eastern part
of our country took lessons from Banaras school and consequently
Banaras Baj assumed a separate name of Purab Baj.

It is, at this stage, necessary to mention some of the special
features of Tabla-techniques of Baldeo, Biswanath and Gokul.

The late Baldeo was a unique sweet player and it is said that
every composition of Tabla used to appear excellently well in his
hands due to his masterly command over Banya. He used to play
the following composition of a Gat, where the words like Ghighinag
and Kikinag are produced by the dominant use of Banya, famous
by the name of Gans in techhical language. (Demonstration).

Gat in Tin Taal (Matra - 16)

Sam Ghighinagdhina Dhagetirakitdhina Taktakdhina
Ghighinadhina

Pichla Dhagetirakitdhina Ghighinagdhindhagetirakittuna
kata

Khali Takikinaga  Tinatagetirakita  Dhinaghighinaga
Dhindhagetirakita

Pahala Dhinagbighinaga  Dhindhagetirakita Dhinaghi-
ghinaga Dhindhagetirakit,

The late Biswanath was famous for using the words Ghedanag,
Gidinna in various compositions of Tabla. He was a great devotee
of Goddess Annapurna and by Her grace he created a umique
Lombilom composition, famous by the name of Sher-Jhapat. The
main feature of this composition is that it is self reciprocal by
words, and it is played in Adi Laya in Tintaal. The composition
of the following Gat rightly satisfies the necessary condition of
Sherjhapat. (Demonstration).

Gat in Tin-taal (Matras - 16)

Sam Dhadhadha Katakatakata Gidigidigidi Nagena-
nagena
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Pichla Ghighidinghighi Dindinghighi Takatata Dhanagadig

Khali Gadiganadha Tatakata Ghighidindin Ghighidin-
ghighi

Pahali Nagenanagena Digidigidigi Takatakataka Dhadha-
dha

It is, however, necessary to mention about the celebrated
word Gedinna, .produced by Biswanath on Tabla. It is said
that the vibration of Gedinna was sufficient to extinguish a big
illuminated Jhari consisting of a large number of candles. The
following composition of a Mohara involving Gedinna is due to
Biswanath. The grace of this particular piece can be well
perceived, subject to the prominent reproduction of the words
Gedinna and Kadha on Tabla (Demonstration).

Mohara in Tintaal : (Matra - 8)

Khali: Gedinna Kitatakadhatete Kitataktirkita Taktirakitatak
Pahla: Dhiridhirikitdhiri  Dhirikitdhatete = Kitatakakdha
Dhiridhirikita
The late Gokul was interested with Gat and Farad, (a class of
compositions in Tabla), involving the arrangement of the words like
‘Dha Tete Tete Dhage Tete Dhatirakita Dha Tete’, ¢ Kitdhan
Tirakitatak Dhirikita Dha Ghadan Dha Ghedanag Denatak’,
¢ Tirakit Dhet Gadigan Dhag Din Din Nag’ etc. which are really
hard nuts to crack for a Tabla-player. He was an expert in
introducing Dhirakit in wvarious compositions of Tabla. The
following compositions of a Farad suggests certain intricacies in the
arrangement of the words, as commonly observed in the composition
of Gokul (Demonstration).

Farad in Tintaol: (Matra - 16)

Sam Dhatete Tetedhage Tetedhatira Kitdhatete

Pichla  Gidinna Kitatakitrakit Dhetekitdha Genatuna

Khali Kittaktirakita Taktakit Takithi Nadhatirakita

Pahala: Dhateteghedanag Nagtetkit Dhatirakit Takdhiri-
dhirikit Dha

Intricacies in the above composition are due to the unsymmetri-
cal distribution of the nymber of words in ¢ach matra, which are not
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usually the case in the composition of a Gat ; 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 zonss corresponding to the localities by
the names of Ramapura, Piyari and Kabirchoura. Kabirchoura
school of playing may further be divided into four parts corréspond-
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
(Sarma, 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
flve compositions pertaining to these words and had a good
command over these compositions. It js 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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Various compositions of Tabla belonging to this school consist
of the words Ghedanag, Ghadan, Denatak, Kitadhan and Trighit.
The students of this school generally learn the compositions of
Mohara, Uthaan, Bant, Rela, Tripalli Gat, Chowpalli Gat, Darjedar
Gat, Ekbatthi Gat, Laggi, Gat Paran and Kabitta, Biruji’s famous
Mohara involving the words ¢ Ghetirtitatak Dhage Tete Kata Ghena
Dha’ cannot be forgotten. Compositions based on the arrangements
¢ Dhaginnad Dhagiattana Dhatit’ and ‘Dhatirakit Dha Tete Dha Tete
Kitadhateteghina ’ accompanied by charming Tihai, are played fre-
quently in the beginning of a solo demonstration in Tabla, as
Uthaan. Later, the Uthaan is followed by a Bant like ¢ Dhig Dhina
Tirakit Dhina Dhagena Dhig Tinada’ and Relas like ¢ Dha Tete
Ghedanag Denatak’ and ‘Dha Ghedanag Dha Ghedanag Dhage
Tete Ghedanag Denatak Dhira Kitatak ’. It must be well understood
that the compositions of Gat are based on the mode of presentation
of Rela. For instance, the composition of the following Gat
should be played after the second Rela, as mentioned earlier.
(Demonstration).

Gat in Tintaal: (Matra - 16)

Sam Dhadh A Dha Ghedanag Denatak
Pichla : Takghada Ndha Ghedanag Denataka
Khali Dheradhera Kitatak Takghadan Ntaka
Pahala: Din Kat Dheradhera Kitataka

It may be mentioned that Tripalii and Chowpalli Gat were obtained
from his second Guru-dev, Ustad Abid Hussain Khan Saheb of
Lucknow, and the compositions of Darjedar Gat came from Ustad
Chunnu Khan Saheb of Bareilly. The terms Tripalli and Chowpalli’
speed about three and four different stages of Laya in a particular
composition of a Gat, which was initiated by the celebrated Tabla-
player Ustad Haji Bilayat Ali Khan of Farukhabad. Darjedar Gat
is a specialised type of composition which can be presented at good
number of stages of a particular cycle. The compositions of the
type ‘Dena Dena Dena Dhagina Dhagina Dhagina Takita Takit
Takit’ and ¢ Katadhin Nagtak Dhenagina Dhenaghedanag Tirakita-
tak * may be tried for presenting at least in eight different stages of
Tintaal. Moreover, the following composition, which is played in
a single handed manner is an example for Ekhatthi Gat played in
Tintaal. (Demonstration).
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Ekhatthi Gat: (Matra - 16)

Sam Tete Tete Tate Teta
Pichla : Tete Tin Tin Tada
Khali  Ann Tena Tate Teta
Pahala: Aan Tin Tin Tin

Moreover, the compositions involving the words Dhagenadhig
Tinada Dha Dhig Dha Dha Dhi Nakit Tak Dhinadi Dha Dhi Nada
and Gidinada are known as Laggi. These compositions are very
useful for accompanying Thumri songs. It may be mentioned that
Biruji was an exponent in playing Dhadhinada.

Touches of Gat Paran came into existence when Biruji learnt
Pakhawaj from the famous Pakhawaj player Pandit Madan Mohan
of Banaras. Compositions involving ¢ Dhagin Dhatt Dhag Din
Dha Kita Takita Taka®’, ‘Kitatak Thun Thun Kitatak Thu Thu
Nakita Takita *, ¢ Kitadhin Naad Dhen Dhage Tete Ghe Ghe Tete
Takakita Dhumkit Dhumkita Dhitta’ belong to Gat Paran.

Kabitta is a poetic version based on a particular rhythm
composed by Bhagwanji, which led Biruji to compose a class of
compositions in Tabla on the lines of Natch Karan.

The late Nanduji, as a worthy disciple of Biruji, followed the lines
suggested by his gurudeb and he attained the mastery of playing
Theka and Laggi. The following composition of a Gat of Nanduji
is still- remembered with great admiration by the veteran Tabla-
players of Banaras. (Demonstration).

Gat in Tintgaal (Matra - 16)

Sam Kitatakgiddi Ghinnadanada Ghinanataghina Dhagi-
natete

Pichla : Kitdhaginadhag Tunakitadhina Dhaginadhagina
Dhagtunakat

Khali Kitdhaginadhag |Tunakitadhina Dhaginadhagina
Dhagtunakat

Pahala  Kitdhaginadhag Tunakitadhina Dhaginadhagina
Dhagtunakat

M—18
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The late Vasudeoji took his first course of study from Yusuf Khan
and Biruji 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 Kban 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
conipositions of Gat. Iheard 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 aiso 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 namesof 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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Pandit Shamta Prasad, besides learning from his father, also col-
lected some compositions from the late Pandit Mahadeo Chowdhary
(a favourite student of Gokul Ji). It is woithwhile to mention some
of these compositions played by him frequently in solo demostration
in Tintaal. The following compositions of Gat involving the
arrangement of the words used to appear very frequently in the
hands of the late Bacha Maharaj. (Demonstration)

Gat in Tin Taal : (Matra - 16)

Sam Kat Tete Tete Kata Gadi Gana

Pichla Dha Tirakita Dhatete Kata Gadi Gana
Kahli Dha Tit Dha Gidinnada

Pahala Dha Tirikita Dhatete Kata Gadi Gana

The compositions involving the arrangement of the words,
¢ Ghina Tete Dhagina Dha Te Ghina Tunagina’ as a Bant, ‘ Kjjdhan
Tirakitatak Dhirakita Dhaghadan Dhadghedanag Denatak’ and
‘Gidinna Kitatak Dha Ta Ghedanag Dha Gedanag Dha’ as Farad
was obtained from the late Mahadeo Chowdhary.

The mode of playing of Pt. Ranganath Mishra differs mostly
from those of the other schools in Banaras. He is very much
interested in playing Parans with the setting of the finger of
Pakhawaj. The compositions involving the words Dhe Tete Tagen,
Tagennatadha, Tetekatagadigana with various details of laya are
frequently played by him in solo demonstration.

Pandit Sharda Sahai started learning the fundamentals of Tabla
from his father, the late Bhagavati Sahaiji at the age of seven, but
unfortunately he lost his father at the age of 9. Consequently, he had
to seek the kind help of Kantheji who with all affections
accepted him as a disciple. Shardaji continued his studies till the
last hour of the life of Kantheji and learnt valuable compositions of
Gat and Baat. Thus, it i3 observed that the fundamentals of the
setting of fingers resembles almost with Bhagautiji, whereas the
method of presentation of Tabla mostly resembles that of Kantheji.

The following compositions of Gat reveal the marked distinction
between those of Bhagautiji and Kantheji. (Demonstration),
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Composition of Bhagautiji

Gat in Tin Taal: (Matra - 16)
Sam Kathitdha Gedinta
Pichla Tadhinta Nadhatirakita
Khali Dhatitdha Gadinta
Pahala Natinta Kitadha Dingadi

Composition of Kantheji
Gat in Tin Taal: (Matra- 16)

Sam Dhaghedanagtete Ghadandhagetete Ghedanagdena-
taknagtirakitatak

Pichla Tirakitatakta Tirakitaghedanag Dhatirakitagheda
Nagdhatirakita

Khali Ghedanagdhiradhira Ghedanagdhiradhira Gheda-

nag dentak Nagtirakitataki.

Pahala Tirakitatakta Tirakitaghedanag Dhatirakitagheda

Nagdhatirakita

Summary and: Conclusions

. The Composition of Baldeoji, as presented above, is purely
derived from Tabla.

The composition of Sherjhapat consists of the words Dha,
Gidi, Ghi, Ta, Dig and Tak of Tabla, whereas the words
Gadigan, Nagen, Kata are purely derived from Pakhawaj.

The words Ghadan, as found in the compositions of
Gokulji, Biruji and Kantheji, has its equivalent word
Ghadan in Pakhawaj ; whereas the word Tadin is a Pakha-
waj word.

The words Dhad and Dhada, as found in the composition
of Ramapura School, belong to Pakhawaj, and the words
Dhenagena, Tak, Ghinag and Dhen belong to Tabla.

The word ¢ Dhaginnad’, as found in Pyiari school, consists
of the words like Dhagin and Nad belonging to Tabla and
Pakhawaj respectively.

The words Dhat and Takitataka, belonging to the composi-
tion of a Gatparan, have their equivalent words Dhan and
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Kathetekata in Tabla, which were followed by Biruiji
while playing the Gatparan.

7. The words Ghinnad and Kinpad, 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.

Bibliography
I. Story of Indian Music Goswami. O. 1957, pp. 301-
311
2. Urdu Hindi Kosh Bhatt, Kedarnath, 1955, p.198
Talprakash Sharma, Bhagawat Sharan,
1959, pp. 234, 235, 237,239
and 242.

4. Taldipika (Tabla Prakaran): Mannuji, pp 3-4.
3. Kundalian or Chabile Chata : Mishra, Bhagawan. p. 3.



CONTRIBUTIONS OF LATE PANDIT VISHNU DIGAMBAR
PALUSKAR TO MUSIC AND HIS MUSICAL
COMPOSITIONS

V. R. Athavale, Bombay

I feel grateful to the organisers of the Conference as
well as the authorities of the Sangeet Natak Akademi for providing
me an opportunity to participate in this Conference held under the
auspices of the Madras Music Academy. I am sure this participa-
tion will go a long way in deepening my understanding of Karnatak
music,

Most of you might be aware that this year is the Birth-centenary
year of the great maestro of Hindustani music, the late Pandit Vishnu
Digambar Paluskar, who is known as Sangitoddhiraka for Hindus-
tani music. He was born'in the month of August inthe year 1872,
This year, celebrations were held in memory of the great maestro to
observe his Birth-centenary by a number of leading music institutions
in the North as well as by a few in the South. It would be, therefore,
in the fitness of things, if I choose for the paper to be read to-day, a
topic related to the great master’s life-mission, his contributions to
the music world and also discuss some of his musical compositions
which he popularised in Hindustani classical music. I am not going
to describe the late Pandit Vishnu Digambars’s life-events or narrate
to you the particulars of his biography. For details of his biography,
I may recommend to you a small booklet—a pocket-size edition—
written by me and published by the National Book Trust of India.
I am going to discuss only those aspects of his life which can rightly
be counted upon as his contributions to Hindustani music and later
on demonstrate some of his compositions which place him in the
category of leading composers of Hindustani music, bringing out his
qualities as a great musician and composer.

As said earlier, the late Pandit Vishnu Digambar Paluskar was
called Sangitoddharak in the field of Hindustani music. In the modern
times, i.e. in the renaissance period which probably started with the
advent of late Raja Rammohan Roy of Bengal in the early twenties
of 19th century by our contact with British regime and their culture,
pew trends of thoughts developed in political, social, cultural, spiri-
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tual,-practically in all the fields of life, late Pandit Vishnu Digambar
and late Pandit Vishnu Narayaa Bhatkhande were the great person-
alities who worked for the revival of Hindustani music. The late Pan-
dit V.N. Bhatkhande was responsible for laying out a system for the
science of Hindustani music whereas late Pandit Vishnu Digambar
propogated music from prince to pauper and raised the social status
of musicians. ¢Vishnu ®as you know, means * God Protector’ or
¢Sun’ according to our mythology. This is the reason why these
two Vishnus are recogaised as saviours of Hindustani music, which
was suffering deterioration at the hands of the illeterate and uncul-
tured class of musicians of the North in the latter half of the last
ceatury. If we study the cultural history of Hindustani music, we
find that the status!enjoyed by music and the artists in the ancient
period or to some extent in the Muslim period touched a new low in
the British period. This was due to the lack of proper guidance to
the science and art of music by the scholars and for want of proper
patronage by the rulers and also because of the indifferent attitude of
the society towards the artists and their art. The status of musicians
and also of music had degenerated to such an extent that to learn
music in those days was considered as below dignity and association
with musicians was looked upon with contempt. This was the state of
affairs regarding music of North in the latter half of the 19th century.
Music was enjoyed by a few princes and aristocrats and their satel-
lites as a thing of sensuous enjoyment. Moreover there were no
means available to learn this art systematically and no teachers,
Gurus, easily available for teaching with a sense of vidyadan,
imparting knowedge, which was the tradition of ancient Indian
culture. Students interested in music had to face hardships to learn
this art and in spite of undergoing these hardships were treated with
indifference by the elite of the society. If we analyse the achieve-
ments of the late Pandit Vishau Digambar in the context of this
background, we realise how great and valuable they are.

Pandit Vishou Digambar, gifted with impressive personality
and sweet, melodious voice full of volume, studied classical music
from the great master, the late Pandit Balakrishnabua Ichalkaranjikar,
who was an authority on the Gwalior school of music. He learnt
music from the Guru ia the same traditional way and with the same
hardships which the students underwent in old days. He completed
his studies at the age of twenty-four and started out for independent
career as a musician,
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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 of
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 temp:rament 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 infiuencc 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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fulfil the mission of Panditji. The present status enjoyed by the musi-
cians of the North to-day and the awareness of the society regard-
ing this art are to a large extent due to the strenuous efforts of Pandit
Vishnu Digambar. Approach to masses through music was the
chief contribution of Pandit Vishnu Digambar. To produce
missionaries of music, artists of character and integrity was his next
achievement. To give music its proper place in the general education,
he approached the leaders in various fields and impressed his ideas on
them. He introduced a curriculum of music in the schools and
colleges as a part of general education. ¢

Panditji had established good personal relation with the fore-
most National leaders of India. Late Lala Lajpatrai of Punjab,
Dr. Annie Besant, Lokmanya Tilak, Mahatma Gandhi, Hon’ble
Gokhale and a number of others were amongst his well-wishers and
always sought Panditji’s advice regarding matters relating to music.
Panditji was usually invited to attend the sessions of the Indian Natio-
nal Congress and sing the National song ‘Vande Mataram’ which he
had taned. He had deep sympathy for the political leaders and
their movements and supported the activities through his musical
activities. To name a few, it was he, who, staying at Lahore, popu-
larised the patriotic songs and roused the patriotic feelings of the
masses in the anti-partition movement of Bengal in 1906. It was he
who was responsible to introduce singing of ¢ Vande Mataram * in
public meetings as well as on the platforms of Indian National
Congtess. In short he was connected with various social and political
activities and showed by his own example that a musician is as much
responsible as any other citizen and is equal in status to any one
belonging to the intelligentsia. He actively embraced the political,
social, and cultural life of the nation. He wanted to make the devot-
ional Rimdhun—(gqﬁ u"gg Usrgd—a National melody and was
happy when this Ramdhun was given prominence in the famous
Dandi March of Mahatma Gandhi in the year 1930, This dhun was
sung all over India, by all people irrespective of caste and creed,
which helped in an ideal way the cause of National integration.
His Ramayan pravachans were immensely popular in the
whole of North and Nepal also. Through these pravachans he
popularised music by singing devotional songs of the saint-poets
and also spread the devotional cultin musicians, music-lovers and the
common mass. All these achievements of his can be called his
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contributions to the field of music of the North which served the
purpose of raising the status of musicians and also of this art among
the people of the North. One of the famous historians has placed him
in the list of the first ten foremost leaders of India in the first quarter
of the 20th century.

If we study his biography and try to understand his influence in
the field of Hindustani music, we get the following points which
should be considered as his contributions to Hindustani music :—

)

@

€)

)
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M
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He was the first to introduce the idea of public concerts
by sale of tickets.

He was one who conducted the music institution on the
support from the public.

He popularised classical music through devotional music
and created good taste in the common man.

It was he who produced a band of missionaries of music
working throughout the country for the propagation of
Hindustani music and for the uplift of this art and for
raising the status of the musicians’ class.

He was one of those who made efforts to introduce music
in general education.

His reformist ,attitude encouraged women from the
respectable class to learn music. This was considered
below dignity in the case of men in the North, what to
say of women !

He prepared syllabus of music for systematic training
and published text books on music, about 60 in
number.

In short he was one who revolutionised the prevailing
ideas in the field of music of the North and tried to
democratise the art which was hidebound in ‘Gurudom’.

All these factors justify his influence in the field of music and
prove his leadership.
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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 are
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 1he followers of that sect.

He had realised that the general indifference of the society
towards music was probably due to the lack of good sahitya 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 of
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two compositions probably, sometimes even more, in each common
raga, are attributed to him. For example this is one of his
compositions, a Dhrupad in raga Kedar—al®@ UGARTEE
(Demonstration).

This composition, from musical as well as literary point of
view, is excellent. It contains a fine description of Lord Rama and
the raga employed for the Dhrupad is Kedar which is expressive of
the grandeur and lofty atmosphere.

The Dhammar is a composition which resembles Dhrupad.in the
style-of singing but the sahitya and mood of the composition are diffe-
rent. Dhammar expresses an amorous mood depicting the colourful
play of Lord Krishna and Radha in the Holi festival which is an
occasion of merriment in the North. This one in Raga Jaijaiwanti,
is a beautiful example throwing light on Panditji’s ability as
a music composer of high merits.

Jaijaiwanti — Dhammar — (Demonstration).

Khyal is a musical form, very popular with the musicians of to-day.
The Dhrupad style of singing is, of late, out-dated and though
this Gayaki, before some years, enjoyed the foremost place in clas-
sical music, it is now not much in practice. There are now very few
exponents left to represent Dhrupad Gayaki and the Khyal Gayaki
bas practically replaced the Dhrupad style. Most of the composi-
tions of Khyal, though popular musically, are very insignificant
from the literary point of view. The sahitya, in general, of these compo~
sitions is rather cheap. Panditji wanted to create good taste in musig
lovers ; hence he wanted to replace these compositions of bad and
cheap taste. He, therefore, composed a number of Khyals contai-
ning good sahitya. Of course, the literary part did not belong to
him as he was not competent to compose poetry. But he was able
to tune the devotional songs of the old saint poets. His musical
compositions were musically as good as the other old traditionai
compositions which the orthodox musicians rendered and took
pride in. Anexample of this kind of composition is found in a Khyal
in raga Hameer, which is actually a verse of saint Tulasidas. This
Vilambit Khyal is musically so well composed that sometimes it is
taken as an old traditional Khyal of old masters such as Sadarang,
Adarang etc. '
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Raga Hammer-Vilambit Khyal—%#ag (g%l (Demonstration).

For the sake of variety, I am giving you illustrations of various
musical forms in different Ragas. For the Drut Khyal, now listen to
a composition in Raga Darbari which is very popular with the
musicians of the North. Unknowingly this composition of late
Panditji has been taken as an old traditional composition and
widely-sung in various gharanas i.e. schools of music.

Raga Darbari-Drut Khyal-8iR ¥ i $9

Thumri, a musical form of light classical music, is mostly a
composition depicting amorous or sometimes sensuous mood.
Mostly this composition was associated with dancing girls and
hence though popular with common listener and music-lover, was
eonsidered as undignified for the classical singers. Panditji had
realised its popularity but at the same time was not happy about
the text-part of the composition.

In order to remove the sensuous element from Thumri and to
replace it by a sober text, he composed a good number of Thumris
which contain good Srngara sahitya and maintain the amorous
mood in singing, but at the same time are not cheap.

Thumri-Demostration

Tappa is another variety similar to Thumri. But the style of singing
is rather fast and is full of tans which are avoided in Thumri
rendering. Here is a Tappa in raga Bhairavi.

Tappa-Dgmonstration

So far I haveillustrated those compositions wherein the text belonged
to the saint-poet and the musical tuning was done by Panditji. Now
I will present two types of musical forms wherein the literary
aspect is negligible and the musical aspect is prominent. Tarana and
Chatarang are such forms of which Tarana is more popular with
classical musicians. Tarana in Raga Jaunpuri composed by Panditji,
is presented here. The wordings als o are composed by the maestro.

Tarana-Jaunpuri-Demonstration

Chatarang is a composition similar to Khayal in Gayaki
but differs in literary aspect. It consists of four parts namely
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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. 1he chatarang for the demostration
here, is in raga Sindura.

f4g0-Chatarang-qata R

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 ijllustration 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.

Gandhari-M7a™-8a! éla % - 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 FENT agiy FL-gA0 AX frded qouw,

e gt g f et AT AW AW SRT 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 ar¢
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
Bhajans is presented here as an illustration,
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BOOK-REVIEWS

TYAGARAJA KRITI SANGRAHA (Pp. 353). Sangeet Natak
Akademi, New Delhi Rs. 20/-

This is a special publication brought out in connection with
the Bi-centenary of Sri Tyagaraja, celebrated in 1969. One of
the proposals made by the Special Committee set up for drawing
up a programme for the All-India celebrations was to bring out
a Volume of Tyagaraja Kritis in Devanagari Script and with the
Hindi translation of the texts and Svara notations in the Bhatkhande
system. The aim was to make the Kritis of Tyagaraja popular
and easy of access to Hindustani musicians. They have, o fcourse,
heard of Tyagaraja but have had no facility to learn or sing his
songs. The compilation of 50 select songs of Tyagaraja represent-
ing various facets of Tyagaraja’s art was entrusted to a Committee
with Dr. V. Raghavan as Convener. The work of preparing the
script was entrusted to Vidvan Srirangam R. Kannan of the Music
Department of the Benares Hindu University who was well
acquainted with the Hindustani music and the Bhatkhande notation.
The final script was scrutinized by other experts of both Hindustani
and Carnatic schools. It took some time to fix up a suitable
Press and also considerable time to read the proofs carefully and
Vidvan Srirangam R. Kannan deserves to be congratulated for his
painstaking work on this Volume which finally came out in 1973,
The Volume carries an introduction to Tyagaraja and his Works
by Dr. Raghavan. The Volume is a significant tribute paid to
Sri Tyagaraja by the S. N. Akademi.

KARNATAKA GANAVIDYA PRADIPIKE - Compositions
of Vina Krishnamacharya. Edited by Smt. G. Channamma,
*Prasanti’, Venkatappa Road, Tasker Town, Bangalore.  Rs. 24.

The late Vina Krishnamacharya was one of the three brothers
from Kaladipettai (Collet Pettah near Madras) who rendered
yeoman service to Karnataka music during the first half of this
century. The other two, K. V. Srinivasa Iyengar and Sangita
Kalanidhi Varadacharya, were towering personalities in their own
way. The former was the pioncer in editing and publishing the
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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 his 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 apd Tamil to make
his pieces prosodially attractive, His mudra generally wag
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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 musk,
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 1. 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 Kkritis 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.

T. S. Parthasarathy
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INDIAN MUSIC by B. Chaitanya Deva. Published by the
Indian Council for Cultural Relations, Azad Bhavan, New Delhi-1»
Price Rs. 30.

Fortunately, this well got-up and amply illustrated
monograph does not purport to be a history’ of Indian music
starting from the Vedic times and wading through the Puranic
age. Written with clarity and conciseness, it is a readable
account of the contemporary situation in both the systems
of Indian classical music. The ethno-musical background of the
various features of current music has been brought in only where
necessary. Dr. B. C, Deva, the author, is a noted musicologist
and ‘vocalist in the Hindustani style with knowledge of Karnatak
music also.

Raga, which the author calls the ‘melodic seed’ and tala,
the ‘rhythmic cycle’, have been adequately described with charts
and diagrams. In the chapter on the different forms of music, the
author has analysed the origin and musical structure of the
dhrupad, dhamar, kheyal, thumri, ghazal and tarana of the
Hindustani system as also those of the varnam, kriti, padam and
javali of Karnatak music. Brief biographical notes about the
leading composers of such forms have been furnished along with
the characteristics of the different gharanas of the North. The
chapter on instruments is the longest in the book and discusses
their baffling complexity with clear descriptions supported by
illustrations.

The book has obviously been written with an eye on the
foreign reader and the tenhinology of Western music has generally
been used. A few inaccuracies have crept in. Mira Bai was not
the Queen of Mewar but the wife of the brother of the Rana,
The writings of Tiruvalluvar are not religious outpourings. The
date of the demise of Tyagaraja was 6th January 1847 and not
6th June. And how does a picture of Poigai Alwar flnd a place
in a book on music? The Bibliography too needs revision.

T. S. Parthasarathy
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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, Epngland 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 Universal History of Music, 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 Sanyisin-author has rightly emphasised throughout that
India is the land of spirituality and music here is a spiritual sadhana.
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 achi¢ving the blessings of Divine ConsGious-
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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 jitis, svara, mirchani, grima,
margi and dedi 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 rigas and lastly the
musical forms have been clearly dealt with. The raga has a spiritnal
and living form and can be visualised by the power of concentration
or avadhana. The dhyana $lokas were composed in order to help
concentration on the devatg-maya-riipa of the riga.

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. Paraliel 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 Sama Veda
Chants—Dr. V. Raghavan J, of the Musi¢c Academy, Madras,
XXV. 1954. pp. 109-111,
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were sung to the music of few notes. In Korea, Egypt and Mesopo+
temia, the psalms and lamentations andthe prayer songs of Jews,
al-hizana, were rendered in a similar manner. The Jewish synagogue
service gives significance to vocal music and is handed down from
generation to generation. It is interesting that a musician in Egypt
was known as Sema (Hebrew-Sama), Arabic Sama. In India, Sama
means song and the singer of the Saman hymns is a Samaga. Again
the tempo and the rhythm happen to be the controlling and
balancing factor of the music of all nations. The practice of clapping
of hands and beating of the feet to mark rhythm is found amonf
singers and dancers of countries ahd this accounts for the early
songs being metrical in nature.

Besides, classical music with its complex heptatonic and
hexatonic scales developed from folk songs and early sacred
music, which were sung mostly to the scale of 3, 4 and 5 notes in
various stages. The music of Mongolia, China, Japan, Combodia,
Siam, Burma, Java, Sumatra, Bali and other countries are penta-
tonic in nature. Further, Persian music recognizes fortyeight
modes distributed into 12 rooms, 24 recesses and 48 angles.
Similarly Arabian music has to its credit 12 Maquums 24 shobas
and 48 gusvas. A parallel to this can be seen in the That or Mela
Janyas of India. Further the principal modes are named after cities
and countries as Ispahan, Irak, Hijaj. Each note of the scale taken
as the tonic gives rise to 7 scales as in the Indian grama-mirchana
system. It is highly interesting that the modes were associated
with specific emotions. The linking up of modal system with the
theological system and with the primary elements, colours and
numbers, was in vogue among the Greeks, ancient Semites, Jews,
Arabs, Persians and Indians. The maquams are connected with
certain hours of the day and signs of the zodiac like our ragas and
pans of the Tevaram music. The system of dividing the octave
into 17 microtones was prevalent in Arabian music. The scientific
study of music in India had begun long before the Christian era.
The sikshas and pratisakhyas explain the physiological origin of
nada, as due to the friction of air with fire. When this is gene-
rated and sound strikes the different plexus of the spinal column,
the svaras are produced. The four-fold classification of musical
instruments mentioned in the Nafya-sastra is found in the music
of other nations. Many of the instruments are common in Arabia,
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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 €hinese theory recognises 8 kinds of sounds relating
to skin, stone, metal, clay, silk, woods, bamboo and gourd. This
is somewhat similar to the classifisation of nrgda according to the
source of their origin, explained in Narada’s Sangitamakaranda.
Similar to the Indian theory of vadi, samvadi anuvadi, 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 champa is traced to Cambodia. In Indian music too, Brhad-
desi and Sangita Ratnakara refer to tribal tunes like Bhairava,
Pulinda, Sabara, Abhiri, Takka, Turushka 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: Naradaparivrajaka Upanishad.)

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.

S. Sita.
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INTRODUCTION
Chapter 1

The Authorship and The Text :—

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 Ragarattvavibodha and the Sangita-
parijata, are mentioned as Srinivasa _and Ahobala respectively.
The Ragatattvavibodha, in the colophon at the end, mentions
Srinivisa as its author :—

IR shifaresaaraatae: enfiamm |

Except for this mention of the author’s name, no other information
about himis found in the text. The names Srinivisa and Ahabala
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. Bhatkhande of
course observes® 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 Sargita-parijata is Ahobala is
supported by a verse which occurs within the body of the text :—

) ¢
SFANRSTANSE GTrTRY A |
wRaea gy My effeed o
In the prefatory verses* Ahobala mentions the names of the earlier
writers: 1. Matanga 2. Hanuiman 3. Kadyapa 4. Sirdula S5.

1. Ragatattvavibodha of Srinivisa, Oriental Institute, Baroda,
1956, p. 62.

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

3. Sangita-parijata, Sangita-Karyilaya, Haitharasa, 1956,
Verse 2.

4' 9-11’
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Kohala 6. Kambala 7. Aévatara 8. Hahi-Huohu 9. Ravapa 10.
Rambha and 11. Usa. Of these, from the chronological point of
view, the name of Matafiga assumes importance. The treatise,
which is believed to be written by him, some time in the 8th century
is Brhaddesi. The names of Kohala and Hanimin also seem to
have some musicological importance. But the other names are
mythological and the texts associated with them are also not known
now.!

As already indicated, neither the} RTV (Ragatattvavibodha) nor
the SP (Sangita-parijara) mentions its date and for this we have to
resort to other works. Srinivasa, as will be scen in the following
chapters, is a borrower of Ahobala as he profusely quotes verses
on Jati, Sruti, Mircchana, 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 Parijata was translated
into Persian® by Papdita Dina Natha, the son of Basu Deo in 1724
A.D. As the copy of manuscript of this translation bears the sea}
of the Emperor* Mohammad Shah who ascended the throne
in 1719 A.D., the later limit of the period of the Parijata, scems
to be the end of the 17th century. In this regard, yet another
factor is to be noted. Papdita Bhava Bhaita who has Anipa-
Sangita-ratnagkara, Sangita-vilasa and Sargitankusa to his credit,
was in the service of Anupa Singh of Bikaner (Rajasthan), a
contemporary of Aurangzeb. In Aniipa-Sangita-vilasa, Bhiva
Bhatta freely quotes fromy 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 Anapa-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 Nagya Sastra. See Dr. V. Raghavan,
‘Some Names in early Sangita Literature’® S. N. 4k.
Bulletin 6, May 1957, pp. 21-2.

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

3 Cf.pp. 31-32,
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the Ragas, borrows material from the RTV.; and also Bhava Bhatta
draws upon both Srinivisa and Ahobala, while Srinivisa himself
draws upon Ahobala. This shows that RTV. was composed
in the latter half of the 17th century while the SP. can be
assigned to the former half of the 17th century i.e. to the reign of
Shah Jehan or to the middle of that century. This date is further
supported by the date of Hrdayesa, a historical figure who
wrote Hrdaya-kautuka and Hydaya-prakasa in 1660 A.D.' The
importance of Hydaye$a’s works lies in the fixation of Suddha and
Vikrta notes on the speaking wire of Vipa. This portion'of the
SP. corresponds well with that of Hrdayesa.

This creates a problem as to who is the predecessor of the two,
Ahobala or Hydayesa. In this context I reproduce a few lines from
the comparative study of Pt. Bhatkhande?:

* Ahobal Pandit, the author of Sangit-Parijat, has also done it,
but we are not sure whether he copied from Hydaye$a’s work or
vice versa.”

But it would appear from the above discussion that Srinivisa
flourished in the latter half of the 17th century and he copied from
SP.; that Srinivasa was a contemporary of Hpdayesa® and that
the chronological order is that Ahobala stands flrst, then
comes Hrdayesa, and then Srinivasa.

Among the contemporaries of Ahobala, the first and foremost
is Damodara Mifra, who composed the Sangita-darpana in 1625
A.D. Among others, Govinda Diksita (1614--1640 A.D.), the
minister of Raghunatha Nayaka, the author of the Sangira-sudha
and the above-discussed Hrdaye$a, are important. Pandita Bhava
Bhatta, Subhamkara (1690 A.D.), the author of Sasigita-damodara,
Purugottama Misra (1730-50 A.D.), the author of Sarigita-narayana

1. A Comparative Study (Bhatkhande), JIMS, Vol 3. No 2.
pp- 31-32.

2. Ibid. P. 23.
Ragatattvavibodha, Ed. V. S. Desai, 1956, Oriental
Institute, Baroda p. 2.

4, Ed.-See also on these works, Dr. V. Raghavan, ¢Later
Sangita Literature’, J. of the Music Academy, Vol, IV
(1933) and S.N.Ak. Bulletin Nos. 17 (1960), 18 (1961).
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and Tulaja, the author of the Sargita-saramrta and other 14 works
can be regarded as successors to Srinivasa.!

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

1. Imntroductory or Arthasangraha 2. Svara 3. Gramalaksana
4, Miurcchania 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. Grama and
Mircchana 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 Miurcchani at length. The Mela description of
Srinivasa is of less use in the present day as the names thereof have
not been mentioned. The number of the Rigas 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 of
the Music Academy, Madras. 1 will feel amply rewarded if the
reader finds these pages of some use.

\. Sangita-Sarampta, The Music Academy, Madras,
Y. Raghavan’s Introduction, p. 73,



Chapter 1I

Nada, Sruti and Svara

In the ©Arthasamgraha’, Ahobala, like all other writers, has
laid stress upon the use of music. Music comes down to us from
the Vedas and should bz cherished, even as other Vedic duties like
the kindling of the Fire (Agnihotra)'. A weeping child or an antelope
or even a wild serpent is attracted by the sweet music.® Then the
author quotes a verse* which says that the Lord exists neither in the
heavens nor in the hearts of the yogins but where His followers are
singing. Thus expounding the greatness of music, he summarizes
the subject-matter he deals with. While Ahobala has simply indicated
the reference to the Veda by merely saying,

<« . .
AR T e at Ao
Srinivasa has quoted a complete passage from the Taittiriya
Brahmana* and by the arguments based on Vidhi and Pratisedha
(affirmation and negation), explains the support of the Veda to

music. In this description, verses 8 to 10 of the RTV correspond
with the prefatory verses in the SP.*

1. Nada:—Then follows the creation of the Sound. In the
upper portion of the heart, in addition to three parellel veins, 22
veins are lying obliquely, wherefrom Sound of 22 kinds emanates.
This Sound goes through five stages-1. Navel 2. Heart 3. Throat
4. Forehead and 5. Mouth.” By the combination of the air and
ficé inside, the dhata-nada is created. The Cakras, Visuddhi and
Sahasrara, which exist in the throat and the forechead, serially

SP. verses 3-4.

Cf. 12, 13, 14.

1§ Fafiy 3392 etc. SP. 16.
SP. 19.

T. Br. IIL. 9. 14.

SP. 16-18.

SP. 34-36.

oo

-

No o e w
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create the sounds known as Mandra, Madhya and Tara'; of which
the vibrating capacity of the latter is double in comparison to the
former. In this connexion, Srinivasa writes that there is no necessity
to go into the details of the creation of Sound because it would be a
mere repetition’ and simply mentions the same five stages of sound
as are described in the SP.

2, Srutis :—Both accept that the number of srutis is 22 which
are divided into five Jatis*

1. Diptg:—Tivra, Raudra, Vajrika, Ugra.

2. Ayata:—Kumudvati, Krodha, Prasarigi, Sandipani, Rohipi
3. Karupa:—Dayavati, Alapini, Madanti.

4. Mrdu:—Manda, Ratiks, Priti, Ksiti.

5. Madhya:—Chandovati, Rafijani, Marjani, Rakta, Ramyi,

Ksobhini.
But it:is to be remembered that such a clear-cut division is
not acceptable or possible. On this, Ahobala observes :

g agFAg Ao g4 |
aga Afwar st A a afksal o

“ As sweetness in the cane-juice and milk cannot be described
by words, even so how can the Jatis assigned to the Srutis (or vice
versa) be expressed through words?

While quoting the above Srinivisa adds that these Jatis are
accepted because they can be recognised by the car:

Asagfogrea i

Then the question naturally arises as to why this division of
Srutis among the Jatis has been given. What is the purpose of this
division? In answer to this Ahobala describes the Rasa (sentiments)
theory, as the different sentiments are revealed by the different
notes :—

1. Cf.317.

2. RTV,11.

3. RTV 21-28; SP. 52-60.
4. SP. 60,

5. RTV 28. SP.6l.
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€W (Comic)—sa, ma, ga, Komala ma.
M (Love)—ri, dha, ni, Tivratama ma,
#e@ (Disgust)—Pa.

HTA% (Fearful)—Pa.

T (Heroic)—All Tivra svaras.
YT (Marvellous)

xu (Terrible) }

%% (Pathos)—Pa.!

It is quite possible that opinions differ as regards relation of
Rasas to particular notes. But so far as the connection of sruti with
Jiti is concerned, it is to be noted that the names of jatis have some
connection with the sentiments revealed by the srutis thereof and
similarly the names of the srutis may indicate somewhat the
sentiment manifested.

Tivratara notes.

00 I WV A
*« & s &

3. Svaras :—The nada when revealed by a sruti or Srutis, is
called svara :—

ARG ITIROIHE: |
wald @a: @ AR 3 &
¢t Melodious and resonant sound, which follows sruti and itself
pleases the hearts of the listeners, is svara.”

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

od: §: @O HEwa ] |
A gueeaaa AAfE: Areear |
Al HAUENEIY R T |
IRE CATET AR I
“Because of both being heard and recognised by the ear the Srutis

are net different from the Svaras ; but the difference between them
recognized by sastra is as between a snake and its coil. ”’

¢ All the srutisin different Ragas assume the role of the
Svaras and it is because ‘of the Ragas that they are heard and there-
by get the name Sruti.”

1. SP. 94, 95, 96.

2. Cf. 62-63.

3. Cf. 38-39.

B
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Thus audibility of every sruti has been accepted by Ahobala.
Then why is the number of Svaras 12 and not 22 ? This is. what
makes Srinivasa differ from Ahobala on this subject. Srinivasa
clearly explains that Svaras are different from the srutis as the
former are audible in contrast to the latter,:—

&R 7l . T 3 1

4, Svaras:~—Suddha and Vikrta—So for as the Suddha Svaras
are concerned Ahobala and Srinivasa agree on the traditional
concept that four Srutis are assigned to sa, ma and pa each, two
Srutis.to ga and ni each and three Srutis to ri and dha each.®* But
the case of the Vikrta svaras is different. Srinivasa mentions the
following svaras as Vikrtas :—

1. Komala ri 2. Tivra ga 3. Tivratara ma 4. Komala dha
5. Tivra ni.

He mentions also the prevalent alternate names of the Vikrra
Svaras :—
Suddha ri — Pirva ga
Suddhaga  — Tivratara ri
Suddha ma — Atitivratama ga
Suddha dha — Pirva ni
Tivratara dha — Suddha ni®

Ll

Thus the total number of Suddha and Vikrta svaras, according
to Srinivasa, becomes twelve. In this discussion, a reference to 29
Svaras by Ahobala may create some doubt—

AR o &4 ffear: @

This possible doubt is removed by the author by omitting the
use of ten Vikrta Svaras® :—

RTYV, Srutijativiveka, 19,
2. Cf. 42-49.

3. RTV.46t049

4, SP.65

5. SP. 497-9,

L
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1L g R 2. i R 3. dmae @
4, dag 5 dm# 6. dmw w
7. @8 8 dm ¥ 9, dR A
10, e A

If the seven Suddha Svaras ate excluded from the rest, the
number of Vikrta Svaras becomes five. The five other prevalent
names mentioned by Srinivasa are accepted by Ahobala. Thus it
may be noted that according to both, the number of Svaras is
twelve.

5. Komala & Tivra Svaras :—

When Svaras stand on their respective Sruti or Srutis, they arg
Suddha Svaras.

1n other words, when four srutis are assigned to sa, ma and pa,
two Srutis to ga and ni and three Srutis to ri and dha, they are
suddha svaras. When this assignment is disturbed, they become
Vikrtas. The Vikrtas are of six kinds :—

1. @ 2. dEaT 3. d=aw
4. AfGMaaT 5. ®}AS  and  ©. '{\gl or PAGR

When a Svara rises up by one Sruti, it becomes Tivra and if it
goes up to two Srutis it is Tivratara. Similacly when it goes up by
three or four drutis, it is called Tivratama and Atitivratama. As
opposed to this when it stands on its penultimtate sruti, it is Komala
and when it is lowered by two srutis, it becomes Piarva or
Komalatara.!

6. Svaras (Vadi, Samvadi etc.) :—

The notes when used in any particular Rdga according to the
nature of the Raga, assume different roles and from the viewpoint
of their use, they may be divided into four types—l. Vadi
2. Samvadi 3, Anuvadi 4. Vivadi. As their names suggest Vadi
is the main svara, the soul of the raga, with which the Sarmvadi is

1. SP. 67-72 correspond with RTV 55-58.
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in agreement. Anuvadls are the svaras which follow Vadi and
Samvadi. Anuvadi harmonizes with Vadi 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 :(—

AT Qg At A T A |
JEgESTI R, R e 1
Iﬁﬁmﬁﬂﬁéﬁﬂﬂa:ll

T RTV 53-54-SP 19, 8283,

.




7. An Interesting Note on Svaras :—Besides these descriptions, Ahobala has mentioned the tradition, class

birth-place, colour, deity, metre, and sentiment ef every note.'

Note | Tradition] Varpa Birth-place Colour Deity Metre Sentiment
1.° sa Divine Brahmin Jamba Lotus Agni Anustubh | Humour
2. ri Seer Ksatriya Saka Red Brahman | Gayatri Love
3. ga Divihe Vaifya Kus$a Yellow Moon Trigtubh | Humour
4. ma Divine | Brahmin | Kraufica White Vispu Brhati ”

5. pa Paternal Salmali Black Narada | Ppaskti | Wrath,

Fear
6. dha Seer Ksatriya Sveta Yellow Tumburu Usnik Love
7 ni Demoniac| Vaidya Puskara |Multi-coloured] Dhanada Jagati '

8. Svaras and Srutis—We have already seen that the Srutis assigned to the Suddha Svaras by Srinivisa and
Ahobala are the same and in this regard, their opinions hardly differ. It has to be noted in this connexion, that
Ahobala does not fix the notes to the Srutis but simply defines the Vikria Svaras by the means of rising up or lowering
down of the note by a sruti or Srutis. It is only by this approach that we know the Srutis assigned to the Svaras.

It is needless to quote the same verses® again here. The combination of Srutis and Svaras as
acceptable to Ahobala may be seen thus—

1. SP. 84-96. 1t is further added that Tivra and Tivratama notes should be used in love and wrath, humour
and surprise and Tivratara and Tivratama in love and humour,
2. SP. 67 to 72 correspond with RTV 55 to 58.

VLVIT4VAVIIONVS ANV VAGOSIAVALLYIVOVY @HL
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Name of the Sruti $uddha Svara Komala
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We have already seen how Ahobala has excluded the use of
ten vikrta notes and the other names of the svaras. Thus like
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Name of the Sruti Suddha Svara Komala

5. R @R
6, & fae R
7. e ER D QT
8 RS T
9

13, wFR A

14, fafa

15, T

16. &=t

17. srreifi L)

18. #g=d 9
19. Jfgon e TS H
20. a1 9@ g A
21, 3 RS
22. i |

23, -t

Tivra

e @
faaT
e

da R
dtaat R
ciek) ]

gaa
NiEcuib ]
HAfaefaan
clef)
SlECTR|
feraw &

diwa
d o

We have already seen how Ahobala has excluded the use of
ten vikrta notes and the other names of the svaras. Thus like









