CONFERENCE PROCEEDINGS i7

Iis bbiva was brought out by Vakra
saficiras like Sa dha pa, Pa dha sa, Sa dha
ni.

GOPIKAVASANTA

The President sang two pieces in the raga,
from the Bhajana paddhati.

Further consideration was adjurned.

THE NINTH DAY
31—12—1937

Proceedings commenced with Pandit
Subrahmanya Sastriyar in the chair.

MADHAVA MANOHARI

The point of discussion was whether
‘Pratimadhyama’ was admissible. In the
Sangraha Ciadamani it is siated to be a
Pratimadhyama raga, with Suddha Dhaivata
and Kakali Nisada; but since Venkata-
makhin puls it in the 22Znd mela and the
kirtana of Diksitar, Mahalaksmi, is
traditionally sung with Suddhamadhyama,
the conference was of opinion that it was
a Janya of the 22nd mela and that “Suddha-
madhyama” is the proper Svara. Its laksana
is Sa ri ga ma pa Ni dha ni sa Sa ri dha ma
gari sa,

DiLIPAKA

This raga is not found either in Venkata-
makhin or in the Sangraha'Ciidimani. ““Rama
Niyada” is said to be in Dilipaka. Mr. T. V,
Subba Rao stated that the laksana is Sa ri
ga ma pa dha ni sa and Sa ni dha pa ma ga
risa; and ‘Ri ma’ and ‘Ma ni dha ni sa’are
characteristic prayogas.

Messrs. Tiger Varadachariyar, Vidvan
Sabhesa Aiyar and T. K. Jayarama Aiyar
were for regarding “Rama Niyada” as com-
posed in Kharaharapriyda and that Dilipaka
was no distinct raga.

Dr. T. Srinivasaraghavan agreeed with
Mr. T. V. Subba Row.

The Conference was of opinion that “Rama
Niyada” was being now rendered only in
Kharaharapriyai and that there was no
laksana stating Dilipaka as distinct from
Kharaharapriya.
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It is a Janya of the 22nd mela. Its laksana
is Sa ri ma pa ni sa and Sa ni pa ma ga ri sa.
Mr. Tiger Varadachariyar contended for ma
gama.

Further consideration was adjourned to
the nexli day.

THE TENTH DAY
1—1—38

The proceedings were resumed with the
President in {he chair:

MANIRANG

The laksana of Manirang whose discussion
had been adjourned previously was {aken
up.

The President observed that the drohana
and the avarohana of this raga were Sa ri ma
pa ni sa and Sa ni dha pa ma ga ri sa, and
that this was borne out by the exisisting
laksyas hike “Panidi Padu” and “Mamava”,
and that it was a derivalive of the 22nd ela,
‘Ma ga dha’ was not admissible,

The Conference agreed with this view,

GOPIKAVASANTA

The consideration of this riiga which had
been adjourned on 30—12—37 was ihen
taken up.

The President sang two Utsavasampra-
daya songs some parts of which flavoured
of Anandabhairavi and others of Nilambari.

Mr. Thiruvottiyur Ramaswami Aiyar said
that he had heard from a Malayala bhagavatar
some ycars ago a song in this riga which
looked like Anandabhairavi.

The Sanigraha Ciidamani gives the laksana
as

Sa ma pa ni dha ni dha sa
Ni dha pa ma ga sa dha sa.
It is derived from the 20th mela.

The Sampradiyapradar$ini lays down the
following laksana :—

Ri sa ri ga ma pa dha pa ni ni sa
Sa ni dha pa ma ga ni ma ga sa.

The Conference was of opinion that it was
of the 20th mela, that its laksana was
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Sari ga ma pa ni sa and
Sa ni dha pa ma ga sa

and that Antara gindhara and Catussruti
dhaivata also occured.

LECTURE ON BHARATA NATYA

Mr. Nallur Narayanaswami Aiyar then
delivered a lecture on ¢Bharata Nétya” and
explained Bhava, Riaga and Tila,

The President then made his concluding
speech. The President of the Music Academy
thanked the President of the Conference and
other vidvans for their co-operation. Vidvan
Sabhesa Aiyar, Tiger Varadachariyar and
Pandit Subrahmanya Sastri thanked the
‘President and the authorities of the Academy.

THE LAST DAY
2-1--38
DiscussloN ON RaGas

The Conference decided, before it con-
cluded, the laksanas of Giirjari, Madhava
Manohari, Dilipaka, Manirang and Gopika-
vasanta. It expressed the view that Gurjari
was an old sampiirna raga corresponding to
to the modern 15th mela, that its bhava was
brought out by vakra saficaras like ga dha pa
and sa dha ni and that ga paand dhasa
were generally used in compositions in the
riga. )

Afier some discussion on the character of
the madhyama, the dhaivata and the nisddaof
Madhavamanohari, the Conference decided
.that that riga was a janya of the 22nd mela,
that Suddhamadyama was the proper note
in it and that its laksana wassa ri ga ma pa
ma dha ni sa and sa ni'dha ma ga ri sa with
the Suddhadhaivata as alpa prayoga.

About Dilipaka the conference decided that
there was no laksya showing it as distinct
from Kbaraharapriya.

Manirang, the conference decided, was a
derivative of the 22nd mela with sa ri ma pa
ni sa in the @rohana and sa ni pa ma ga ri
sa in the avarohana. The usage ga ma was
not admissible.

The President explained singing Tyiga-
rija's ¢ Sri Rima Rima” and Nérdyana-

THE MUSIC ACADEMY

tirtha’s « Ramakrsna” and other pieces to
illustrate his point of view, that sometimes
features of Anandabhairavi and Nilambari
were observed in songs composed in this
raga.

The Conference decided that Gopika-
vasanta was a derivative of the 20th mela
with sari ga ma pa nisa in the ascent and
sani dha pa maga sa inthe descent. Antara
gindhira, Catuéérutidhaivata and Kakali
nisada were used,

BHARATA NATYA

Mr. Bharatam Naraysnaswami Aiyar, speak-
ing on Bharala Natya, explained why the
art was dominated by Srngira rasa. He
hoped that a school for the systematic
teaching of the art would be established, to
give a fillip to ils Juture growth, on sound,
scienlific, traditional lines.

PRESIDENT’S CONCLUDING ADDRESS

Declaring the Conference dissolved,
Brahmasri Chidambara Bhagavatar said ;

Ladies and Genllemen,

For a period of twelve days, we were in
a realm of bliss, in Svarga Loka, enjoying a
grand' festival of music the whole day and
night without Icisure to ailtend even to our
meals and rest.  'We had such a tight pro-
gramme and all of us were immersed in the
ocean of joy. I dare say that our Con-
ference has no equal to it. It was fully re-
presented by delegates and distinguished .
visitors {rom all parts of India and even from
otlher countries. 1 feel proud to have in our
midst Dr, F. W. Thomas, Boden prolessor
of Sanskrit, Oxford University, who came to
preside over the Oriental Conference at Tri-
vandrum. The arrangements, the accomoda-
tion of seafs, the discipline with which the
various functions were conducted in the
magnificient pandal were all splendid and
we should thank the organisers of the Music
Academy for everylhing which made the
concerts perfect, with strict adherence to the
programme, The performances were all of
high order, with some exceptions‘perhaps and
may be classed as meodels for the future
generations, The lecture on and demonstra-
tion of European music by an Europeon
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lady was an additional feature this year and
lhough we were not able to enjoy it in
full, it was a good incentive to us to shake
off our prejudice and to hear with an open
mind what is beautiful in foreign music
also. The deleberations which form {the
important factor of the Conference, were par-
ticipated in by many experts and leading
musicians of the Presidency and 75 per cent.
of the items of the Agenda were gone through
successfully, with their kind co-operation,
moderation and valuable suggestions. Accord-
ing to the §loka, Ksiné punyé, I am sorry
we have to icave the paradise and enter
into our material homes. I assure you that
with fresh punya and power, we will be able
{o meet in this Svarga during the next ses-
sion. I acknowledge with thanks the help
rendered by experts and musicians in bring-
ing the Conference to a success and once
again I thank Rao Bahadur K. V. Krishna-
swami Aiyar #nd other organisers of the
Music Academy, for having honoured me
with the presidentship this year.
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Mr. Tiger Varadachariyar pointed out that
by its resolutions on ridga laksanas, the
Conference had rendered a service both to
ancient and to modern music.

Mr. Subrahmanya Sastri suggested thatthe
Academy should take upon itself the task of
composing sihityas in rigas, the laksanas of
which were not clearly known.

Vidvan Sabhesa Aiyar, Mr. T. Venkatrama
Aiyar and others expressed their gratification
at the success which had atlended the work
of the Conference.

Mr, K. V. Krishnaswami Aiyar proposed a
vote of thanks to the President, the delegates,
the artistes and the public. He hoped that
sangita vidvans would, in fulure, co-
operate in an increasing measure with the
Academy in its work.

Prize DISTRIBUTION

Later in the evening, the hon. Dr. U. Rama
Rao, President of the Legislative Council,
distributed the Academy's awards {o success-
ful candidates in its competitions. Srimatis
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J. Chellam and M. K. Rajam were awarded
medals and Srimati Vidya a certificate in the
Syama Sastri Competition. Mr., T. S. Pillai
and Srimati T.V. Rajalakshmi were awarded
medals in the Tiruppugal Competition. A
cup and a certificate were presented respec-
tively, to Srimati V. Nagalakshmiand Mr.
K. Ramanathan Chettiyar for their work as
volunteers.

Dr. Rama Rao traced the growth of the
Academy and paid a tribute to the work of
its President, Mr. K. V. Krishnaswami Aiyar.

OFFICE-BEARERS FOR 1937

PRESIDENT
Rao Bahadur K, V. Krishnaswami Aiyar.
VICE-PRESIDENTS
Diwan Bahadur M. Balasundaram Naidu.
Mr. S. Satyrmurti.
» K. Srinivasan.
,, T. V. Subba Rao.
,» M. Sudarsanam Aiyangar.
Lady Venkatasubba Rao.
Mrs. Alamelu Jayarama Aiyar.
TRUSTEES
Mr. K. Balasubrahmanya Aiyar.
Mr. P, Rangaswami Chettiyar.
SECRETARIES
Mr. T. L. Venkatarama Aiyar.
E. Krishna Aiyar.
TREASURER
Mr. A. Damodara Mudaliyar,
OTHER MEMBERS OF THE
COMMITEL
Mr. K. S. Jayarama Aiyar.

» T. 8. Vaidyanatha Aiyar.
Miss Bhavani Swaminathan.
Mr. N. S. Mani.

S. Rajagopalachariyar—Resigncd
K. Chandrasekara Aiyar.

»» P. Sambamurii Aiyar.

Miss G. Visalakshmi Ammal.

Dr. K. Bhashyam,

Mr. A. C, Sampath Aiyangar.

Mr. G. Tyagaraja Sastri—Co-opted.

"

ExrceTive

»”

”



A NOTE ON THE RAGA PANTUVARALI

BY

VIDVAN C, VENKATARAMA AIYAR OF MUDIKONDAN,

suri Ogfss amrte 16-gag arp
weng d@ms g @ perad HGrs rredm
saflar ompear L EFpLlpld e s LT g
ur@Boerwed QméPps earp Cns
YSTI0%n sCaran® sporn.  geye,
fovup far empar empumse wrpod
Ou 18-gagm prpmange HCrs rrem
sor LB sridspuder Qeiuiu’ B yma
&ofle HCran @ paenr HBsswri
3Cs Qrarri urc uul @i amesrss
Qsf8pm. ewelssBe slapisBamrer
i Bursrrgavardser, Bafsi, Burwr
erov Bflser Qaifser Grafss rrstceio
Qeds  evradsPumader uri &
Qurep g Crawris Gradss rrabsefsr
DFparwsteroanrs 5s wrpurgoeor
we @arpsCer BweBpgm Burssrg
warldaer Yuyta rremsefigis HGss
Bigpmiser el BmeBmiser. yedirrs
osparasar (pppn Cerdsgi erevua

rre Qedwiiu’ L greé sreamiu®Ser p .

Bursrrgevardserred Qelwiul e @ig
sTmwsafld ecier rrsmsar erowrapdp

b g Cerdingrre Qedwiud o “wa
S5 srovgr ewdleapun”’ googm “am
Grap @rvaml’ rarUPe e
srariuBe ge_ar @)@ guid, @uQurap s
ursrrgae Qeers yCrs rrawsense
ospar srawu@Berpar. gasdge
@ss @Srsso 17-{55115 BT D) T 19 3
soL BCeor yowg 18-gas mrpayesr
o GrousBler apulymés Cuan®
Quary eafésCuesirg 9mes pg. sp
Curyp &y muasBe @)msm Qsrsbrg apa
@ rremsQendars 17- ga g gr payairg o
Cams wBl@® e siu’ L “spisom
gl GrerBes”’ aar@p Dk ss B grererer
ajib Cardis srre srap st “ovE@ran

@rwed’ ew@p BrissPe eerorene
wrear  EspmrBSERS@L dCrasnrd @p
pavursCa @méBer pawQuir gib ; ups Su
Ve SBPE wrpurers SpFe rrem
aer @UCUrap g SFmpL g Bed arpiisiu @
am@psrss Qsl8pm. @Cs FHle
B BiQsran® Curags srod@ring@He,
woerGw Qsarp Qran® mrpman®safle
D@ s CFEpL ST EEEESF (DM gub
wr purc-rsGey Qeﬂ@ds.o‘_rairug Quievy.
Qws e 5C585C5 Qeanler sufs dias
VRMULTTLD WEE S5O aFpL OFura b
s%r emary dismlouspem Caswrgu
Quampup? o705 m:40sran® e sBuyw
w@Sm i sere

dps, Qrres assewgogs @OCurep s
Bismun  Qeiwynd srogfe Qurgars
oafusamslu OGrsraiorss Qsran®
ospamd spi9és Caan@uvarugy Ao
@@_w evpngorss QsilSps. Qs5p®
wor  Qalarmg QuiCurmn yaad
Qurap o, ecpan §BP@FH0 SFpUSFPFHL
d@ss THUlLWmEGD STOSHE e
alQurap g ampar sans Afewulu®ss
Srigaser apBOmESmiseT. Yt s
g Bsler w mEfS585 nb W Pursrrg
evairl), Bafsi, Furwr srev@Sfser (pseld
Curi evradgumser Qeu@miusrss
polarss Qeréverm. gaCa, o
rrsaser edmpan dassors QOQurey H
@miugs uf Pursrrgevardser, S
s, Burwr srev@flser Qaiser sres
Bl Opgsrar  apuly@saCaan@

et g1 BFFWD.

aFpUSen s WwrSBrn 37 srewon s o s
gé;:;rsfm :rgm.b,%amso& Qedur pt; pdé
Qsraw@r. ur@@paiserrgus eaper



A NOTE ON

d@ssuramgs Sidmspl ur Quan®
Querp gwsSs @ pdlia gib, smuds
1@ snrud ur@u@eor sBrh sawarsms
Asd Qrgif digmsSgmin 59
d@5580 Grgms Curgurar yerdpe
7B g 5éQarorean 1 55@ Quib, wGupTw Maar
HaTaiser ysBEEHE séaaur p LY
28@ Qrpan®. wagsmgs Gsil i
S@H® 1L @@amu urppag urbRpuis
@I s QWD o H. 615 o gLorar
siBgsmps CelBs srBpml upssi
Q@ESpSsr HCswrBfurer wePss
wmgggrar Spfl &8 gib or Biuniis Crgy
wgm warg. HCsCure gm rrssms
oig BSwH evarasQar® urysGs Gl
upssHmeSpCar, Y& osparsPoc
BB g gor OapEgrgnn s, HCswrHf
srer gormser wpugyn Csls Aoy
ariser. GPUS L @ rregms ap
swla Qs lhméep wr@flém wro
urere A@US g gaihsar wawmr S
yaoefgmn Somedunnseynd wry Csc
uarsln s  gar K9G rrusBp@s
QerasnPamagm Comé 5400 Qe
& g ren sefler @umgz&@uu/r@:.b.

oseamr Srssnsar Caary uaer o s
Qarpar, yFsrd QUQurep s Arerrss
SiTer y@uew METSSHEIU  wampaRr
wreg Delaumsssri g guo @s5pE (po
Saren aFpawids Lyl g mé i D s
AU urBals Cuar@mw aarugs aarm
Qasrarens. & saupsed apul cad
yos0u sMQuarp s apu®sm
wmgssri iy gib THsaCa eerer FLF
ws550s1am® @555 sap sk Sss pug
o Z Cuar@.

sPAUTYWE OFEpeTSBHE wImS
Qe rraswsefe UhFeauaned QTD
surt 16-gvs arpmenydms e usgm
arrefll TrSEEST WU admp I EST
Q@i sangs Adevous spp T
Qarid. rrwgrev wardaenre (16- gov s
arpapan®) us parred rrssRe Gedwuls
vl “TANG TN’ srarp @i g sard
apevLh @ss rrsw  yiagsGaCu
Aroul Gradgswrar srawrss Qsfu

THE RAGA PANTUVARALI

2t

a@Epy Curgib, Qugin Qarbs_w®
YAUTESEHL SLOL FHigarg s Fr5rFams
e (1620 A.D.) sippanc_ws s 5B P
pe sralas gia Guerdased d wusg
arrefl @aIrms Dmsssrean gws 72
Swerai g grde 45- ga g Querors R
Qgsrpin o PmaSmit.

Y GETN: WONEQRERT: |
FUSweARET A TMAYTA Ul
HIFSACAATNTRIAIIAILGNT: |

HS: QeGTUSAMEAN AT qrGHiiaa: |

TET THETH faEEEr i quaw g € |

TEA SAfGE! @ Y77 97 A @garn: |

T FaqSWINEIRTReEar: |
ATIANF TFIARISIF=TA |
Il 51 qrgaTEAS: |

H50a Culew Qeradimss p Flms o
ub gartell Tr&gEwr adwemrid B &isar
wrEpHm. @Fs rrab §Is ITESOT QI
rrawr erarp owilCssd e @TLrsaTD,
45-gag su usgurrel SwersPosrar
Ziuwrsaw wESrap  (@Groaml@e
118 T s B sraruubep .
FAIFAUBH (Al GFIUB I |
N9 |igs I gIEIAqgg=aq |
AU g GEIOAIUR qara |
|RAMIEE | GFELaaRd |

[vaRran@e rwaml yésiyssses R
fle Cuodsord srariubeps.—
Ed.]

Gosl@e BremsrTurasme ¢ usrr
uTeRr(pd, mL_smugadde uradlyn, amay
wsCgsre e Csrgun, groarreflieasr
ofluys giwwrss Gridaliul Ol 9p,
aar pébsrer p o Pa a5 Burevifaas wev
ovib gy aaror &Qoy & riowais HGoramsor ey
Crr anemmser apul B @OQur s ury
ame HOure @Fs us Baurrefluo aerds
@draigup BOOrnd Srorl FUUG S
arrefl Guer rrawrsCar g&di ( sro
A% saQaaing BB ps. Ut FaTTafsE
gaCGrranarsfo wl g uw 5w s flew



22 THE JOURNAL OF THE MUSIC ACADEMY

ST gy op pQwr g g 51T pd Soan_s8p .
(P a6 671 119 19 (5% 5B B gutd CuoGev &g
W gCunrev Cary, sssrrurer:, aurd,
wrrefl @maslorCure, Uk gearrefl orer
WD SU LF Pearted erama gith e g
Feu L% geurref eTRT () QULD 45-.3015 Cuoer
wrfy @lr rrsgemps GAlusrssgrar
s Ivmmgusr@d L 5, QCabsi_wd
Hisenn @gm evdyyiser rr&iver g
wflsouglen evdsuwsfon ersrp Srnm
sor  sarengrud @@lusrsCa swgp
ris g e @”me.géfse&. -

9Ol GEIUHAIEAT TSAAEHHRAT |

QuPurp o Beoi @ig TISEME I%
#r srhgrr r8ursn Qeug ury g
VF apdsorid  Curidl e ugured

Qo 20u gsrrorss Qaran® @igs or
S5 51-.531/@ Cwenor@uw srwar sefl
9 giw rrswrs apu®sSCur HowH
Brworsé s HCur QelBmiser. Dsp
@ Fppn ) gavens @ e ener oIy T B/
safld ggrid Dm_ssdodn, &SPy
FISTT SIZGTTD ST @)méaCaeirgu
AT@SWL. FTSITR &IGSITD eSS
ur@uais@Empd @OQurap e eeari. BLooi
Qraubimo wsPle ysram yssT
STESITSDOEBS Gwparsajd evrsrrawr
ari e Brigs
e aTeT GVETEN & BN S5 SNT S v S i
ur®8misar. FTSTTM  &I5SNTLD
@usiCs uryl upsssPpes Csraw®
wrGaan®Quaruls erargn & 90Grru.
swgid W@ rsrugesiser  avr a7 e
srsgrrn @asls urbo s apiswrdms
B plgen p & 1urnw Bafgrariseno siom
“Qrsifaf’”’ Q& T BB rsar.

@uUlurp s yssr sasgar HrQura
WESEPEHS STTAMEDS Qaary ea@L
Quris. arrefl rraw Hsls yrrgaroryer
o wrrellé@ assams g0 Sy dH
uiBag Sseys sar_ P55 Asrefs s
ury @QerSuevr grryars arés B, i
vy & Qedlurrde arrefée evrsrres
srEgrTe  SwEFGss10n i i Qe
yiwsourefl sy rrsmser P

sresFn  Cuarsaen

wresl  urgld upEsSOTESE@® U H,,
awsrofiler srsgrrn Qargse af yssr
srsgurwr@d_m Qurgib; Gugun
sradl dasr s am@p ress80 arf evi
ar@d Qurudiuyg, sifsgBer Queurer g
SIBETTSmS yssr ersprrursCa gé
Halsrerer (Lowguio. STESITD YEET STk
Sroworareji_ar ar® ewward Suruliug
sS85 Vg wgraBnsL sarel gmg
dic B Qsrghen Cueo Csrd® ol gl
UTFE@. @uowr@lurer  wrpgsoser
Qedlurrdee apulc Caurgn. gs,
arrofl, usparrefl awgrars@pE s
usgearrefl 31-ga g Cuernr@u srwar
saflov srer &5 p@ whs gl L Lgured srw
argell eararp Quuasearer rrasBpa 72
Cuer rrsggd @ Nowrwe Curid®s
. gmeliene arrells@ms ss558T6 50T
(PLD UK ZoUT T aRE@ VI ST TGO SX5 ST T (LpLd
s S0 urg@OSTeT sTive safléE 72
Si5ET TreRsale @ evsrend Fa_&
@b srwaisafl avgsrearsBe GUGurap &
us garrelou owsHnéCsran®n s g
arrefl evgsrersHe asrofleu oassé
Qaran@w L rev #55 &15HrID e erer
39-garm Cuerd uanpu arsafl rrsw G
arwCe Curidi@n. Gugubd wanr ea s
Punramgur gaiseflupPu Guer rrs
wrdmsle arrof, us garref, srwais
gafl Qowsefie ceer evrarlSumslr
yspEer BB@H eveur walor ey gLt
urirdly® rres dgRurens eThuy g
QsAywn? yspGaor dETE evariaer s
Qeraw® ony srswrdmsd gieter @55
srswalmts ur_rdye  srvarssef
auBur goog warreflauCur & 6
d@rugurs GslBw. gowslee ys5p
Gorer BEmBovarr @s%r s Hl uryg
youasBpas Csran® assrogrer
ohg rrsSPp@E Cerrleaarsed @ms
@b T LG e Z STeT s,
EWEH&MOLD.

9Crsrre 5Crs avr el sudEser Qe
wiul g @iums o yeQureps wpéSu
Wrs ecer UEHENTESET Howpap BT SH
7o & pSCpar. ‘erewar argy rivuges’



A NOTE ON THE RAGA PANTUVARALI 23

erarp grwgten Ligsarsang sUUTFL
Bafgi yeaiser oapBldmiin e upselie
fagrs ovairsSCoCu Lidsis QssBs5 5
HT095 S o0y Bi g s s P wppe_ &
safl guio Heprsgms Biswrsl 9rQuram
Qei g QweSmi. @rrumward B«
sF gaiser QuUpdu rrs grer wrdams
96 vsgarrelle apu@sBImERp
9@ Pl ravars Q& ager pi—

fa|r 76 /M 9w SRR 9w uq
{A9q arvam sfifwe FmataEr.

rrwavard Bxfsi st 1735 A. D.—
1817 A. D. &wri loo-su@a,t,é@;i)@
Wy us Zerrefl Trs evgiErs @@t S
Hvew @is5 varapen Qsfluvamsp.s.
‘ereiraw aTgy Trwuger aep SFFsab
apoos 16-ga s srpmany dmiCs us @
arrefl rrssE g w aw Burssrgy
avarrd srev -Lfusss eradis wrpur®
Beornsd evlursGa Gams Bamsd po s o
sarmes @sfluamsps.

Cardizggrre Qeiwdiul . 8sb, Cam
s_wl 850, Faarp Pyt Bureasurre
Qedwiul L airard §)masealar ApoLrs
Qb TIE GUGHEITSDES ATD PN
yhu @ Bme8pp. Fursrry sveard
s Briggseraadr grrisRQsie uris
@GwRuraps TEIY, g, FITHAR,
aarp Be weserrser 8phle G msafe
Youwrss srawiuc . Cur g gio WITH
IR UAYTERE erarp evibgiarmr
Qe Quasbirarennure Q@seps. aw
orary  QuiEnQuregps Heprssess
sgpdtu wpas wgrams@pE GLOrS
ore, you fesrgin Q@nGs B

AR e p QrQursth @BLILsTSE Hev
@o—u Qararans. oG erar p GrCursd
BCsrasords giasourafisCs e flug.
wrausourafdGe o erer our ) uEsef
Ceoograr TR Y Bswrss awmnllu@.ng:
us geurrefl srss@Ee s STESTTIL

Crréams

WG H 11T @) W SrQursn SHE
Gs510a as gdPags QuaCuurwn.
Quivaisar urigs evraf gubsefiey
Qss eweherre P@UUSTS T gy iU
YrriERle S ssdlady.

Qssrss5@86 glrranery yaCorap
&b @) Ty GId SFS ST S EHGHU
QGrrgrens g@sn.  HOrranawsFe
Rasr 55 B p@in a5 s105Bp@Ew Urrsrar
wapn, KaGrrapewsEe daprs arssr
1 BSERS GL Grr grerweplBms gCur 8
i, ep g wsrars B ond Hesrs eavars
Ba (Bamun aarp swsn) Csrédl 9y 5
S0 ur@bQuregQgedars fasu v srern
ge@spr0ar i Ca ok Qarangms
G. srigrrgas yoFs sl 99 iuCs
BOVLD ) (LpE PTG, STHESTTSHY YywmeEs
srule deor pQsrasrg ms sre) srégrom
s s@Beow dl @ Cule apluris@b.
ysBuratser et ev~eunrseys QFlws
& @, sreurwn sermu evyféssam pw
Hev eWErFrs Bsen raver i—

T, Q. AAGT ATIAT, GIIAIET
94, IqHId, @ (@4r, |rilq [9r 96991-
R, meafadar, taair, aiqgesr, diea-
|1, QRIGOREA, |1 A9 fagiiage,
wfv@ afqatages, qarf«ges, augaar 9R-
TG, AR, AR AT,
ftasia.

sran ur@wlurap s abarg evear
(group) asaflgub, @aiul
DiaTer ST LTI SBe@ ik, var
Cerismssafilev eerer enawrmsefler s
ois ewarwsensz eraCadaaa @
dard Queaddarn Qer®s s ure Caadr
@OCwr yssl Srersn ur@wQurop s
srsuren evyflé@n. rren urGwn qpanp
outupB eraaere) oapBe i Gl
955 (Demonstration) asraréEm
Qurp g srear gyiawwrd @)rrs s 8 aueme
i umsen een mwasamBin.



INDIAN MUSIC
DR. ARNOLD A, BAKE

Just like every phenomenon, Indian music
has two aspects, namely what it means to
India and ils importance to the world in
general. The first aspect is easily understood.
Music has a very old history in India, and it
is only natural that with the awakening of
nationalistic feeling, with the rcalisation of
the value of things Indian in contrast with
things Western, music began {oatlract atten-
tion. The situation in India is not lLike that
in Japan for instance, where Western music
has been adopted and appearantly thoroughly
absorbed, and where large sections of the
population will. go oul of their way to hear
a good performance of Western musm, be it
by one of the outstanding Western musicians
or by a native of Japan. I think I inay salely
say that the music of the West has made
very little impression in India, and has had
no constructive'place in the devolopements
we witness in India at preseni. The cul-
tured Indians who would go out of their
way to hear a good perlormance of Western
music are very few indeed. Their energy
and love go aut to the traditional sysiem that
is irreconcilably different from our modern
Western system. The tendency in India is
fortunately not to remodel their music along
Western lines, but to bring their own music

®dack to its time-honoured place in Indian
civilisation.

Time will show how far that is possible;
it always seems {o me that a really living art
could not go untouched by a continuous and
intimate contact with another civilisation. As
long as the change is brought about by an
inner urge, however, and not by superimpo-
sition from outside, Indian music will have
an organic growth that will develop into
something beautiful, even if different from
the old traditions.

What are the traditions that attract tlie
altention of the large groups of students both

in and outside universities? How far does
the history of that art go back? Relerences
to music are already found in the Vedic texts;
the Tandya-mahid.brahmana for instance is
full of them, and that certainly takes us
back {o the oldest stratum of Indian civilisa-
tion, even if the compilation of that work in
its present form is of a much younger date.
Music in connection with the Vedic offerings,
be it the recitation of the Yajur-Veda, the
chanting of the Rg-Veda, or the singing of
the Sima-Veda (comparable to the lectiones,
the accentus and the concentus of Roman
Catholic liturgy) go back to the beginning of
the developement of the Vedic sacrificial
rites, and can tlhus easily be estimated as
having had a conscious existence, because in
connection with the paramount importance
of the intoned word on which the whole
cficacy of the elaborale sacrificial ceremo-
nies depends, nothing could be left to chance,
and tone and enunciation had to be studied
and well defined at this very early date.

It is a common belief among Western
scholars, and even in India, that the pure
tradition of the Sama-Veda is lost now, as the
large Vedic sacrifices calling for the offices
of the Simavedic priests and their helpers
have become almost extinct. This statement
seems, to say the least, a bit hasty. India is
an enormous country and a great many
nooks and corners have not been visited by
Western scholars and are even unknown to
many scholars of India itself. It is certain
that no comprehensive siudy of what is
living still of the Jaiminiyas in Malabar, or
in the Tinnevelly District has been under-
taken, nor of what the Kauthumas in Madras
Presidency or in the colony of Samagas in
the neighbourhood of Baroda are practising.
And there are many other spots in which it
is said small groups of Samavedic “priests
have gathered 1o carry on the tradition
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according {o the different schools. It cer-
tainly is a deplorable fact that none of the
Western scholars after Burnell have studied
the subject in India, not even the great
Caland and Richard Simon, and that also [rom
the Indian side nobody of importance has
contributed anything since the time of M.
Seshagiri Sastri’s Descriptive Catalogue of the
manuscripts in the Government Oriental Lib-
rary of Madras. From personal hearing Iknow
that there is a reliable tradition of Simavedic
chant in the ridpantara form, that is to
say, the wayin which the Samavedic students
memorise the text-books, notably the Grama-
geyagina and the Aranyakagana; and the
priests belonging to the famous Sriranga
temple in Trichinopoly have assured me that
Samaveda in its Svardpa (orm, which means
the actual form used at the sacrifices with its
proper division over the different priests, the
Udgatr and his helpers, is still in regular
use, and I see no reason {o disbelieve him
until the opposite is definitely proved. In
a country where tradition is so rigorously
adhercd to, and where the same office runs—
as 1 have known instances—in the same
family from father {o son for 30 generatlions,
there is a [air chance that in the holiest, and
conseqnently most conservative departinent
ol human life, religion, a good deal has been
preserved in its purity.

1t is however not the music of the Vedic
offerings that has become the centre of the
modern revival of Indian music; but the clas-
sical or art music, which also has a long his-
tory, though not naturally quite so long as
the music of the Vedas. The oldest {reatise on
the theory of art music may be safely dated
back according to the latest researches, to
the first or second century of our era, and
even that book points to a number of pre-
vious efforls. In the cenluries belween
themn and now the tradition has undergone
many modificalions but has never been
definitely broken, as has been the case with
so many of our Western traditions that were
adopted from the world of antiquily.

Indian music is pre-eminently vocal in
nature. The ccnnention of words and
their musical enuncialion, so prominent in
Vedic music, is of equally great importance
in the oldest art music. Instrumental music

4

---Vadya—is definitely felt as subordinate to
vocal music—Gila. The real developements
of instrumental music came alter the time of
the Mohammedan invasion, that is {o say
after the 11th century. With the exception
of Vina, a beautiful stringed instrument, the
flute and the percussion instruments, all those
in usein India to-day are of Arabic or Persian
origin. To that class belong the sitar, dil-
ruba, rcbab and sarod among the stringed,
the shannai among the wind instruments.*

Music is an art developed within the walls
of the theatre, in connection with dance,
which is actually comprised in the original
meaning of the word for music, Sangita,
which means music, vocal and insirumental,
and dance. The first treatise on music is
incorporated in a treatise on stage-crafl in
which il occupies a comparatively small
section, It is not however so far removed
from the music of the Vedas as the modern
observer might think. The performance of
drama was essentially a religious act, pre-
ceded and ccncluded by offerings and prayers.
The movements of the hand and feet, which
accompanied the singing of the slanzas on
the slage, were closely related to those
accompanying the singing and chanting of
Vedic hymns. 1 think it may be said in
truth that one of the roots of the Indian art
music is the music of the Vedas, The other
root is folk music.

In India the division between art (mirga)
and folk (cdesi) music was made at a very
early date.

Music is divided into marga and defi.
That which was conceived by Brahman and
performed by Bharata in the presence of
Siva is called margaand it bestows liberation.
That music which in the different countries
serves solely for the enjoyment of the people
according to the custom of the land, is called
desi.

The religious value of art music—marga—
is clearly apparent and actuvally this music,
as conceived by the highest gods and handed
down through a succession of teachers, 1s
felt as a means of breaking the endless cycle
of birth, death and rebirth. Nothing so high

* This lategess of the importance of instrumental
music, we are not able to accept. V.R, E
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was attributed to folk music, which was
only for the enjoymant of the people, and in
the estimation of the bonzes of art music
in our days, nothing that does not conform
to the rigorous system of rules that has be-
come established through some centuries of
secluded developement may claim to be
music at all, Still, the living connection
between the sophisticated music of the edu-
cated classes and that of the people is and
remains a thing of vital importance for the
growth and very existence of the music of a
nation, and India is no exception to that rule.
During the last century we have been able
to observe in the whole world how compo-
sers have turned to folk music for fresh
inspiration. India itself has done that in
former ages. Felber points out in his “musik
der vedischen und classichen Zeit” how al-
. ready in the Simaveda there are indications
of folksongs, songs of war for instance, hav-
ing been incorporaled into the circle of rites
at cerlain moments lo enhance their efficacy.
In the history of Indian art music too we
find ample traces of the incorporation of
folk melodies into official system. How
could it be otherwise when, for all its reli-
gious value, art music was for the greater
part also for the enjoyment of the people,
and naturally pleasing folk melodies were
introduced by professional singers, even if
dressed up to conform to the standards of
his audience. The very names of a great
mnany riagas indicate their popular origin,
such as Saindhavi, after the fashion of
Sindh, Gdrjari in the Gujerali style, and
so on. Often singers who became famous
must have travelled from one court to
another and charmed their new patrons
with songs from previous halting-places
which showed some alluring differences
from the songs in the new surroundings.
Subsequently those traits would become
standardised and lead to the formation of
those ragas “afler the fashion of such and
such a place.” Some ragas, that is to say
melodic constructions comparable to our
Greek and Gregorian modes but with infi-
nitely more individual characleristics, are
ascribed by tradition to certain definite his-
torical composers. Sometimes these new
creations consisted of a skillful blending of
-the peculiarities of two existing Tagas, some-

times it was a singer who created something
new in the fervour of his inspiration. Suclf™
was thc case with some of the mystical
singers of the middle ages, who crealed their
own melody as the ideal vehicle [or their
mystical poetry. Those singers sang for the
people and sprang frem the people. Later
their crealions went to enhance the beauty
and richness of arl music. It is only since
art music in India has turned definitely away
from the real life of he people and become
more and more the properiy of a chosen few,
who scorn every innovation and are satisfied
with the infinitely skilful repetilion of handed
down formulae, that degeneration has set in.
But this failing has been mended to some
extent by the quickening of national life.
A living interest has sprung up, and we may
hope that new life will be born from - the
old forms by an intelligent adoption, not a
slavish imitation.

So much for music as a oultural factor in
India itself. I musl finish my introductory
remarks with a few words on the importance
of it 1o the world outside India. There is
always the beautly and achievement in melody
and rhythm that could inspire artists in other
parts of the world, where the structure ot
harmony has blunted both rhythmic and
melodic sense. But there is more : the music
of India is a close relative to that of antiquity
and Mediaeval Europe, and its place in the
totality of music of the Indo-European
peoples is very similar to that of Sanskrit in
the Indo-European languages, and conse-
quently of immense value in the compara-
tive study of music. Like Sanskrit, it has
preserved many features which are extinct
elsewhere. As Fox Strangways says: “Here
(in India) we have the living language of
which there (in Europe) we have only the
dead remains.” Apart {rom the specifically
musical value we find that Vedic music is
an object-lesson in religious psychology, and
the popular music of India enlightens us
more than anything else on the real spiritual
life of the people in all its aspects, owing to
the fact that music has its place in every
department of Indian popularlife. Thus the
study of Indian music, whether frgm the
Indian or Western point of view, will satisfy
the investigator from whichever angle he
may make his approach.
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To this I would like to add a few
remarks of, I hope, some practical- value.
Music in India, like any {orm of art any-
where in the world, is a struggle between the
conscious and the unconscious; a surplus of
either is a danger to real spiritual expression.
Naturally the unconscious becomes more and
more evident the further we go down the
scale of cultuie and see whal the primitive
section of the millions of India possess by
way of music. [ mean the jungle tribes, the
aboriginals of so many out-of-the-way places,
as ior instance the Chencus of Hyderabad or
the Uralis of Travancore, the Veddas of
Ceylon, or even a tribe probably descended
from a previously higher level of culture
like the Todas, Amongst all these we find
a largely inarticulate expression of nusical
feeling, something struggling to work up-
wards towards consciousness, but very often
nothing more than a shapeless succession of
tones within a very limited range.

At the other end of the scale we find a
surplus of consciousness, an art music
where nothing is left to chance, where every
note, every musical line is according to
fixed rules, and where delight is created by a
skilful blending of prescribed variations. In
the general view of Indian music that has
gone before I have mentioned the pheno-
menon Riga and have compared it to what
we know in the West as church modes, but
with infinitely more individual characteris-
tics. Each basic mode or riga, or as
Bharata calls it, Jati, has countless deriva-
tions, crystallised at a later date into mascu-
line ragas or feminine raginis. Certain
constructions of scale connected with defi-
nite intervals or melodic {urns suggested a
masculine character of a given mode, other
characteristics affected the singers as femi-
nine and became raginis accordingly. They
exercise a psychological influence which
need not surprise us because also in Greece
Plato for instance ascribes such influences
on the formation of character ‘o the
different Greek modes. Consequently he
banishes some of them from his State as
having an effeminating effect on the
character of young people. There is a
marked tendency throughout Indian culture
for things to become stereotyped, a tendency

which finds its philosophical justification in
the conviction of the delerioration of the
limes. By this attitude our present-day
customs and art must be worse than those
that went before. Consequently every artist
must ry o come as near as possible to the
ideal of the fcrmer generalion. This leads
to imitalion and rigid fixation of rules.
Hinduism and Islam both show this same
tendency and once the innovations brought
about by the merging of Persian and Indian
culture were accepted, these {oo came to be
regarded as the standards of the fathers to
which the younger generation must conform,
So long as culture pulsated with life the
dangers were not so great, but the further
the cultured circles drew away from the
pulse ol life, the more the courts where_art
mu.ic was practised grew artificial and
remole, the more music degenerated into
slavish imitation and the more the accent
was laid on skill as contrasted with inspira-
tion. This is the reason that we find at pre-
sent an excess of consciousness at the lop
of the cultural scale, a tyranny of rules, and
artisans instead of artists.

The large mass of folk music lies
between these two poles; at the onc end the
consciousness struggling for expression, at
the other consciousness stifling expression.
The task before the new generation is to
restore the balance, and let me stress the
point that this must be done by India itself.
The West cannot help; the creation of a
new art must come from within. That
India wants an Indian art is certain. If I
said at the beginning of my introduction
that Western music had had no constructive
place in the developmenis we witness in
India, 1 might have added that music from
the West and Western instruments have had
a destructive influence, all the more danger-
ous because it has been so rarely noticed by
Indian admirers of Western music. Danger
lies in the wholesale importing of Western
bands at so many Indian courts, Harmonised
Western music baffles and spoils the Indian
ear, trained on melody alone. Indian orches-
tras, even if composed oul of fifty different
instruments, never would play anything like
a Weslern harmony. If Indian music wanfs
to develop polyphony it must do so along its
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own lines and not by adopting imported and
imposed methods foreign to its very nature.
Whatever the relationship b:tween Indian
music and that of Mediaeval Europe may
have been, the changes we have witnessed,
particularly in the last 250 years, have
definitely obscured those relations. Super-
imposition of the finished system of Weslern
harmony on the perfected system of Indian
melody kills the lalter.

The influence of the bands, which after all
are few and far between, is bad but limited.
Infinitely worse is the subtle corruption of
the atrocious harmonium, badly tuned if
tuned at all. Iis fixed keyboard prevents the
finer shading of tone so important for the
conveying of delicate emotional accents;
besides, the quality of tone forces the singer
to shout if he wants to be heard at all. The
genuine Indian instruments on the other
hand are ideal for giving the right back-
ground to the singer, stimulating him to
give the right intonation and expression.
The harmonium with its cui-and-dried notes
spoils voice and ear so that after a while the
singer is unable to do without it, like a
drug-fiend unable to live without his stimu-
lant. I heard it said the other day that the
reaclion against this horror, formerly adopted
out of sheer laziness, had set in. But when
I left India three years ago the harmonium’s
influence was not on the wane; on the
contrary, it was penetrating into the [arthest
villages, even into the secluded valley of
Khatmandu. How often did I note on com-
ing to a village where {he school-teacher

&@id:  “We will sing, but unfortunately we
have no harmonium.” The first thing India
will have to do is to get rid of the har-
monium and return to the instrumenis
attuned to the spirit of her own music. An
intelligent study of the West and the growth
of polyphony there may leadto the discovery
of polyphonic possibilities in Indian music.
But it will have to be a development, not an
imitation. Timir Baran and his elder
brother Mihir Baran, of Brahmin caste, have
adopted and developed principles as followed
by the Mohammedan leader of the Maihar
State band, which show an interesting deve-
lopment along indigenous polyphonic lines,
and apart from their endeavours there may
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be a great many new departures in different
places in India. There is no doubt howevei™
that the roajority of modern Indian:
musicians strive after a revival of the old
ideals of art music, or bring new life into it
[rom folk music, but definitely along
melodic, not polyphonic, much less harmonic
lines. Those who inspire themselves on folk
music find an cnormous scope in the unli-
mited field of Indian folk music with its end-
less variations of expression and emotional
content. Naturally modern composers who
inspire {themselves on folk music tend {o do
so on what they know best in their own
country or province, just as a Russian com-
poser would but rarely inspire himsell on
English folk songs, or a French one on
Scandinavian melodies.

Mere obedience to the rules as taught by
the present-day singers is not sufficient. Al
though the classical traditioneis basically one
where local differences, the differences in
dialect if one may call it so, are great nol
only between north and south where they
amouni almost to a different musical language,
but even between the several local traditions
of the north. Each teacher upholds the
excellence of his own traditions with the
exclusion of every other preceptor’s theory.
Magnificent work has been done by Pandit
Bhatkhande who spent a lifetime collecting
the different versions of the same rigas and
riaginls, and evolved a system especially for
the teaching of music in schools which is
based on a kind of common denominator of
all the variations he found. His efforts have
given a great impelus towards the creation of
a unity so necessary {o a strong and
vigorous art.

There is one thing however which the
rising generation of those who adhere to the
old tradilion will have to face, and that is the
way of execution, from the musical as well
as the aesthetic side. For reasons connected
with the whole trend of Indian life, art music
has lost its sense of proportion. The balance
between melody and ornament has been
completely lost, just as in sculpture, the
later temples have lost their archilectural
meaning under a deluge of ornament, how-
ever beautiful each decoration might be in
itself. Professional jealousy in trying to
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outdo the previous singer, and competition
for a patron’s munificence greatly contri-
buted to the growth of (his artistically dep-
lorable tendency. Voices forced to sing lor
five to seven hours at a stretch day alter day
became over-stained und soon broke. The
shell of perfect technique remained with the
voice gone. The absence ol voice as such
became so general that failures and faults of
old came to be regarded as virtues in our
days. Thisis not the phantacy of a preju-
diced Westerner; I will illustrate this state-
ment with quotations [roin a Sanskrit {ext.
The faults enumerated {here give a true
picture of a present-day singer, even of the
most successful {ype, whereas the ideal of
beauty as expressed in the Sanskrit lext is
not or hardly to te found anywhere.

Let us imagine the stage set-for the per-
formance of an Ustad. The accompanying
tamburas have filled the atmospliere with
the lovely vibrations of the chord, serving as
a background to the melody. The drummer
is sitting ready to take his part as soon as
the singer will have finished his introduc-
tory improvisation which is to eslablish the
character of the raga he is going to perform.
All aitention is centred on the gorgeously
dressed man sitting in the middle of circle
of musicians. Suddenly he stretches his neck
and slarts swaying his body. He twists his
neck, now opening his mouth very wide, now’
closing it altogether, with audible takings in
of the breath. The sound is harsh and
rough; very often the difference between
high and low notes is such that they are as
if sung by a different person; but of course
the technical side of the song is rendered
faultlessly, When be reaches the climax of
the song the singer gels into such a cramp
that the veins on his forehead, face and neck
swell lo bursting-point. One wonders what
the singer would say if he took the trouble
to read the injunctions of the Sanskrit texts,
where it says:

II1, 42. dadhdnah kandharam drdhvam
karabho’bhihito budhaih]|
The one who puts his neck up is
called the camel by the wise,
III, 45. vakrikrtya tu yo grivim

giyed vakrisa ucyate|
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gatram prasarayed gayan

prasari sa tu giyanah||
The one who sings twisling his
neck is called the distorter; the

singer who stretches his body
while he sings is called the
stretcher.
I, 39. udghrsto virasodghosah
sitkdri sitkrtair muhuh|
Uughrsta is he who sings {aste-
lessly loud, taking breath with
repeated sound of it,
III. 41, karalodghititamukhah
karali giyano matah|
That singer is called the gaper who
opens his mouth in a terrible
fashion.
I11. 38. sandasya daSanam gayed
asau sandasta ucyate|
The clencher is called he who
sings pressing the teeth together.
III. 31, raksatvam tyaktaraktitd] anudh-

vanivihinalvam nissirata visva-
ratd kakitvam sthinavicyutih
kar§yam karkagyam ity etat
kusariram tu dasanaih.
Being harsh, without charm and
resonance, pithless, out of tune,
making a sound like a crow and
having a break between the
registers, of small valume and
rough, that, on account of the
faults, is called the bad bodily dis-
position.
III. 43B. siridla phala vadana
griva mukha vikaravin |
44. dombakah kathitah sadbhir giyanah
sarvato’dhamah||

The one who distorts his face by
letting swell the veins on his fore-
head, face and neck is called
dombaka by the wise, the lowest
singer in every respect.

As regards the ideals of beauty as expressed
in the Sanskrit texts, these are absent in 99
out of a hundred professional performers in
India. The astonishingly sharp ear for
phonetic phenomena had very soon discover-
ed what was found out in Europe much later,
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namely the three registers of the human
voice, the breast, throat and head register
respeclively,  According to the old treatises
the breath starts from the navel and goes
upwards through the three registersand only
acquires artistic properties when uttered
through the mouth. This coincides with
the Western theory that the basis of musical
voice-production is in the diaphragm.
The realisation of this principle greatly adds
to the charm of the voice.

111. 29. tarasthane bhaved yasya

madhuryam snigdhata tathi|
gambhiryam mrduta raktih

pustih kdntir anudhvanih|
tat susdriram ity uktam

laksmalaksagakovidaih]|

He whose voice possesses sweet-
ness in the higher register and has
mellowness, depth, softness and
charm, the beauty of richness and
resonance, is said by the authorities
on the science of characteristics to
have the right bodily disposition.

From which we see that the actual beauty,
melodiousness and richness of resonance are

the first exigencies of anyone who wants to

start being a singer. Of all these qualities*
not one is apparent among the majority of

Indian professional singers, who hardly ever

use the breast-ragister pressing everything as-
high as possible in the head-register, whereas
softness is entirely absent. This exclusive

accent on the higher regions of the voice may
be the result of Arabic influence, as the
Arabic ideal does not consider a voice to be

singing unless it sings in falsetto. Anyway,
the previous quotations show that whatever
the cause may be, the presenl way of execu-

tion is very far removed from the high
standards and ideals of old,and that for a true
revival of Indian art music the siudy of the
Sanskrit texts must be undertaken along with
that of the tradilions of the preseni-day
singers. The impetus and urge 1s so strong

in the India of our day that there can be no
doubt that something new and beautiful will
gradually emerge from the®conflicting ten-
dencies, based upon the longing for a true
art peculiar to India herself, an adequate
expression of her own spiritualily, Bul in

order to realise this ideal one thing is required

above all others: openmindedness, and =

mutual appreciation in true co-operation.



THE MELAKARTA—A CRITIQUE

K. V. RAMACHANDRAN

The melakartas have dominated our
musical thinking of the past 100 years so
thoroughly and influenced our musical beliefs
and practices so inlimalely, that it is perhaps
time we examine what these Melakartas are,
mainly to clarify some of the implications
of the Melakarta theory, whether it has fur-
thered (he develcpement of the art or
arrested its devolopement,

Mela denoted a group of svaras. At one
stage in the history of our music—Vidya-
ranya was probably the originator of the
practise—the RZgas came to be grouped and
classified in terms of Melas. Ragas consti-
tuted the substance of our music and they
were far too intricate to be defined by any
mechanical formula based exclusively on
svaras: the svaras were just one of the seve-
ral units — the vowcls let us say—that
contributed to the making of the Riga, which
implied besides a graded variety of impor-
tance among the various svaras timed and
free and comprehended movements of
various kinds in addition to certain charac-
teristic figures and exclusive phrases not to
mention a variety of pauses, initial, medial
and final. The sound picture that resulted
from all these factors was the Raga. The
Mela never attempted to define the Ragas,
but just indicated the more prominent
svaras requisilioned by (hem. The Mela
was just a label and at no time did it have
anything more than a classifying sense. To
summarise the more prominent svaras that
found employment in the Raga is not to
define the Raga because the svara was just
one of the many units of which the Raga is
composed; il did not imply and taboo thal
svaras not comprehended under the Melas
should under no account be resorled to. It
did not matter for inslance whether the
Mela was Gurjari or Gaula so long as
people understood the group of svaras that
the names mnemonically summarised. In

other words there was a fluidity about the
system of Melas which was never forgotlen
as long as the early Mela system was in
vogue; and it was in vogue as recenlly as the
time of Tulajaji. It was the Mela that was
derived from the Ragas; the Mcla was a
generalised hypothetical term improvised by
the musical authors at a time when the
earlier classifications based on the character
of the music were found not sufficient and
there was a need to emphasise the svaras.
The Mela was not a Riga; it was just a
hypothetical term with a classifying sense.

Unforlunately current musical belief
among professional musicians as well as the-
oretical experis is that the Melas is the
parent and that the Ragas are the offspring,
that the Mela implies svara tabooes and that
the Aroha and Avaroha saficaras are suffi-
cient to define the Riaga. As explained
before the Mela does not -define the Riga;
and the aroha and avaroha saficiras are
but one among many (eatures of the Raga.
For the present slate of our musical beliefs,
a certain work named Sangraha Cidamani
is directly and indireclly responsible.

Venkatamakhin who flourished during the
Naik period, among others, made an attempt
to codify the Ragas current in his time
under the Melas that earlier writers had
already improvised; but hc was responsible
for the suggestion that by mechanical mani-
pulation of the svaras it was possible to
derive 72 Melas; but he did not elaborate the
suggestion nor give names to the 72 possible
groups. This was probably done by a
certain Muddu Venkatamakhin said to be a
grandson of the original Venkatamakhin and
it was perhaps he who gave the names
beginning with Kanakdmbari catalogued in
the anubandha of the published edition of
the Caturdandiprakisika, in addition {o
certain Rigas (hal were not currenl in
Venkatamakhin’s time, but had since invaded
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the south and come to stay. Muddu
Venkatamakhin belongs to the early Maratha
period. At a still later stage perhaps, the
new fangled system of Melakartas received
some final touces, but the system itself did
not gain general acceptance and was
presumably confined to certain families,
because long afterwards almost in the times
of Sri Tyagardja, we find Tulajdji defining
the Ragas current in his time in terms of the
pre-Venkatamakhin Melas with additional
data calculaled to visulaise the Ragas more
precisely. We arc thus fortunately in a position

to assay the exact musical inheritance of the’

great composers Tyagarija,Syama Sastri and
Muthusvami Diksita. The period imme-
diately preceding these great men was one of
intense musical activily : . Purandaradas and
Ksetrajfia divide the honours of composi-
tion and among master crallsmen are
Virabhadrayya, Adiyappaya, Vina Kala-
‘hasti Ayya and Sonti Venkalasubbayya from
some of whom Tydgardja, Syama Sastri and
Diksitar learnt their music. An analysis
of the music of Syima Sistri and Diksitar
reveals that these great composers are inter-
preting the music of the past almost
exclusively—a great past, of which we could
have no conception, but for them. Tyagarija
is an indefatigable interpreter of the past as
well; but if with one eye he looks backward,
with the other he looks forward as well.
Like Prajapati he creates his own media and
adores his Rama not alone with jewel-words
newly [ashioned, but also with jewel-music
newly created. It is this facet of Tyagarija
that distinguishes him from his illustrious
contemprories.

To estimate the real achievememt of
Tyagarija, we have to distinguish between the
Raga media that he inherited from the past
—an inheritance shared by allthe three great
composers—and the media that he actually
created. However this is not easy because
the Raga nomenclature of the Kirtanas of
Tydgardja are in a stale of shocking confu-
sion. Tyagardja has been singularly unfor-
tunate in his editors; inspired by the Sangraha
Cidimani, each Apiirva Raga kirtana has
been given some novel name by these
editors. One Riga is disintegrated to yield
10 different names for none of which there

is warrant and all of which are non-existent,
Such a state of affairs completely disguises thes
existence of certain wonderful Ragas whose
real form is distorted out of shape by such
disintegration; it has also effectively disguised
the fecundily of the master who could com-
pose such diverse patlierns out of a single
Raga. We have lost the Riga, but gained
ten names; the exaltation of the Melakarta
based upon a misreading of what it denoted
and the mistaken corollaries that the svaras
are never to be transgressed elc. are respon-
sible for the banishment of our Apirva
Rigas. We donot even know that there
are such Ragas, much less do we know
how to employ them. Ignorance of the
Apirva Ragas and of Tyagaraja's musical
inheritance is responsible for such absurd
identifications; such identifications are res-
ponsiple for subsequent attenuations and
distortions of the Ragas in question. Guided
by the Sangraha Ciidimani, the kirtanas
‘Raga sudha rasa’ and ‘Sarvabhauma saketa
Rama” have been identified as Andolikd
and Bhafijaram whereas both the kirtanas
are in Devamanoharl. ‘Nada tanum ani§am’
and ‘Moksamu galada’ have been identi-
fied as Cittarafijanl and Saramati whereas
both are compositions in a pre-Tyagayyan
Riga called Gopikdvasanta. ‘Nenendu’
labelled Harikambhoji (which the late
Mr. C. R. S. renamed Kannada Behag on
his own authority) is really a pre-Tyagayyan
Raga called Tarangini in which Diksitar
has a song ‘Maye tvam yahi’. In this exam-
ple, our musicians today assuine that the
face of Vindyaka resembles a monkey and set
about fashioning it after that type. ¢Vinaya’
is not Pratipavardli but a pre-Tydgayyan
Riaga called Natandarayanl. Among other
Ragas that have been so cruedly identified
or disentegrated are Kannada gaula, Kannada
Vangila, Iéa Manohari, Abherl and many
others. Insliead we have fantastic names
like Navarasakannada, Bahudiri, Kaldvati,
Nalinikdnti etc. Among the kirtanas group-
ed under Darbaru, there is plenty of confusion.
A self-conscious and deliberate artist like
Tydgardja has given some unique interpreta-
tions of the Apiirva ragas, but the ignorant
and self-complacent identifications ol these
begun under the auspices of the Sangraha
Ciudamani has deprived us of these where
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indeed it has not dislorted them as in the
case of Taranginl. It is an irony that our
learned theorists are most anxious {o define
these non-existent Ragas and even our uni-
versity-syllabuses are preoccupied with
these.

How did such a state of affairs arise? It
arose when printing was introduced to India.
The late Mr. Singarachariar who was among
the first to print kirtanas had necessarily to
name the Ragas when he printed the
kirtanas. In his earliest publication *Sarvartha
Sara Sangraha’ he solved the problem by
giving fanlastic names of his own coining
to the Aydrva Ragas ol Tydgardja’s kirtanas.
There was a gap between the demise of
Tydgaraja and the time when his kirtanas
became popular. When aiter this hiatus
people rediscovered him, there was a real
need to know what {he Apirva Rigas were
in which he had composed in such prolific
abundance. When Singarachariar published
his Sarvartha Sara Sangraha, he lacked the
means {0 solve the problemns and so fell back
on his own imagination. But when he
published his next book, he had discovered
the Safigraha Cudamani and all his subse-
quent identifications are based on thatl book.
As Singarachariar is our first prinled musical
Manu, the Parasaras and Yajafiavalkyas that
came later have just been faithfully copying
him without ascertaining the soundness of
his identitications,

In 1927 the writer chanced upon a copy
of the Sangraha Ciadamani at the Adyar
library and as there was such marked agree-
ment belween this work and the identifica-
tions of Singarachariar, he thought that
Singarachariar must have used (his work
though without acknowledgment. This
work which is a reflex of (he Melakarta
scheme elaborated by Muddu Venkatamakhin
names the Melakartas ‘Kanakang?' ‘Ratndngi’
etc. Sangraha Ciadamani came into exis-
tence at a lime when there was a need to
know the correct nomenclature of some of
Tyagaraja’s kirtanas, Suffice it {0 say that
the identifications are mostly incorrect
and that the work reveals not only an
ignorance of Sanskrit, but an ignorance of
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earlier musical literature and a colossal
ignorance of the Apiirva Ragas—tihe Ragas
that Tydgaraja inherited from the past. If
the author had been aware of Rigas like
Gopikavasanta, l(annadagan!a,Devamanohari
Natandrayani, etc. which were in existence
even before Tyagaraja was born, he would
not have. blundered. Part of his undoing
was due the fantastic edifice of Melakartasand
their imagined corollaries. The work suffers
from another serious defect. Though
Muddu Venkatamakhin gave names to the
72 Melakartds renaming some of the older
names in the process, Rigas like Sama Varali,
Bhinpa sadja, Vasanta Bhairavi elc. that
exisied even previous {o his time, the Ragas
are easily recognisable from his list because
he has just added a prefix to the names call-
ing them Ganasamavarili, Dhunibhinnasadja,
Geya Hejeji, Vatl Vasanta Bhairavi, etc.
There is no break with tradition involved.
But the Sangraha Cadamani calls these
Ganamiirti, Dhenuka, Giayakapriya, Vakula-
bharana etc. The prefix which determines
the number of the Melakaria is more impor-
tant than the Riga. The substance of music
of Jayadeva and Sirngadeva is not very
different from that of our present day music,
only the nomenclature has undergone consi-
derable changes. With Muddu Venkatama-
khin’s names we could still rediscover the
Ragas of Astapadl, whereas we cannot do it
with those of Sangraha Cidamani. What
was the need to distort the names of Ragas
and produce a freak theory? It was clearly
a want of equipment. At best the theory
was tentative and expedient a termnporary one.

Unlortunately this theory has conie 1o
color our beliels and practises. In the light
of luller knowledge now available it would be
proper if our music scholars devole some
part of their valuable time to a correct iden-
tification of the Ragas of Tyagardja kirtanas,
It is only when this is done that an appraise-
ment of the art of a great composer would
be possible. In the process we would
gain certain wonderful Ragas which like
some of our marvelous Natarajas have
become rusty and mud-smeared by intermin-
able ‘burial underground. Musical restora-
tion is the need of the hour.
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MUSIC IN THE BRHADDHARMAPURANA

BY

V. RAGHAVAN, M.A., PH.D.

—

The. Brhaddharmapuw ana is printed in the
Bibliotheca Indica Series. In ch. 25, Sl 26
and in ch. 30, SI. 50, the work calls itself
the latest.of the Upapurapas.

This Upapurina has occasion to speak of
music in its account of the story of the
celestial river Ganges. Ch. 44, SI. 16 to
SL. 101 in this Upapurana give not only a
brief account of music but depict imagina-
tively ihe greatness of music. 1 give here a
detailed summary of this portion dealing
with music.

Narada tells Visnu: “Vigtiu, your are the
supreme Brahman; and Music 1s the im-
perishable Brahman.”

o g @ I S A g rsTa |
34, 16.
Visnu replies: ¢“Music, when sung
properly infatuates the universe in no time.
Susvarata and technique aie both required
in singing, but Susvarald which is of greater
effect, is superior to a knowledge of
technique (Vidhijfiana).
AN FF T FEAEAISIITA |
dred ¥ f@ivEE A gIaved 1l
IR AREE Gred g w2asy )
44, 17-18.
Having emphasised {he grecater importance
of ‘Susvaragina’, Visnu takes up ‘Sahitya’,
the musical composition, or the application
of music to a word-picture. Visnu says that
a concatenation of words can deliver only
their meanings, but cannot ‘reveal’ the
picture; but when music inlerprets those

words, Rasa is, as il were, seen in flesh and
blood,

931 g 93T AT A g S |
{TA-IAYA TAATIRBY g a1 |l
4, 19.

Visnu then explains the manifestation of
Niada which slarts at Maladhara and pro-
gressing through Nabhi, Hrdaya, Kantha,
and Mukha, reaches Mardha. Nada is
subtle at the naval and chest, il is indistinct
at the throat and is fully distinct at the
mouth. At the cerebrum, it again becomes
‘Avyakta’. This Nada coursing between the
naval and cerebrum is in the form of twenty-
two Srutis; these twenly-two Srutis are
Dayavali and the resl; they go into the
groups 4, 2, 3, 4, 3, 2, 6 for the scven
Svaras Sadja, Rsabha, Gindhara,Madhyama,
Paficama, Dhaivata and Nisida. These
seven Svaras have three ‘Gatis’ called Ghora,
Mandra and Ucca, which go to characlerise
the several Svara-compositions. The Svara-
compositions are the Rigas and the Raginis,
-5 crores 5 lakhs 5 thousands in number.
These Rigas and Raginis have their abode
in Siva's throat. Of these, six Ragas,
Kamada elc. are the chiel; these six have
thirty-six wives (Raginis) with their respec-
tive Dasi-Ragas or servant-modes. The
Rigas have, all of them, ornaments, a distinct
shape and are of the form of supreme bliss.
The Svaras forming these Régas are of three
natures, Arohins, Avarohins and Saficarins.
These Svaras are same as regards instru-
ments also. Voice and instrument are equal
in this respect.

The six primary Rigas are Kamada,
Vasanta, Mallara, Vibhasaka, Gandhara and
Dipaka. ’
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The ‘wives’ of Kimada are Mayiri, Toti,
Gaudi, Varadi, Vilolikd and Dhanasrl. The
Disis of these Riginis are Vagisvari, Saradi,
Syimad, Vrndavani, Vaijayan( and Jayantl.
Paraja is a (male) Dasa of Kamada.

Of Vasanta, the Raginis are Kedarl,
Kalyani, Sindhurd, Suhayd, Asvaradhd and
Karpatl. The Disis of these are Syamakeli,
Devakell, Malini, Kamakell, Sambhavatl
and Sambari. Hindola is the Dasa of
Vasanta.

Mallara — RAaginis: NA&ti, Surahattl,
Pahidi, Caruripini, NIld and Jayajayant.

Dasis: Cakravaki, (;andramukhi. Rasika,
Vilisiki, Yamini and Syamaghatika.

The (male) Dasa of Malldra is missing.

Vibhisa — Raginls: Rimakell, Lalila,
Kodard, Kaumudi, Bhairavl and Sarvari.

"Diasis:  Tarangini, Nagini, Kisorl,
Hemabhiisani, KallolinI and Bhimanetri,

Sydmaghotaka is the male servant of
Vibhasa.

Gandhira — Raginls: Srih, Ripavati,

Gaurl, Dhanasl, Mangalikhyd and Gan-
dharvi.
Disls:  Patamafijari, Mafijira, Maha-

padmavati, Velavali, Bhiipall and Gandhini.

Gaudardja is the male servant of Gan-
dhara.
Dipaka — Riginis: Uttarl, Parvika,
Gujjarl, Kalagujjarl, Gondakarl and Mala.
Diasis: Dipahasta, Dipavarnd, Dipa-
karna, Pradipikd, Dipaksi and Dipavaktra.
" Pradipanibha is the male servant of
Dipaka. |
Having given this epitome of music to
Narada, Visnu asked himn to sing. Nirada
made great effort, and sang, again and again
seeing how Visnu's face reacted; but Narada
was not able to bring out the Ridgas in their
true or full form. Onec Raga slipped from
“Sthana” or its pitch and thereby fell down
lame and stood hopping; another Raga be-
came bereft of eye and a third simply shud-
dered; one Riga was more or less imbecile
and of another, all the ornaments were shat-
tered. Thus were the Ragas mutilated by
Nirada at that time. Goddess Sarasvati cover-

ed her face with her Sari-end and laughed.
Seeing this, Narada whose face was already™
showing (atigue, stopped singing. Visnu also
told him: <O Divine Sage, stop singing; you
have sung badly. You go to my Vaikuntha;
the Ragas live there; see them well.”
Having said so, Visnu look Nirada to His
Vaikuntha. There Nirada saw the Rigas
resplendent in their Divine [orms, in youth-
ful age and with faces wreathed in smiles.
The whole place seemed lit with them. But
Narada saw also in a corner some mutilated
Ragas. «Wherefore, O Lord, are these
Riagas crippled and blind"’ asked Narada of
Visnu. ¢These are the Rigas which you
sang sometime back. Siva must go here
presently and res(ore them to their perfec-
tion by His singing” replied Visnu. Nirada
was duimb with shame. Visnu asked Nirada
to take his scat and Himself also sat with
LaksmI on one side and Sarasvati on the
other. All the sages crowd®d there. Then
Visnu thought of Siva, Everybody was
anxious to hear Siva sing.

Siva appeared in all His glory and Vispu
asked Him what in the universe was the

.supreme happiness, what in the universe

liberated one completely from sorrow. Siva
replied that Devotion to God was one such
supreme happiness, but there was also Music
which was of equal efficacy in destroying
misery and bestowing beatific bliss. And
that devotion or utlering the name of God
was not holy enough without music. Visnu
then told Siva “you are the greatest expert
in singing; please make my eans rejoice with
the ambrosia of your music.’

Thercupon Siva, the great musician, sang;
and who could resist the urge to accompany
that singing? Narada, Laksmi, Sarasvati,
everybody followed.

Swa raised the Nada and manifested the
Raga Gindhidra. Visnu and Brahman saw
what the form of Gandhira was. The Gan-
dhara was wonderful, glowing, ornamented
with gold, swarthy like the water-laden
cloud and of unique beauty. Then, having
sung the Riga, Siva sang a Sahilya in it, on
Visnu. The Sahitya was the message -0f a
beloved sent to Visnu as the lover, through
a messenger. The [ollowing is that song:
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When that Master of music sang this, his
notes being the most charming, Visnu,
losing himsell in it and with eyes wide open
imagired that a inessenger was actually
there before Him. All the eyes in the hall
were fixed on Siva and the assemnbly was
molionless. Sarasvati, Laksmi, Brahman,
everybody was like {hat.

‘Siva then sang the Régini of Gandhira
called *Sii’. ‘Sii’ came there in all her
charm, an image of gold, with two I>tuses in
her two hands, with rich and varied jewe.s,
glittering garment and putting on an argen-
tine smile. Visnu thought that the lady
messenger who came previously had given
place to lhe beloved whose inessage she
bore. ¢Sri’ scemed to cling round Visnu
and in the same wonderstruck manner,
Vispu sat looking at the Ragini Sri. The
beloved lady's love was sung by Siva:

vy sa3 &
EaTHIHT agearsg
@Ag @ikha g o g

Visr_ui fell now asif embraced; He be-
came ‘Sl;l; He melted into the Rasa of
music, Gana Rasa, and the whole assembly,
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nay the whole Vaikuntha was, billowing in
the Rasa.

The Gina Brahman, the Brahman of
Music, had become Rasa; Visnu's body had
become the Rasa of the Gina Brahman.

o Mata Y 3T AYIUEIIT )
afelFa 3 agrFg gl MEeFE
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The Brhaddharmapurinpa calls itsell the last
of the Upapurdnas. We may fake it tobe a
work later than Siragadcva, and Jayadeva,
but tnust confess our inability to find its 2xact
date. It is not known when exactly north
Indian musicians began speaking of six pri-
mary maleRagas and began to classify domes-
tically into Raginis, etc. There is also ro
unanimity among writers on the six primary
Rigas and we do not find any writer on
music giving the six primary Rigas as given
in this Upapurina. Ilis also to be noted
that this Upapurana, after assigning Bhar-
yis or wives to each of the primary male
Rigas, assignsto these wives some more
female Ragas as Disis or maid-servants and
assigns to each primary male Raga a subsi-
diary male Raga called Diasa, male-servant,
thus omitting the names, Putris and 1'utras.
Instead of using the word ‘Ragipi’, the
Purana uses the word Bhiryis.



MUSIC IN SOME JAIN WORKS.

BY
V. RAGHAVAN, M.A., PH.D.

Sthinidnga sttra is a Jain canonical text
and it has.a commentary in Sanskrit by
Abhayadeva. Both are printed as No. 3 in
the Agamodaya samiti series. From the
commentary we undersland that music is
dealt with also in the Jain work called
Pirvagatasvarapribhrta.  On p. 395, the
commentary says that the svaras composing
the 21 Mirchanas called Mangi etc. are

#given in the Svaraprabhrta. Bharata and
Vaisakhila are also mentioned here,.

The commenlary speaks of some Dosas
and Gunas of singing, defects to be avoided
and excellences to be secured. The Dosas
are six: Bhita, Druta, Rahasya, "Ullala,
Kikasvara and Anunisa, which mean trem-
bling, rushing, whispering, out of measure,
crowing (7 e., harsh) and nasal.

Hig E@Araay | §9 @Iy | W ga-
W[ TYTITA | ST AWYATEH | BIHEA
HARAELY | AFArGq_ |

The Gugas are then given in two sels.
The first set of Gunas are cight in number:
Pirnpa, Rakta, Alarhkrta, Vyakta, Avighusta,
Madhura, Sama and Sukumaira. Pirnpa is
iull and rich music in which the Svaras are
mouthed fully and correctly. Rakia is
colourful, i e, bringing out properly the
emotional peculiarity of a Raga. Alarhkrta
is embellished with Alarhkaras. Vyakta is
clear articulation of both the nole and the
Sahilya. Avighusta is avoiding of shouling-
like singing, Madhura is sweetness such as
that heard from a kokil. Sama is harmony
with the Sruti and Téila. Sukumara is
graceful singing as a result of which music
seems 1o lilt. )

o, ETEN: |
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Only such singing as is done with these
eight Gupas is music; the rest is mere
mockery of music. .

While explaining the eighth Guna called
Sukumira, Abhayadeva speaks of something
like a Gamaka of Svara called Gholana,
which is not to be found among the Gamakas
etc., in the Ratnakara. Similar unfamiliar
terms occur in the second set of Gunas given
by Abhayadeva: Mrduka which means soft
or dedicate is explained thus: SCHSIAU-

f4g8 HZFY | The second is Rbhila
which is the effect produced by Svara
Gholand: ¥ IRy WIAA AW AT
[, Y. . .
IFAT NSAMESAAY: | The third is Sapta-
svara Sibhara: WHEU: AGURLT: &Y
gA | The word Sibhara is like Gholana,
unfamiliar to us, It perhaps means such
composilions where the words of the Sahitya
are ncither more nor less than are needed
by the Svaras.

On p. 449b Abhayadeva mentions two
music compositions Geya and Varpapada.

The date of Abhayadeva’s commentary is
A.D. 1063.

Bhadrabahu’s Kalpasiitra with the Sans-
krit commentary of Vinaya Vijayopadhydya.
Jaina Pustakoddhara Fund Series No. 61.
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On p. 82 of the commentary of Vinaya-
vijaya a music instrument called Tiiga (%)
and its players are mentioned. On p. 83,
the commentary “speaks of three kinds of
drums. This is an interesting passage, for
it shows us what the Mrdanga really is and
how it is not what we now know as Mrdanga.
The three drums here referred to are Panava,
Muraja and Mrdanga.

qUEt FEIE: | IS AES: | 9EE
AT 9 oF |

Panava is a drum made of mud base and
leather face and so also is Mrdanga. The
very name Mrdanga means mud-made and
can hardly apply to our present Mrdanga.

The date of the commentator, Vinaya-
vijaya, is A. D, 17lh cent,

No. 53 of the lain Pustakoddhéra Series is
Haribhadra’s Avadyakavrtti with Hema-
candra’s Tippana. On p. 2b here is men-
tioned a number of Talavidyas: Bhambhi
is a kind of Dhakka but with a bigger face.
W JYSHEEWINNT: | Mukunda is
another drum. Karatiki, Talima or Tiullika
and some more Vadyas are also mentioned
here.

Both Haribhadra and Hemacandra wrote
in the 111h cent. A, D,

Ratnasekharasiiri has writlen a commen-
tary on the Sraddhapratikramanasitra.
These two texts are published in the Jain
Pustakoddhara series.

On p. 133 here, Ratnasekhara menlions
that (primary) Ragas are six, Sririga and five
others and {hat Bhasa (Rigas) are thirty-six.
He gives a summary of music and dance
topics: 7 Svaras, 3 Graimas, 21 Mairchanas,
49 Tanas, 3 Matras, 3 Layas, 4 Ripakas,
Raga, Upariga, Raganga, Bhasanga, Kriya-
nga and Upanga.

The date of Ratnasekhara siiri’s commen-
tary is A.D. 1496,

The Anuyogadvarasiitra with Maladhiri
Hemacandra’s gloss published in the Aga-
modaya Samiti Series.

Pp. 127ff. of the commentary speak of
music, and a good deal of it is identical with
what we have given above from Abhaya-
deva’s gloss on Sthandnga. Mention is made
here of the instrument called Gomukhi or
Kihala, the drum called Godhika in which
the skin of Godha (alligator) is used and
which is also called Dardarika and the drum
called Adambara or Pataha.

Maladhiri Hemacandra wrote in the 12th
cent. A.D.
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BY
DR, V. RAGHAVAN.

—

The Harhsa Vildsa is a Tantrika compila-
tion made by Harisa mitthu of Gujarath
who was born in" A. D. 1737. The work is
published as No. LXXXI in the Gaek-
wad’s Oriental Series. The 45th Chapter
of this work speaks of music. The [ollowing
is a summary of this section,

Harhsa first gives the seven svaras, with
“%the way each is produced and with the Rasa
of each. Svaras are born from the Simaveda;
from Svaras, Grimas arise; Jatis arise from
Gramas and Ragas {rom Jatis.

Then classification of Ragas: from the
Gramariigas are born Ragas called Bhasas;
from Bhasds are Vibhdga Ragas born; from
Vibhisas are born Antarabhasikas.

There are only 14 Srutis and 14 Miircha-
nis. (These alone are sung here, the rest
are only in heaven.)

I3 FATEEAAE ST |

e ArAdTEaTe frmed |

The svaras are respectively of the follow-

ing Srutis: 4, 3, 2, 4, 4, 3, 2.

Harhsa then gives some Talas and defines
them. On the Dhruvatila, the author quotes
from Ragarpava. Along with the Talas,
Dhruva, Mantha etc,, the Prabandhas bear-
ing those Tila names are also dealt with.
These are Silaga siida gitas. Then some
Suddha siida gitas are mentioned and dre
said to be prevalent only in the South. Then
Rupaka is mentioned. Seven Gamakas—
Sphurita, Kampita, Lina, Timita, Andolila,
Ahata and Trikabhinna——are then spoken
off.

Then two other items are defined, one is
called Pratyantara. Its definition which is
_difficult of understanding is as follows:—

IRETGUTRY FeragrFarAay |

q qIgATg FSe dFFagHarag |

Khalottira is also difficult of understand-
ing

IS ESTANHESTRIH] |

3 - .

ARATANGA ¥ @S B |l

Ch. 26 deals with Ragas; the text used
here is again the Riagirnava. The six pri-

mary Rigas are Bhairava, Paficama, Nata,
Mallara, Gaudamailava and Desakha.

Bhairava’s subsidiary Ragas are Vanga-
pila, Gunakari, Madhyamidi, Vasantaka and
Dhanasri.

Paficama—Lalita, Gurjari, De$i, Varali,
Ramakrt.

Nita—Natanardyana, Gandhara, Silaga,
Kedira and Karnata.

Mallira—Megha, Malldrika, Milakausika,
Pratimafijari and Asavari.

Gauda—Hindola, Triguna, Andhali,
Gaudi, Kolahala.
Desakha—Bhipati, Haripala, Kamodi,

Dhoriki and Velavali.

Harisa then says there are other innumer-
able Ragas like Maru. From another work,
Harhsa then gives a list of Ragas. In this
text, the six primary Ragas are Bhairava,
Malakaugika, Hindola, Dipaka, SriRigaand
Megha. Each has five wives and eight sons.
The Ragirnava list however does not use the
metaphor of wife and son. Harhisa then gives
the wives and sons of each of these six “2nd
ends this section by saying that these mix
and produce Ragas by thousands.
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Harhsa then speaks of the season and
time for each of the primary Rigas, after
which he touches general points. He says
‘Rakti’ is the soul, whether it is vocal or ins-
trumental music or dance. If that is there,
what is the need to enquire of other meritsor
of any defects? Music, he adds, must have
six Gunas: Susvaratvam, Sarasatvam, Saraga-
tvam,—three Gunas emphasising the melodi-
ousness of the music and the correct expres-
sion of Svaras and Ragas and their emotional
quality. Madhurdksaratvam is the pleasing
enunciation of the letlers of the Sahitya.
The two other qualities are richness in

Alarhkira and flawlessness in measure, The
qualities necessary for a musician are then
given. Harhsa closes with an invocation
that Riga may give us all auspiciousness,
the Raga which infatuates Brahmi, Visnu,
Indra, Siva, the Gandharvas and others,
birds and beasts and the whole universe,

g I A 79RY: W ArarEe
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PERIYATIRUKKUNRAM SUBBARAMIER*

BY

MM, DR. V. SWAMINATHA AIYAR.

Periyatirukkunram Subbaramier was one
of the masters of Safgita and Sihitya who
lived in the last century. He was the elder
brotlier of the more well known Ghanam
Krishna Aiyar. Periyatirukkunram, their
native place, is a village in the Udayir-
palayam Taluq of the Trichinopoly Dt.
Their father was Ramaswami Aiyar. They
belonged to the Astasahasra group of
Braihmanas.

Sundara Aiyar was another brother of
Subbaramier., The three brothers studied
both music and Tamil under the Srivaisnava
Vidvan Campakamannar of Ariyaliir.
Champaka manpar was also a composer of
many songs. The father Ramaswami Aiyar,
after a time, placed his three sons under
Paccaimiriyan Adippaiyar, the great musi-
cian and composer, who was attached to the
Tanjore court. On hearing some of Subba-
ramier’s compositions, Adippaiyar extolled
the composer as “Srinivisan, Junior”’; that
is, Adippaiyar compared him to the com-
poser “orinivasan” of the last century who
lived at Srirafigam and compossd songs on
God Rarnganatha,

Al this time, the King at Tanjore was
Sarabhoji. Subbaramier and brothers be-
came court musicians. Subbaramier while
staying in Tanjore composed a Kuravadici
play cn God Brhadi$vara.

Kapisthalam Muthaiya Mippanidr was a
friend and patron of Subbaramier’s family.
While staying with him once, Subbaramier
composed a Kuravafici play on him.

Sivaji succeeded Sarabhoji at

King
Kottayiir Sivakkolundu Desikar

Tanjore,

had composed a Kuravafici on Sarabhoji
and some friends were pressing Subbaramier
to compose a Kuravafici on Sivaji, This
Subbaramier did but this Sivaji-k-kuravafici
did not allain fame. 1 have heard in my
youth some song pieces from it. Following
this Sivaji-k-kuravafici, Subbaramier com-
posed a pentad of songs iri five Rigas on
Sivaji. Thanks to court-intrigue, Subba-
ramier missed getting the gift of a village
which Sivaji had contemplated. Alter this
incident, Subbaramier left Tanjore for his
village; now followed a number of compo-
sitions on the presiding deities in the many
shrines which Subbaramier visited,

At that time, Dewan Appurdyar was a
great patron of musicians ai Kumbhakonam.
With him was staying the great musician
Narasaiyar who had ‘pledged’ his Sirhkari-
bharana for a {ime. Subbaramier once went
to Mr. Appurdyar’s house. After a perfor-
mance by Sankaribharanam Narasaiyar,
Appurayar desired that Subbaramier should
compose a new song in Sarnkaribharana.
Subbaramier composed a piece with Appu-
riyar as the hero and beginning with the
Pallavi “dgsCs alrams”.

Subbaramier lived long, outliving his
younger brothers. Subbaramier’s brother
Sundara Aiyar had a daughter from whom
[ have heard the songs of Subbaramicr. I
have heard them also from my own father
and uncle. Subbaramier was the great-
grandfather of my mother’s mother.

The following is a devotional composition
of Subbaramier on God Vafichinitha.*

e

*English Substance of the Mahimahopadhyzya's
Tamil article in Silpasri, Vol. I, No. iii, pp. 137-145.

* Taken from Silpa Sri,Vol. I, No. ii, p. 119.



PERIYATIRUKKUNRAM SUBBARAMIER 45

pRad—ewaDeg) grand—gy @
uvevea’

Srrgre Qsroasss wowsd s1QCawer
pareer Soay. wdewewu

puNaald

LrErEnt sis8 Swouesy H6
vsaw arG srslr eabe (@or)
& pamib
1. s@mwerr o@éslar Qeis wrims
sarseliggd réday Qurerpafigs
enveul) QurgaryaQsas gyw dapis
sG@arEu CurrefiCu
Qavairio Dé 8%y Qurp sOsevsye
soasuyw Caeflfe) sf55 sragnCa
air qpapsresn @sBrer qppevdaraimn
@i p wexr pas gy Baaem asgy nss
syl eembsame; CerGCu. (o)

2. urss sSp o agasrady yess ol
ufé g vridsanL@é Qaedrpu uSems
e guevm si g Sardzio
BEsE greiw e apr g ECw
Lrsugrevgrn o ddguepdsallss
U L@GeaLIEs #rL&1svaiesur
STen eIl Fen e.OOTF QP
srds o prwvluerCa g%vip
Fua@e ceaw Qoncued yore® (Hor)

3. yesnlrys SfymrSeuye aflss

Swe e Curstesss exu

vasansass s wrn qps HCaves
arid@w anrgR sar areQr

o855 afls srivs amaps p Ins
gsiCursegnos vauts

sosrpraps argRelas saaras
soap Ipaft IonPeow adevs®s

swia ys Quuésmer gurur (gon).

This another devotional composition of
his on the Goddess Periya niyaki Ambikai at

avab—eusad grenb—gy £

uRwad
Bers Paxarex usisglar %5 g nrex
vella G aun ars sr@@uwer— gybwr
BV NaT
Sewigadso B%r i pguenll yaols m
sevw Gupder QargyuwQuPw srwd.
(ParsSarws)
& I BIGelr
1. umbgrer a_msaaaw Qrilury
ufi g garw s asaf endBaf
BwspQunl Gsafis Jaop anrgysé
Qruc@are P egyi ymeias
Qurms g Crel yeofl i soenf gl¥vsar
Yps peiiCo Dpoes i oSPL
i guer 2% aEe Guatw
denzda RewltQeel Cur_gy
(Bers)

Kumbhakonam,*

2, sws adflex ¥ pi Qa@evnrgai

HsigeliCo Qmip 800 wrivser

Qsrfs pue QarQarer nuléarwle
syer pWwas TG paerr

s grwrlugyn JenPscrer ds
@t pOuer s8508r%wwQa o

wmi g Cafissgwer & Hafo
wBpsmer Qedt Zoigh gurud (Ben )

3. Quawdpal agiiv sLels 4pp@Cu

Quoanr® Lew oms HQwlar &y gper

Howusel vsigsal gghf
T IELL Y WO T PIS e I

smuyedyl] v sasui BQrrwend
#LLQUBE GLidasst Cuadw

S@igaCe yfs pars & Cawens
Hse@srarCa Gupw Quiy srw®

(Semi)

*Taken from Silpa Sri, 1. No. vi, pp. 325-6



FOLK MUSIC

BY

ProF. G. H. RANADE,
Sangli

Folk music in the music of the masses,
When common people sing a song, they
know nothing of the intervals used in it. To
them the intervals occur naturally. But
then, folk music is not the music of a savage,
as some are apt to think. On the other
hand, it is an integral and living part of any
musical culture worth the name and has
held its own in spite of the great develop-
ments in classical music.

Folk music has its own charms and even
among illiterate masses, a large number of
people are found to possess a fine ear for
such music and occassionally, a rare facility
of performance also. The study of folk
music claims one’s attention all the more as
it has_ many things in common with the
classical form of music. Thus in many
classical Rigas, one is often reminded of
similar groups of notes or melodics formmg
some popular tune or folk song. But it is
important to remember here that there is a
fundamental difference in the processes and
the consequent effect of the two (ypes of
music. For, though the notes and melodies
of folk music are similar to those of classical
music, folk music never gives an impression
of a particular Riga or classical mode as
:such, and yet gives its own stamp which
eludes all the established criteria of the
Raga-system of classical music. A study of
the details of this individual stamp of folk
music may help us in our constructive view
of the evolution of Indian music as a whole
and may indirectly throw some light on the
causes, which give a different stamp to
classical music.

With such a-belief;- the present writer
undertook a study of folk music, asit obtains

in Maharastra and published his results
some four years back in the Bharatiya Sarn-
gita (a bi-monthly magazine. of Indian music
that used to be published at Poona; Vol. 111,
No. 2 of 1935). Beginning with the sing-
song way of reading, recitation of Mantras
or hymns, the different ways of reciting
metrical or other types of verse and otlher
similar compositions, the present writer ana-
lysed the folk songs proper. The results
obtained were further found to be true with
respect to similar compositions in all the
principal languages: of the Sarhskrta stock.
This 1s as it should have been; for, such
languages have many things 'in-common
particularly the prosody and the modes of
poetic improvisation. The results were
found to be {rue even in the case of speci-
mens from the Kannada, although the lan-
guage is not of the Sarhskrta stock. In
each case, indigenous reciters were requested
to recite the different pieces of poetry and
folk soungs in the most natural and.non-aca-
demical manner and then an analysis of the
notes, melodies and other particulars of such
recitation was made. The major findings of
this study may be briefly given in the
following pages.

1. In folk music, the recitation or music is
always coupled to the timec-span of poetic
words making up the metre and there are no
tonal extensions, as such.

2. The melody, though flowing on freely,
is often pivoted on a particular note or group
ol notes and circles round such a nqte or

notes.

3. The melodies of folk music are ‘very
simple and employ a few notes at a time.
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They seldom move in two tetrachords at a
siretch.

4, In the elementary forms, folk music
does not employ a drone, yet there is a level
always maintained, to which the music in-
variably returns, so much so, that not for a
moment is the sense of this level or toni¢
either lost or weakened.

5. The maximmum numnber of notes em-
ployed in folk music is #ine, These consist
of the seven consonant notes viz., those of
the Major scale andtwo more viz,, the minor
third and minor seventh.

6. The minor forms do not, however
occur as frequently as the major ones.

7. Sometimes the emharmionic forms of
the same note occur—the higher form'occur-
ring in the ascent and the lower one in the
descent.

8, Prayer or other religious hymns or
songs when chanted alone to oneself employ
only one note, the lonic, and are literally
monotonous.

9, If recited in public, they employ one or
two more neighbouring notes, the whole
recitation never extending beyond the {etra-
chord.

10. For a big audience the voice is often
revised by a Fourth or Fifth, but even then
the melody seldom extends beyond the tetra-
chord at a stretch.

11. The alternative way of recitation for a
big audience is to begin on the higher
octave and proceed by a descending melodic
progression,

12. In the longer notes and songs the
melody has necessarily to be lengthened in
duration and hence it embraces notes from
two tetrachords. But there is usually an
imitation in one tetrachord of what occurs in
the other.

13. The melody is so simple yet sure, that
the intervals and their sequence is correctly
observed in a natural way and needs no pre-
vious thought or special effort. Students of
classical music know how difficult it is to
take a leap of a just Fourth or Fifth, but in
folk music such leaps are correctly taken
even by a lay reciter, without any conscious
preparalion or effort.
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14, A piece of poetry or song always con-
tains an even number of lines or divisions.
At the end of every-odd line, there is felt a
sense of incompleteness; the sense of coms
pleteness returning only at the end of.the
next even line,

15. This incompleteness is of the character
of a query or interrogation. Its immediate
cause is that the odd line does not end on
the tonic, bul ends on a harmonically more
distant note usually, the next higher note, the
Major Second. So a deliberate shift from
the tonic at a psychological moment when
it is strongly in demand, causes perlurbation
or gives a shock, which we call incomplete-
ness.

At {he close of the next even lire, how-
ever, there is a well-planned relurn to the
tonic, and this at once reslores ease and the
sense of completeness.

16. No single note receives any individual
prominence cither by way of duration or
stress. The notes are mere counlerpoints—
as it were—to the order of the long and
short syllables which make the metre. As
such, the notes of folk music are never of
the sustained type and hence scarcely afford
an opportunity to bring cut the beauties of
any harmonic relationship of the several
notes, either lowards the tonic or even bet-
ween themselves.

17. The nine notes of folk music are
almost the same as the nine principal con-
sonances, which chiefly figure in fixing up
the tonality of classical music. Thus, it
appears even in the folk stage, there were no
cultural reactions, which opposed (he forma-
tion of a truly natural and hence of a harmo-
nic scale.

18. In the more strict forms of the metres
—uiz., the Gana-vrttas, rhythm is regulated
by particular Ganas or groups of syllables
and hence by a particular order and quantity
of syllables. In the lighter forms however,
i.e. in the Matra-vritas, it is regulated by a
periodic accent and hence not by quantily
but by regular stress.

19. As will be seen from its scales, melo-
dies and rhythm, folk music does not violate
the laws of the physics of music even once,
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but in spite of its perfectly scientific structure,
is unable to stir our emotions through the
power of tones alone, * * * Folk
music has no tonal moods of its own, but
adopts the mood poetry brings to bear upon
it.

20. In folk songs proper, the poetic theme
is never very serious, nor the language very
high.

It is common experience that the one aim
of the reciter is lo secure the greatest
possible musical effect with the least possible
strain,

Musical effect and ease of execution there-
fore go hand in hand. Thus the scale for
the folk-songs is spplied by the major scale

THE JOURNAL OF THE MUSIC ACADEMY

or by some one of its transposed forms. *
* * The advanced folk songs also af®
mostly plain and simple in point of their
{onal structure.

Now, folk music and particularly folk
dances employ a variety of instruments like
drums, bells, cymbals, horns and trumpets
and employ,—if at all—a very weak and poor
type of drone. . » » * The
rhythmic element is therefore very powerful
in such songs and dances, and as for the
melodic effect, it is totally drowned by the
tangled mass of sounds produced by the
drumns and such other instruments. The
emotion is supplied not so much by the con-
sonant or dissonant character of the notes
used, as by the theme of the song.
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The foundatioen as well as inspiration for
art is nature. The origin of music no less
than the origin of various branches of
knowledge is enveloped in mystery and has
always been a malter for conjecture. The
divine or mythical origin only serves to
emphasise the absence of a rational explana.-
tion. Nature abounded in sounds of various
kinds and pitches. The cries of birds and
animals, the whistling of the wind through
holes in reed and bamboo, the jhankdra of
{he bhrainara, the gurgling of the waters'and
the twang of the bow-string furnished man
with ample materials for imitation. While
these were external sensations, the 1mpulse
from within was never wanting. ‘The voice
rises or falls, in other words varies its
pitches according to the state of mind.
Differences of tone must have been noticed
in group recitals. The break of monotony
which results from change of accent or tone
and the agreeable sensation upon the hearers
which certain of those variations produced
must have been apparent and must have
given rise (o the uddtta and anuddlla svaras
of the early vedic chants. It is thus
probable that music proper began with what
may be regarded as primitive song or crude
expressions of human feelings and yearnings.

of Madras.
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below and the lower, above. Thus very
early our ancients must have learnt the high
degree of consonance which madhyama
above and paficama below had with the
fundamenial note. When they went above
the madhyama at a much shorter interval
than {hat from sa to .ma they noticed the
paficama repeated and equally did they
find that madhyama was repeated below
paficama at {he same interval, It was thus
that the interval between madhyama and
paficama came to be thoroughly appre-
ciated, understood and accurately determin-
ed. In the application of this interval lies
the secret that gave rise o the original
classic scale of the Hindus. The basic note
with ma above and pa below was taken and
by applying to them the interval aforesaid
the four other noles were derived as
follows:—From ma above a descent was
made {o the same extent that one has to
descend from pa to ma. To achieve this
practically ma should be regarded as pa and
a note that would be ma to it pronounced.
Then from sa an ascent was made to the
same extent that one does in going from ma
to pa. In this way the notes ga and ri were
obtained. A similar process was repeated in
the lower part of the compass. A descent from

sa and ascent from pa by the same measure

Once the pleasures of tonal variation were
discovered, the simple process of experi-
menting in raising or lowering the voice
must have gone on till a certain note above
and anolher note below the original note
produced a very agreeable effect on the ear.
These two notes may be regarded as a sort
of natural termini as any further extension
simply repeated the terminal notes the higher

7

or interval gave rise to the notes ni and dha.
I have no hesitation in saying that it was in
this manner that the seven noles were
derived at first. It must be remembered
that the basic note or Sadja was in the
centre of the scale, ma the upper limit and
pa the lower limit. The original series of
seven notes was cvolved only with the help
of the interval between m:a and pa which in
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later times came to be regarded as a catu$-
$ruti interval, and its application to the
foundational notes of sa, ma and pa in the
Arohona or Avarohanakrama or both ways.
Thus sadja became the vdds and ma and pa
the twin samuvadis to it, and the sg-ma and
sa-pa relationship came to be known as vadi-
samvddi relationship. The notes of the
primary scale or Suddhasaptaka are, speak-
ing in terms of twelve semitones to the
octave, very nearly those of the modern
Kharaharapriya. In course of tiine a slight
modification imperceptibly crept in and the
notes ri and dha which were strictly catus-
§ruti from sa and pa respectively became a
little flattened and consequently trisruti
instead of full catusSruti. The reason for
this change is not far to seek. While the
notes ga and ni were obtained by coming
down a catu$Sruti interval from ma and sa
respectively, the notes 7 and dha were
derived by ascent from sa and pa. The
ascent being always more difficult than
descent there was small natural slide in the
two notes ri and dha derived by ascent,
whereas the notes ga and n¢ derived by
descent maintained the full interval. The
reduced intervals of 7 and dha came to be
called in later times ¢rifruti being somewhat
flatler than catu$Sruti and the resultant
intervals between ri-ga above and dha-ni
below came to be termed dviSruti, When
upon the first application of a catulsruti
measure the seven notes were derived the
interval between ri-gaand dha-ni must have
been less than dvifruti. It is only when ré
and dha became lrifruti that the interval
between ri-ga and dha-ni became dvifruli.
The fundamental note was always the cen-
tral note and not the initial one as in
modern limes.

The assignment of values to the inter-
vals was a later effort to define them with
exactitude. The 22 §rutis were not suddenly
discovered and then immediately allocated
for the purpose of forming the original scale.
The truth is rather that the primary scale
was evolved by the simple process of apply-
ing a wellknown interval to Sa, Ma -and Pa
and that the evaluation of the sum total of
the intervals at 22 Srutis was the result of a

later process of progression through §adja-
paicama  and BSadja-madhyamabhdvas™
It is well to remember here that when the
22 $rutis were spoken of at first they were
not in any sense musical tones but simply
measurements of distances in pitch between
note and note. In other words when it was
stated that sa was four §rutis from =i, it did
not mean that there were four notes after
ni; it only meant thatsa was at a certain
definite pitch above ni. It must also be
remembered that when the terms catus-
Sruti, trifruti and dvifruli were used, it was
not to be understood that iriruti was in any
sense three fourths of the interval of a
calus$$ruti or a dvifruti, half of it. The
terms, however, correspond very nearly to
the major tone, minor tone and semi tone of
the western systems of music.

Next it is necessary to enquirc how the
assessment of the value of the interval of sa,
ma and pa at catu$fruti and of ri and dha
at trifruti and of ga and ni at dviruti came
to be determined. When a note is stated as
baving a cerlain interval, the pitch of it above
the previous note is always meant. 1t is the
failure to understand this very elemental fact
that has landed many western scholars and
students of Indian Music into a maze of
misunderstanding. They fancied the speci-
fied intervals succeeded and consequently
confused the fuddha scale with the Sasikara-
bharana scale. Itis, therefore, very important
to know that the intervals always precede the
svaras.

Itis in the attempt {0 fix the values of the
intervals that a conscious attempt was made
to derive all possiple tones within the limits
of an octave. It was perceived very carly
that a note was pleasing to the earif it agreed
with another note which the ear for the time
being was constantly hearing or had just
heard with the impression or memory of it
still persisting, The agreement, concord or
harmony is the chief source of the pleasurable
sensation which the ear experiences. Though
the Indian system of music is egsentially
melodic in character, the basis upan which
the notes are derived is entirely harmonic.
After having praduced the tones of the
Gamul on the harmonic principle, we trans-
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cend into the melodic sphere. Iam not
here rating the worth of the two different
systems but am simply pointing oul that in
evolving the notes of our scale, the absolute
necessity for observing the principle of con-
cord though of varying degrees,was never for
a moment lost sight of. Calling t{he funda-
memial vddi, we shall observe that that note
whichhad the greaiest measure of agreement
with it was another note of the identical
pitch and next to it was the octave, and then
the notes pa and ma in order. For arriving
at a series of concordant noles through the
diminishing nature gradually, by a progres-
sion of ratios, the identical and the octave
had to be rejectcd as the ratio in the former
case was nothing and that in the latter too
wide. Naturally the notes pa and ma had to
be selected for forming a series by progres-
sive ratios. By the Sadja-paiicama-bhdva a
series of 11 notes excluding sa and including
pa were derived; by the Sadja-madhyama-
bhara another series of 11 notes excluding sa
and including ma were derived. These two
series including sa would give us in all 23
tones. On fitting these tones into the ori-
ginal scale which later became the Sadja-
grdma, one tone derived from the Sadja-
madhyama-bhdva which fell short of the
paficama by a coma or pramana Sruli was
eliminated. The reason for this is that the
tones preceding sa, ma and pa had to corres-
pond so that their symmetry and importance
in the scale with the vddisamvadi relation-
ship might be maintained. It was not until
after the 22 $rutis were thus obtained that
the notes of the primary or classic scale were
described as having the catussruti, trisruti
and dviSruti intervals.

It may be asked what induced the ancients
to adopt the paficama and madhyama pro-
gressions in scale forming. The answer I
conceive to be is this, When the original
saptaka was well established it must have
struck them that there might be other notes
than the Suddhasvaras within the limits of
the octave having a fair measure of concord.
The unknown could be discovered only by
means of known svaras. The harmonic
relationship of the two svaras pa and ma
with sa had, as I have alréady pointed out,

o be taken for the derivation of new notes.
This was the way it was argued. If pa had
a high degree of concord with sa, then it
must be possible that there was another note
which had the same relation to pa as pa had
to sa. This new note while it had a high
degree of concord with pa would through its
relation to pa also have concord with sa
though in a lesser degree. By furiher pro-
ceeding in this manner there would be
derived more and more notes until the
cycle siopped at the 11th note. To proceed
further would be to repeat the notes
beginning with sadja. Thus 11 notes were
the maximum obtainable within the octave;
and each note as it was derived had a
lesser degree of concord than the one pre.
ceding it. A similar result followed when
the progression through the Sadja-madh-
yama-bhava was gone through.

It will be interesting to observe the order
of notes oblained in the two progressions.
The notes obtained by sa-pa relation are to
describe them by the names of the 12
notes which are current to-day in south
Indian Music: S, P, Ch. R, Ch. D, Ant. G,
kakali N, Pr. M, Sud R, Sud D, Sadh. G,
Kaisiki N, and Sud M (a coma sharp). The
notes obtained by Sa-Ma relation are in
order: S, M, Kai N, Sadh G, Sudh D, Sudh
R, Pra. M, Kak N, Antara G, Ch. D,Ch, R,
and Pa (a coma flatter). The last note as
was pointed out was eliminated. It will be
noliced that the notes of the two progres-
sion are opposite in order. The progression of
the fifths gives the fivra varieties of R, D, G,
N and M first and then their komala varieties
in the same order. The progression of the
fourths gives us the flat varieties first of the
notes N, G, D, R, and then the sharp
varieties of the same notes. During these
progressions whenever a note of the higher
octave was reached, the corresponding nole
of the central octave was taken. It may be
asked if the two progressions gave the same
series of notes though in a different, and in
fact opposite, order, why there should be two
progressions. The reason is that the corres-
ponding notes of the two series, with the
exception of S and P which were identical
in. both, differed from each other by a
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minute but a very important interval known
as the pramanaSruti. 1t is this interval that
is entirely responsible for the evolution of 22
Srutis. To one who cannot appreciate this
finterval the system of 22 $rutis has no signi-
ficance. Just as the preliminary scale was
formed by the application of the interval
belween Ma and Pa, so was the system of
DvavimsatisSrutis based upon the recognition
of the pramanasruti as considerable enough
for distinguishing one tone from another.
The practical use made of this interval by
ancient Aryans in building up their scale
speaks not a little for the sensitiveness and
subtlety of their ear. It is regrettable at the
present day to find that very often in
practical music this fine distinction is over-
looked. For inslance where a musician
ought to use Gal what the ancients called
Suddha Ga,he uses the easier G2 or what we
commonly call to-day sadhdrana Ga. 1t is
supposed, I think erroneously, that only
some, say about 12 out of these 22 are tones
on which you can dwell pure without
oscillation for any considerable length of
time, and that the remaining tones cannot
be made use of in the pure way without the
aid of gamaka. All the 22 tones are
harmonic and can be sung or played pure
for any length of time. If gamakasare used
with respect to some of them more -often,
they are in the nature of ornamentation, and
not props to sustain unstable svaras. More-
over the south Indian mind delights in the
use of oscillating graces more (han the north
Indian. It is, therefore, our characteristic
love of graces and not weakness of the tones
that accounts for their peculiar negotiation.

The modern tendency to belittle the
system of 22 $rutis and resort to ascale of 12
notes as self-sufficient has its origin parlly
in the mistaking of the svarasthdnas for
notes themselves and partly in the decline
of the sensitiveness of the ear. The excellent
training which the ear got in tuning the
Vind cannot be had in the same measure in
tuning a Violin. Let me not be understood
to, speak in disperagement of the violin
which the south Indian genius has adapted
so marvellously to its system. Its substitu-
tion, however, has deprived the ear of the

opportunities of appreciating the = subtle
differences. It is much easier to tune &
violin than a #imd. The simultaneous
bowing of two strings in the violin makes
tuning a simple matter. The tuning of the
vind on the other hand requires a well
trained ear. Moreover the substitution of
the tamburd by ready-made instruments of
equal temperament has had a very disasirous
effect on the auditory powers. The resultis
the ear has become dull and insensitive to
subtler differences. A rigorous insistance
upon the tamburd only as a drone or Sruti
instrument appears to me to bé imperative
if the deterioration of the ear is to be
arresied.

I have dwelt at some length upon the
importance of the pramanasruti in our
system of music, as 1 think that all the
richness and variely of rdga system owe
their existence to it. If, this fine tonal
distinction is overlooked Indian Music will
become very inferior in merit. We recognise
the rdga even in simple phrases of lwo or
three notes. What helps ustodo it? It'is
this subtle Sruti. It is the very key stone of
our musical arch. Il behoves us, therelore,
1o study and familiarise ourselves with this
interval which serves {o unlock the treasures
of Indian Music.

If the twenty-two notes derived by the
two progressions are arranged in the order
of their pitch they would stand as follows:—

. S,Ek R, Dv R, tri R, Ch R, Gl, G2, G3,
G 4.

M1, M2, M3, M4, P, D1 D2, D3, D4,
N1, N2, N3, N4.

Excluding S 'and P the other tones -
numbering twenty were grouped in pairs for
certain practical purposes. Of the {wo
tones forming each pair the lower was
derived by S-M progression and the higher
was derived by S-P progression; -and the
difference between the two tones of each
pair was the pramanasruti. While: all the
tones were capable of being used in music,
all of them could not become sources- of
svaras. The svaras had to maintain at least
an interval nearly equal {o a semitone if they
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should be agreeable to the ear. For this
reason any two tones which had only a coma
or pramdnasruti belween them could not
both become different svaras in a scale as
the acuteness of the interval belween them
would make their successive use astwo
svaras unpleasant. On account of this
circumstance the {wo near allied tones had
to be paired and treated as a single sthdna.
The ten pairs together with Saand Pa would
give us twelve sparasthdnas. Thus S by
itself became the Sadjasthéna; R1 and R2
$uddharsabha;, R3 and R4 catusfruli
rsabha; G1 and G2 sddhdranagindhdra; G3
and G4 anlara gandhdra, M1and M2 Suddha
madhyama, M3 and M+ pratimadhyama; P
by itself paficama D1 and D2 Sudhha
dhaivata; D3 and D4 catu$sruti Dhaivata;
N1 and N2 KaiSikinisdda and N3 and N4
Kakalinisada. Each of 1hese names
should. be taken to connote a svarasthdna
and not a sing!s invariable note. If the
‘proper nature and character of the svara-
sthanas were understood there would be no
difficulty in recognising that the twelve
svarasthdnas are in no sense a negation of
twenty-two S$rutis, For the purpose of
yielding svaras a svarasthdna is regarded as
one unit, but the actual tone it yields for
forming the svara may be either of the two
tones constituling a pair or svarasthdna.
For instance when we speak of Suddha
fsabha, it is not the same identical {one
that is meant in every case. In Gaula rdga
it will mean R1 and in Todi it will mean R2.
The evolution of the twelve szarasthdnas has
brought about great changes in the musical
system. A true foundation was laid for the
formation of scales. Though the full possi-
bilities thereof were not practically recognis-
ed till about the middle of the 17th century,
the potentialities were envisaged long
anterior to it.

While the twenty-two Srutis grouped in
12 svarasthana formed the general {rame-
work for scale formation, it could not be
difficult to show that in aclual praclice some
{ones over and above the traditional 22 were
and are in use at the present day. The
extra tonesalways grouped themselves under
one or other of the. twelve sthanas. The

arrangemient of the 12 svarasthanas was not
changed. The result will be some sthdnas
will be found to contain more than two
tones. This is particularly noticeable in the
svarasthdnas ol Antara gandhdra and Kakali-
nisdda. The anlaragandhdras of Atandg,
Saveri, Sankarabharana and Kalyani will
upon close cxamination be found to be
slightly different from each other; so also the
kakalinisddas of Bhauli, Sankarabharana,
Kalyani etc. But for all practical purposes
it should be enough to confine ourselves to
a system of 22 $rutis, for no system will be
acceptable if it is not definite or compact.
In this respect a comparison of the Sruiis
with the letters forming the alphabel of any
living language will be illuminating. It
should be borne in mind that the letters are
merely symbols and that what really matters
is the sound which the symbol respresents.
Taking the letter A of the English alphabet
we find that it does duty for a number of
sounds. To mention only two very charac-
teristic varieties of sounds which it stands for
it should be enough to referto two words
father’ and ‘lact’. Thelwo vowel sounds
are distinct, yet only one symbol is used.
This must be so if the alphabet should be
simple and not unweildy, The wrillen
symbols cannot be multipliedif any regard
should be had for convenience. The varia-
ticns in the pronunciation of the vowel
should be learnt by the ear. Equally so,
the subtle shading of the different notes
cannot be learnt by the eye. The symbols
will not carry us the full length. The exact

-nature of the sound or pitch has to be learnt

from the Guru in the practical way. Just as
for the alphabet it is not practicable to have
a distinct letter for every conceivable variely
of sound, so also in music it is not conve-
nient to have a nomenclature [or tones {hat
will embrace every possible variety of
change in pitch. Therefore it has all along
been considered inexpedient to cnlarge (he
scope of 22 frutis. Moreover science and
symmetry not to speak of tradition very
strongly favour the retention of the scale of
22 Srutis with of course, the grouping into
twelve svarasthdnas. Scales comprising
different number of tones were proposed by
several scholars; but none of them satisfied



54

the fundamental test of acoustic laws like the
v@ds-samvddi relationship so well as the
Aryan scale of 22 §rutis. No one who has
made a comparative study of the scales of
different nations can fail to be struck with the
artistic beauty of our -classic scale which
indead is a marvel of acoustic perfection.
The equally tempered scale has no doubt the
merit of simplicity and some approach to
inter-relation by harmony; but the Aryan
ear has simply to hear the noices of the scale
to reject it altogether as none of the notes is
tone, It seems as if it is impossible to
improve upon the Aryan scale of 22 $rutis.
The world has not till now done it and it
looks as if it never will.

Just as music preceded svaras, so did
svaras precede Srutis. It might seem surpri-
sing at first that wliile all the music treatises
enumerated the frutis first, and svaras and
melas and rdgasafterwards, the natural order
in their evolution should be quile the reverse.
The concrele froms occur first and the
abstract ideas are drawn f{rom them later.
When these ideas are systetnatiscd inlo a
regular science they form the groundwork fcr
further development. The concrete forms
give rise to abstract ideas and these absiract
ideas in their turn help to create new forms.
It goes without saying that the spontaneous
creations are infinitely more beautifu) than
those which are the product of scientific
study; but the touch of genius can impart to
the offspring of science an ariistic beauty all
its own. Thusart and science act and re-act
upon each other for widening the domain of
knowledge. Il Bhairavi and Sankarabharana
‘help us to understand the nature of svaras
composing them, a study of their svaras
helps us to form a rdga like Saramati or
Hamsadhvani,

The primary saptaka must have revealed
the possibility of adopting for the formation
-of scales, the dvisrutior the resultant interval
between R and G or D and N in the place
of the catu$fruti which had been the only
interval known. This gave rise to the Grdma-
milrchana system. The ancients argued, if
a dvifrusti could be a good interval between
R arid G why it should not be tried belween
8 and R. Supposing the spdra R ‘was

THE JOURNAL OF THE MUSIC ACADEMY

taken as the fundamental and the nhotes of
the scale repeated to give seven notes, thena™
saptaka with the different order of intervals
and therefore a new scale would spring up.
If each of the seven original notes was in
turn treated as the fundamental there would
be seven different scales. Tradition would
ascribe the tonic shift to have begun from
the madhyama at the {op and proceeded
downward, It is unnecessary at present to
investigate the tonic shifts of notes in other
than Sadjagrama as the purpose of these
devices was to oblain different scales and
that was achieved by the evolution of twelve
svarasthdnas from the 22 $rutis. Any
enquiry into the Grdmamfirchand system at
the present day has merely an academic
interest and has no bearing upon current
practice. The formulation of a scale of 12
svarasthdnas has at once swept aside the
Gramamtirchand methods of scale building
as archaic. This result® was achieved
certainly in the Pre-Sarngadeva period and
I am not sure it was not achieved even in
Bharata’s time. The moment Sadja was
taken as the initial note this result must have
followed. Thus if the seven notes of the
primary scale either through the Grama-
mérchand system or through the Sruti
groupings gave rise to a completed scale of
12 svarasthdnas and showed the possibility
of differenl order of intervals, it was only a
simple step to proceed on the basis of these
svarasthanas to evolve a scheme of scales or
melas.

If -the primary scale gave rise to the
scheme of 22 frutis and these latter to the
twelve svarasthanas for serving as the basis
of melas, it is evident that notes other than
those of the Suddha scale must have been
recognised as worthy for use in practical
music. In every case in which an important
principle of theory is enunciated, we may
take il that there was wide practice as the
basis for it. Amntara G which is not omne of
the original Suddhasvaras could not have
come in simply as the resull of formulation
of 22 §rutis. The high degree of concord it
has with Sa must have encouraged its use in
secular music and should have become well
established before theory recognised it as a
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vikrlasvara, 1t is well to remember that
the Suddhasvaras were locatcd on the last
of their enumerated §rutis. Suppose the
Suddhasvara became a little flat, it would
still go by the same name but of a vikria
variety; if on the other hand the fuddha
svara became a little sharp, it would not be
a svara of the same name, but the viéria
variely of the next higher svara. For
instance what we call Antaragandhara was
a variety of madhyama, whereas M2 would
be a wikrta variety of paficama. At one
time even Sadja and paficama had vikrta
varieties. It was only long after the 12
svarasthanas became well established that S
and P came to be treated as Awvikrta. This
circumstance was a very important considera-
tion in fixing the scheme of melas at the
number 72. It isonly when we cease toregard
the changeless character of P and also S for
the matter of that, that we can conceive of
enlarging the number of melas. About the
desirability of so doing I shall refer later.

It is, however, needless to point out that
the distinction between $uddha and vikria
svaras loses all significance when the scheme
of 12 svarasthdnas is well established. The
word Sfuadha is no doubt used in modern
practice and theory with reference {o all the
five notes R, G, M, D, N, that is, with the
exceplion ol § and P; bul it does not mean
the notes of the ancient Suddha scale. The
Suddha R of the current practice is R2
whereas it was R3 in the old seale. One
reason which is sometimes suggested for
calling R2 Suddha is that when the scale was
systematised to begin from S, R2 would be
the 3rd tone from S and therefore on the

analogy of the old practice it was called-

$uddha. 1 do not think that this is the
reason, for if it is, s@édhdrana G which is
called Satsruti R will have to be termed
saptafruti R. 1 think the real reason for
calling certain varieties of notes as fuddha is
that they are of the lowest pitch. R, G, M,
D, N when they arose from the lowest
svarasthdna possible were termed Suddha. 1
do not think, however, that on the basis of
the mere names of notes we are justified in
calling Kanatangi, the first of the seventy-
two melas, our Suddha scale. It is simply

the first of the series and is purely a theoretic
scale with very little melody in it. Master-
minds have occasionally more with a viewto
try their powers, than asa means of self-
expressions touched these scales. It will in-
deed be a mockery to treat Kanakdngi as our
primary scale. I feel there is no nced for
adopting at (he present day any scale as
primary or Suddha; but if at any time a case
should be made out for it, I do not see any
reason for discarding the classic scale in
favour of any other, with the possible excep-
tion perhaps of the 15th mela.

Though nothing like the classic Suddha
scale as such exists to-day, yet for the last
four hundred year South India has been
familiar with an initial scale for laying the
foundation of music practice. It is the
mdlavagaula scale. The glory of having
selected and popularised” that scale for the
learning of early lessons in music belongs
entirely to the great saint Purandara Dais.
The services he has rendered to the cause of
Carnatic Music cannot be over-estimated.
He is the sole founder and originator of the
Carnatic system of Music of which we are
all so justly proud. His compositions range
from the simplest like the swvardwvalis,
dlankdra and Gila to the most complex
known type, the silddis, the like of which no
other composer has till now attempted. More
than all this, it is he who showed the
modern kirfanapaddhatli and composed lens
of thousands of pieces in all the familiar
rdgas. It was from his time that the
kirtana has formed the main stay of every
musical performance. He was not merely
conient to be the author of a great system,
but he enriched it by every known type of
composilion and by laksya and laksana
gitas and raised it to such a pitch of
excellence that all the progress since
achieved is small in comparison with it. He
stands unapproached as the supreme master
of science no less than the art of music.
The s@hilya of his compositions is charac-
terised by extreme simplicity and high
elegance. The poelic beauty of his ideas
will stand comparison with those of the
finest poets in any language. More than all,
his compositions enshrine {he greatest {ruthg
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of the upanisadas and those truths are
flashed upon our understanding with the
aid of the homeliest similes. 1am afraid a
have digressed a little, 1 wish, indeed, to
draw your pointed attention {o the immensity
of the contribution of Purandara Dis to
Indian Music. If to-day Tyagarija is the
most brilliant, popular and admired of the
composers, it is because the path of progress
was cut and laid ready by his illusirious
predecessor.

Purandara Das it was who first chose the
mdlavagaula scale, We have to ask why he
preferred it. Elsewhere we have discussed
how originally our ancestors were familiar
with only the catufSruti interval and how
upon its basis the $uddha scale was derived
and how as the result of deriving the fuddha
scale they became familiar with the dviSruti
interval. If the dvifrutiinterval were applied
in the same manner as the catusSruli
interval was formerly applied to S, M, and P,
the resultant scale would be malavagaula.
It is not to be-supposed that Purandara Das
offered this scale in perference to the classic
one as the Suddha scale. Headopted it
only for the purpose of imparting primary
instruction. It is not the scale that is
primary, it is the lessons in it which is
primary. It may be asked why the classic
scale itself should not be adopted for the
same purpose. The reason is that the classic
scale notwithstanding its high harmonic
basis and exquisite melody, is difficult for the
beginner to negotiate. R, G, D and N are
more easily reached from S, M and P, than
sounded straight. S, P and M are the basic
and limiting notes and are generally well
fixed in the minds of the beginners even as
they were for our remote ancestors. It is easy
to take a step from a ground of ‘which we
are sure than make a sudden jump from an
unfamiliar place. ]ust as it is easy for a
child to take a short slep instead of a long
step, so for the beginner the ascent and
descent by a dviSruts or a semitone is easier
to accomplish than by a catu$fruti. Hence
Purandara Das chose the Madlavagaula scale
so that the learners.may easily sing the notes
thereof by way of the simpler semitonal
ascenl and descent from the fundamenlal

and limiling notes in much the shme way
that our ancestors did by the measure of the
larger and more difficult catuSfruti interval
and as samagas even to-day chant.

This line of reasoning adopted for justi-
fying the Malavagaula scale, indeed, streng-
thens the theory advanced respecting the
derivation of the §uddhascale. ‘Some critics
think malavagaula was chosen as the scale
for initial lessons as R, G, D and N of il are
in a sense fuddha “or absolute in that they
are not subject {0 a mutation of names in
the same way that other varieties of R, G, D,
N undergo in forty out of the 72 melas. This
explanation as the basis for adoption of
malavagaula cannot be accepted as the scale
was preferred at least a hundred and fifty
years belore the formulation ol the scheme
of 72 melas. The explanation is ‘an after-
thought; it is by no means the cause. More-
over it will lead us-to the ridiculous conclu-
sion that the notes of the original classic
scale were not Suddha.

Havmg chosen the scale, the way
Purandara Das graded the lessons is very
instructive revealing the suprame genius of
the father of the carnatic system. The
svardlis are in mdlavagaula and begin with
the Adi tdla. Though Purandara Dis
favoured the cdpu and Triputa talas in his
composilions owing to their great rhythmic
power and beanty, he used only the Aditila
in the first exercises. Then with a view to
familiarise the students with the well-known
saptatalas, the Alankdras were composed.
Passing from exercises in the scale, he
introduces a rdga called Malahari by means
of simple gitas based upon the malavagaula
scale. Here the cdpuidla is introduced in
some of the gitas in a very unobstrusive
manner. Those who feel a difficulty with
ca@puidla may well master the gitas as that
tdla cannot be learnt by any ieans easier.
The rdga is simple and requires no efforl at
ornamentation by graces. There are five
notes in the ascent and six in descent. N is
totally varja and G is warja only in the
ascent. The great composer gave practical
recognition to the principle that if the
number of notes in the ascent and descent
varied, there should be more notes in the
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descent than in the ascent. Rigas which
violale this rule are invariably not quite
popular, The next step was to introduce
another riga based on the same mela, called
Suddhasaveri as it then was. It took only
the same five noles in ascent and decent, G
.and N being totally zarja. The riga Suddha-
:s@veri originally took only the flat varieties
of R and D and it was founded on Mdlava-
gaula scale. 1 could no doubt quote
authority for it and cite my practical
experience in having heard the gila in
Malavagaula scalz, but I prefer to base my
conclusion on pure reasoning as I have been
doing all along in these lectures. Examine
for a moment whether it is at all likely
when the great master has just familiarised
the student with the notes of a particular
scale, he should jump to a different scale
.altogether without being satisfied with the
change in Arohana and Awvarohana. He
‘was proceeding ‘with seven svaras, then with
a raga of five and six svaras, next to a raga
of five svaras only. Any sudden change in
the character of svaras would at that stage be
unthinkable. The setling of the gila itself
favours the flat R and D, even as the raga
with these flal notes comes naturally into its
place in a well graded series of lessons. But
perhaps it is now too late in the day to go
back and unsettle established facts. Though
in the century that followed Purandara Das,
the raga was faithful to its original mould,
yet in or about the middle of the 18th
century the nctes R and D of the raga
appear to have assumed a catuffruti
character and they have so continued down
to the present day. It seems when Tyaga-
rija composed in this riga its notes had
already changed and the modern complexion
assumed.

I hope I have wmade clear the very
excellent reason that underlies the choice of
Malavagaula scale and the connectled rigas
of malahari and Suddasdveri for a series of
well graded exercises for imparting instruc-
tion in music. I have elaborated this topic
a little trusting that the reasons given will
appeal to all those to whom it may be given
to teach music and that a system so well
planned and executed by the greatest
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musical genius ever born, will not be lightly
substituted by short cuts and make shifts.

Before dealing with melas and ragas there
is one other subject of importance connect-
ed with svaras which cannot be passed over,
viz., the intonation of notes. Taking the
seven notes we will find five of them are
expressed with the aid of A4-kdra while R
and N are uttered with [I-kara. Let us
examine the reason for the difference. All
vocal sounds are caused by the vibration of
the vocal chords. But sounds of different
kind even though they are of the same
pilch, and much more so if they are
of different pitches, require for purposes of
articulation to be differently resonated.
Taking, of course, the vowels, for the vowels
only are sounds and consonants merely
stops to sounds, we will find three of them
primary. Theyuare 4,7 and U. We are nol
concerned al present with any particular
system of alphabet but only with such
vowels as are common (o civilized tongues.
All other vowels than the three may be
regarded as derivatives or compounds, Of
the primary vowels the 4-kdra is the most
important. It requires for its effective arti-
culation the bringing into play of the deepest
parts of the vocal cavities.

These cavilies do not begin and end with
the throat and mouth. The lungs, the chest
and the abdomen also act as sound boxes. If
the flexibility of the mouth cavity gives
proper shape to the sounds, the other
cavities impart depth and richness to the
tones. The resonation of tones not only by
the shaping of the mouth but by setting in
sympathetic vibration the air contained in
the lower cavities should be the aim of every
musician, 4-kdra which is the deepest of
the sounds and therefore the first and
primary incarnation of Ndda has to be
produced by the help of the cavities that
reach down to the pavel. This perhaps is
what our sages meant when they referred to
Ndda as arising from the navel, or M#la-
dhdra or Brahmagranthi, etc. When
svaras were spoken of as originating in
hrdaya, kantha, etc., either {heir ascending
pitch was implied or the centre of resonation
indicated. As the 4-kdra was the bottom-
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most so was U-kdra the topmost vowel. It
requires the highest parts of the vocal cavity,
the mouth almost at the very end of the
lips, to come into play for proper articula-
lion. The vowel ¢ of course is inter-
mediate,

If we understand the tone characler and
the acoustic foundation of our vowels we get
at once a most rational explanation for the
great value we attach to the Pragavand.a or
Omkdara. The O of the Ontkdra stands for
the union of A and U. It is really Aum-kdra
composed of the initial and the final vowels
Aand U with M-kdra. M-kdra which rounds
off the mndda is neither a vowel nor a
consonant but partakes the character of both.
Its centre of production may be reparded
as being even higher, as the nasal cavity
has to come into play. When, therefore,

«&fou begin with the lowest 4-kdra and with-
out a break in the nada roll your voice up to
«U” the topmost vowel and finally conclude
with M-kdra, are you not traversing without
pause the whole range of human speech?
Can you think of any other sound more
satisfactory than the Pranavanada f[or
symbolizing divinity? What excellent sense
and reason underlies Omkara| The explana-
tion offered will, far from disturbing faith in
mysticism and spiritualism, will serve {o
rationalise faith, if faith could be rationalised.

To go back, the svaras R and N have to
be reasonated in the same way as the vowel
i has to be articulated and the other svaras
partake of the character of 4-kdra for intona-
tion. This is only with reference to the
original saplasvaras. Of course the other
varieties of the same svara later on took the
same intonation as the same note could not be
differently articulated. It was only when the
svaras were blended with the appropriate
vowel that the proper pitch was easily and
naturally maintained. It is not impossible,
nor even difficult for the svaras to be
sounded with any vowel. In fact we do it
when we sing the s@hitya but it must still be
conceded that the vowel 7 blends naturally
with R and N. That this is so will be
found when we carefully examine the two
notes R and N produced by a master player
on the Ving or Violin. They would seem

as if they are articulated with i-kdra. Such
of you as had opportunities of hearing™
Tirukkodikaval Krishna Aiyar would know 1
am relying on actual experience and not
upon imagination.

We have dealt with a lew aspects of §rutis
and svaras in a very brief way and touched
upon melas in so far as there was intercon-
nection. The formation of the melas may
be shorlly dwelt upen here. The Grama-
mirchand as well as the §ruti system evolved
the 12 svarasthdnas, as was already seen.
The foundation, therefore, was there, It
required bul an architect to raise an edifice
over it. That architect appeared in the
person ol Venkatamakhi. The system of
melas formulated by him scenis simple to us
who have been brought up in that tradition;
bul what a magnificent achievement it is
will appear only to those who have made a
comparative study of other systems of music.
If there is one characteristic fealure more
than any other which serves to distingish the
carnatic from every system including the
north Indian, ilis the modern mela system.
Those who are not already familiar with it
find it a marvel and a revelation opening up
prospects for evolving numberless varieties
of melodies. Tyagardja and Muthusvami
Diksita showed thc way for creating new
raga forms, and subsequent composers have
greally profitted by their example and
enriched carnatic music beyond measure.

The details of the method by which the
actual scheme was evolved must be familiar
matlers to all students of music. The reason
of certain principles observed by the auther
of the scheme may be briefly mentioned—
Firstly Sand P are treated as immutable
noles and occur in their changeless form in
every mela. That there is sufficient justi-
fication for this can be found from the
constitution of the Sadjagrdma and S$ruti
tones of it. Moreover the harmony of P
with S is the highest in the octave and appro-
priately forms the base of the upper tetra-
chord. The same predominance is given to
S and P as in ancient times and nearly the
same importance to M. The scale is symme-
trically divided into two tetrachords, S to M
forming the lower and P {o S forming the
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higher.” The pra. M which occurs between
thetwo tetrachords is very cleverly employed
in deriving an equal number of elas by its
substitution for Sudh, M. Thus of the four
svarasthanas that lie between S and M and
P and S a selection of svaras [rom two
svarasthdnas has to be made on the principle
that R and G must lie between $ and M and
D and N between Pand S. There are thus
six possible ways of selecting two out of four.
Each of the six in the lower tetrachord
combines wtth the six of the upper tetra-
chord and gives 36 and with pr. M for sudh.
M, the numbert is 72.

Previous to the scheme there were only 19
melas in actual use and it is indeed a very
long step from 19 to 72. There had been
indications of the modes of forming melas
which would bring their number to nearly a
thousand, but those modes were utterly
impracticable asnthey overlooked one very
important consideration in the forniation of
melas viz., that belween one note and an-
other there must at least be an interval of one
semitone. There is, however, an exception to
this rule; when S or P is the central note
then on either side or both sides there may
be notes of less than a semilone interval,
For instance you will find in certain sa-
cdras ol Kalyani that the proximity of the
prati Ma to Pa is so great that the interval
must be very much less than a semitone.
Very often the nearness is so great that P
itsell seems to masquerade under the name
of M, There is another rule which must be
respecled if our melas should form the basis
of popular melodies. The successive use of
two semitones should be avoided. Here
again there is a well recognised exception,
viz,, when S or P is the centiral note there
may be two successive semilones, one
before and one after them. This exceplion
as well as the one referred lo above, is the
natural result of the pre-eminently stable
character of the notes S and P. I{ must be
confessed that 40 out of the 72 melas offend
the rule and for that reason are less
agreeable and less popular. It is very sur-
prising, however, to find that the riga Ndta
which is one of the 40 has been in great use.
It must be remembred that most of the
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wellknown ragas have been current and in
popular use from a time long long anterior
to the mclakartd scheme, and if they are
spoken of as coming within the scheme it is
only as a matter of classification for purposes
of convenience.

There is one point about Ndta which may
here be noted. In former times it was very
often the inital riga of a performance. The
Gayakas and Vainikas of old never wavered
in their enthusisasm to start off in that riga
in tdna in earlier times or ghanapaficaka
in later times. The reason is the tonal
value of notes in it is the maximum for a
Suddhamadhyama riga; R, G, D, N being of
the highest pitch possible; and it makes a
striking impression owing to the elevated
character of the notes. It thus serves to
dispell depression and raise the spirit of the
musician no less than of the hearers. It
would also appear desirable to begin a per-
formance with madhyamakala singing to
achieve the same result of making the
musician brisk and energetic. The tdnas
served the purpose in former times and the
t@navarnas do the some to-day. With the
exception of Nata, Kalyani from the point
of view of the pitch of notes appears 10 be
very satis(aclory to commence a periormance
with and if the madhyamakdla alsois adopled,
a lduavarna in Kalyani seems ideal. You
thus see the good purpose in beginning with
nata or kalydni in madhyamakdila. In
this connection the peculiar significance that
lies, of coursefrom an acoustic point of view,
in ending a performance with Madhyama-
zati mav also be noted here. We have seen
how the notes derived by parallel progres-
sions of S-P and S-M are in {he diminishing
crder  of concord. The paficama of
paficama is Ch, R, and the madhyama of
Madhyama is Kai. N.  This Ch. Ri is the
first to be derived in the S-P progression and
Kai. Ni the first in the S-M series. Thus
the notes Ch. Ri and Kai Ni, have on the
principle enunciated of deriving a series of
concordant notes by the two ratios, the
grealest ncarness to and therefore, harmony
with S. And consequently 2 rdaga which
takes only Ch. Ri and Kai. Ni with S, P and
M must be the most melodious and capable
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of producing mental harmony and repose.
The musician indeed seeks by the harmonic
beauty of its notes to erase any impression
of discordant notes he mighl have inadver-
tantly produced. That is the significance of
Madhyamavali concluding a performance.

Pursuing this same line of reasoning we
find that of the scales which are {ull, khara-
harapriya has 1the greatest amount of
harmony. Since we require seven notes for
the full scale we shall have to get four notes
in additon to 8§, P and M. To get the most
harmonious notes possible we have to select
two from S-P ratio and two from S-M ratio.
Inthe S-P ratio the first we have already seen
is Ch. R and thesecond Ch. D. In the S-M
ratio the first is Kai. N and second Sadha G.
These seven notes exactly become the khara-
harapriyd scale. Here again is another

<reason why kharaharapriyd was regarded as
the primary scale.

Though for certain reasons of convenience
kharaharapriyé, has been created as the
primaryscale, it willbe found upon examina-
tion of the current rigas that the exact tonal
pitches of the notes of the classic fuddha
scale, correspond with precision to those of
the notes of the Bhasiravi riga of the carnatic
system, as they are used in the ascent. If
the original scale is not called Bhairavi it is
because, for reasons which I shall presently
state it takes Dvi. Dh insiead of Tri. Dh in
the descent. The difference between the
Suddha scale and the discending notes of
Bhairav»i is a semitone, whereas the
difference between the uddha scale and the
modern kharaharapriyd, though in as many
as four notes, is only a pramanasruti. In
the matter of scale nomenclature and for-
mation, pramdna$ruli matters less than a
semitone and so the classicscale for practical
purpose is more conveniently termed thara-
harapriya. But the notes, however, in their
§ruti value correspond exactly with the
Arohanasvaras of Bhairavi. Thus the
classic scale got itself merged in Bhairavi
and it was not till late in the 18th century
that kharaharapriyd as a mela riga was
rediscovered or resurrected with the variable
notes sharpened by a pramana$ruti to give
it new identity.

MUSIC ACADEMY

The next point to enquire is how Ehairavi
came to take a different Din dvaroha. The™
original scale where S the central note was
fundamental, had the ascending notes of
Bhairavi. If P the lowest note was treated
as the fundamental the order of intervals
would be that of Nata Bhairavy or the
descending notes of Bhairavi. When the
scale was regularised by the transposition of
the lower part of the original saptaka to its
proper place above, so that the fundamental
S became also the first and starting note of
an ascending series, Bhairavi was the only
raga that could eflect a synthesis of the two
different orders of intervals, one with § as
the first and fundamental note and another
with Pas the first and fundamental note. Thus
the original classic scale is the basis in its two
phases, of the Bhairavi riga.

An examination of the Sima-Veda chant
will reveal that the notes actually used there
are to be found only in the Bhairavi raga
and that the melody of the chanthas a closer
resemblance to Mukhdri raga. The chant
divested of its peculiarities of intonation and
a haunting quaintness of manner in the
recilal, will yield in the bare outline the
Bhairavi notes in the following order: G, R,
S,N, D, S. We mightask how if there are
only five notes in the recitation the Sima-
Vedic scale could be called a saptaka. You
will find, however, that M and P which
are not emphatically sounded are still
in subdued {ones expressed, being just
touched before the adjacent notes are
reached. In fact the notes are sounded
as: (m) G, (s) R, S, (s) N, (p) D, S. Thus
in the actual recital of a Samic verse, G is
reached by a slide from M, and R by an
ascent from S, N from S and D from P.
This is an additional and practical proof of
the theory of the origin of the $uddhasvaras
already noticed.

We will find the plaintive music of the
sd@man chant discloses the simple {from of the
riga, Mukhari. Can we not draw from this
an inference as to why the mukhdriraga
and its mela came to be regard as primary?
This mukhari which is almost identical with
our modern mukhdri does not appear to
have been properly understood by certain
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laksanakdras of the 16th and the 17th
centuries. The wonder is how they could
have blundered in the face of numerous
compositions of Punandara Das and A4sta-
padis of Jayadeva.

There are so many inleresting topics
connected with Ragas and their laksanas in
general, that we cannot do adequate justice
to. [ have been endeavouring in these
lectures to draw your attention to the very
sound reasoning that lies behind most music
theories with a view to stimulale your
interest in them and to make vou bring to
bear on them a spirit of enquiry and
scientific research. For instance 1 wish
you {o understand that when Nada is said to
be caused by prindnalasamyoga, préna
stands for air and anala [or energy or force
and that sound is caused by the particles of
air being set in vibration by application of
force. You then see how truly scientific is

the description of the causation or produc-
tion of sound. I would exhort you to find
out the rational basis and scientific founda-
tion for the propositions of sangilafadsira
and discover ils beauties with no'less zest
than that with which you do the beauties of
the art. You will find how our sages with
remarkable powers of intuitive perception
understood the secrets of the universe in a
measure that modern science with all its
mechanical applicances has not been able to
achieve. Greatest minds have illumined
both the Sdstra and the kalé. Then cherish
and cultivate by study and practice the
science and art hallowed by the association
of names like Bharata and Narada,
Jayadeva and Purandara Das, Ksetrajfia and
the trinity of Tiruvarir; and adored by gods
and men as the only knowledge capable of
yielding the fourfold blessings and honoured
by Sarasvati with her twin arms circling
round its visible symbol the Vina.
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VINAI DHANAM*

BY

T. V. Stsa Rao.

Mr. President, Ladies and Gentlemen !

We are gathered here to-day to give
expression to our regard for and- apprecia-
tion of Vinai Dhanam who for over half a
century delighted her contemporaries with
rapturous melodies. She was born 'in the
year 1868 in Nattupillaiyar Koil Street,
George Town, Madras. She was one of nine
children. Two.of her brothers, Narayana-
swami and Manikkam were renowned
violinists. Another brother was a mrdanga
player who was drowned at the early age of
eighteen, A sister of hers is living in
Hyderabad as a musician and dancer.
Dhanam’s maternal uncle was one Appa-
kannu, a well known: violinist of Tanjore.
He prophesied very early that. Dhanam was
destined to make a great name as musician,
Her grandmother Kamakshi was a dancer
of repute. Her mother was an accomplished
musician who received her {raining (rom
Subbaraya Sastri. In addition to parental
endowments, Dhanam- learnt padas from
one Balakrishnayya also known as Bala das,
a blind musician who belonged to the caste
of Kempu-merchants. He had his Vina
always swinging round his neck. He
marvelled so much at the quick grasp of his
“pupil that he called her in fun “Aggipetta”
or match box. Dhanam began to give
public performances even in her seventh
year accompanied by her brother Narayana-
swami on the violin. Her reputation grew.
Her residence was for over {two generations
the favoured resort of the best known
artistes of the day. who thronged to listen to
her and refine their art. She. in her turn
-was nol slow 1o benefit. Inheritance and

acquisition alike placed before her the
highest standard of purity and excellence
and moulded her taste for classic simplicity
and elegance which to the end suffered no
deterioration. Indeed, connoiseurs are not
wanting who declare that only Dhanam
could reveal the true beauly of carnatic
music.

[t will be interesting to enquire wherein
lay her extra-ordinary merit which was a
happy blending of many features of excell-
ence. To analyse her arl would be to arrive
al the essentials of good music. The very
first point to notice is the susvara, a perfect
tunefulness of her renderings. Music is not
worth the name if it does not soothe and
please the ear. She was extremely sensitive
to the minulest differences of pitch and the
scrupulous care with which she tuned the
Vind wus an example to all musicians. She
would never put her finger to frels until all
the strings were attuned in perfect harmony.
Her mittu or the excitement of the string
was singularly iree from the harshness of
plucking and abruptness of frequent repeti-
tions. The number of mittus she emyloped
for a phrase or saficira was the minimum
possible without blur or feebleness. There
have been Vainitas who have exhibited
great power and range, but few have
equalled her in softness and delicacy of
touch.

The most commendable quality in her
was the strict economy in the choice and
use of phrases and embellishments She was
conscious of the exact limits of oscillation
ol gamakas, of the precise measure in the
variation of samgatis and of the organic

¢ Speech on bebalf of the Academy at the
3~}1~—'38,

Academy’s - Dhanam memorial meeting held on
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VINAI DHANAM

inter-relation of parts to produce the effect
ot an integral perfected idea of beauty, Her
renclerings never missed the inevitable pada-
prayogas and never indulged in vexations
superfluities. She always presented the core,
the verv soul of melndy, the quintessence of
music like the distilled perfume of 4 wilder-
ness of lowers. There was such depth of
Bhava in the aphoristic brevity of her
expression, Baconian in word and senti-
ment, that it could well bear the elaboration
of an extensive commentarv. I almost fancy
that if the Gita and the Bible had influenced
her taste (or musical diction, it could not
have been different.

Akin to simplicity and terseness is the
suggestivenes of her style.  The highest
art, in India at anv rate, is inspred
by the love of idealism and its creations
are enriched by the imagination and
illumined by jintuition. It fails in ils
great purpose if it does not help us to trans-
cend physical perceptions and take a glimpse
of the unkown. The noblest art must neces-
sarily reveal little for the scnse and suggest
much for the imagination. A phrase or
sentence ol compressed thought provokes a
train el endless ideas which the mind revels
in. TIs it not true then that in music the
unsung melody is sweeter even as in litera-
ture the unspoken word is more eloquent?
Dhanam'’s style of play brings to our mind
the mystery and wonder of the suggestive-
ness of the writings of Dr. Tagore.

Another characteristic of her art which is
of paramount importance in Indian Music is
fidelity to sampraddya or classic traditions.
Our sangita depends o much upon the ear
and so little upon the eye that the only
guarantee of its genuineness and purity is
its acquisition from well-known and recog-
nised guruSisyaparampards. Dhanam was
peculiarly fortunate in this respecl in that
her parent was a close and intimate pupil of

Subbaraya Sastri, a famous composer, son of_

Sama Sastri and the favoured disciple of
Tydgardja. Moreover her contact with the
great contemporaries like  Dharmapuri
Subbarayvar, Tirukkodikkdval Krishna Aiyar,
Tanjore Krishna Bhigavatar and others was
mutually beneficial. Her repertoire already

67

wide became further enlarged and it is no
exaggeration to say that in her time she had
command of the greatest and the richest
store of all variety of pieces. Her forte,
however, was the skill with which she
rendered the sumpluous padas of Ksetrafija.
In this she had no equal. Her taste for
classicism never declined; and her exposi-
tion never failed to be regarded as the
standard of unquestionable authoritly.

Her presentation of the sdhitya was the
clearest possible for a musician and herein
one was apt to wonder whether she was not
more appealing with her voice than with the
Vina. Whatever the language of the pieces,
Sariiskrta, Telugu, Tamil, Kannada, Marathi
or Hindusthani, she rendered them with the
natural beauty of intonation peculiar to the
genius of it, reminding you of the only
other parallel Krishna Bhagavatar of Tanjore.
She knew fully the Bhdva or the sentiment
of the compositions she rendered. Her
music was the ecstatic out-pouring of a heart
that fell and mind that knew {rue beauly in
sense and sound. If the perfect union of
Viak and Artha be literature, a fusion of
these two with svara is concrete music. And
Dhanam did unf(ailing justice to the harmoni-
zed synthesis of the triple elements.

The normal bent of her mind being
emolional more than intellectual, her
renderings were full of feeling and passion.
There was nothing dry in them. It was in
her performances that one felt that sangita
was rasa-pradhdna, Her melodies were the
outward expression of the inner deligkt, and
they flewed with such even or natural
rhythmn that even the mrdanga was content
to be silent and watch_their limpid course
with wondering awe. Her ideas were
subtle, her touch was soft, her shading
delicate. her graces elegant and her play was
the crown of refinement. The march of her
style was slow, stately and unbroken. It
was linked sweetness long drawn out. Her
maslery of padas imparted the quality of
rest and ease to her manner. We never fell
being hustled along with breathless speed
without pause or relaxation. She bore us
gently gliding like a swan upon glassy
waters and gave us a sengation of repose
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rather than motion, of composure more than
agitation, of a dream of wakeful bliss instead
of the ruggedness of uncompromising
wreality.  Aesthetically she was an unbend-
ing aristocrat and her arl was all for the
.chamber and nene for the ‘hall. She could
appeal only to the initiated; the mullitude
did ‘not understand her. To the end she bore
aloft the standard of Carnatic Music with
unflagging zeal and vigour. For elegance

and purity of style, for richness and variet
of store, she challenged comparison an
stood supreme for over hall a century. She
has passed away, but not her art; for the
memory ol her exquisite renderings will for
long continue to be a valued treasure for
those who were fortunate 1o histen to her.
And the tradition of her style ably cherished
by her descendants will inspire and mould
the taste of generations yet to come.



DISCOVERY OF A NEW COMMENTARY ON THE SANGITAMAKARANDA IN
MARATHI OVI VERSE BY A MUSLIM WRITER MUTOJI
OF THE KHAL]JI DYNASTY

BY

SARDAR G. N, MUJUMDAR, C.LE.,
Poona.

Mr. M. R. Telang! published in .920 for
the first time an edition of a work on music
called the Sangila-Makaranda (= SM) as-
.cribed to Narada according to the MS used
by him. About Narada's life and time the
editor was unable to say anything with cer-
‘tainty.2 The MS? uscd for the edition was
copied in Saka’ 1599 (=A.D. 1677) at
Vidydpura which the cditor has identified
with Vijayanagar. According to the editor
the SM is older that the Sangiia-Ralnakarat
(A.D. 1210-1247) but later than Matrgupta
a writer .on music who can be assigned to
:about 550 A.D.5 The editor finally conclu-
des that the SM was composed ¢‘betiveen Lhe
7th and 11th centurics.”

It is for the students inlerested in the his-
tory.of Indian music to {est the accuracy or
otherwise of the tentative views expressed by
Mr. Telang about the chronology of the SM.
In the present paper I propose to bring (o
the notice of such students the MS of a
Commentary on the SM, the importance of
which will be easily recognised when we
remember that no commentary of the Suf
has so far been discovered and recorded in
any Catalogues of MSS, now available in a
published formsé. [ shall be extremely happy

to know from the lovers of Indian music if
any MSS of the text of the SM orits com-
mentaries have been noticed by them in any
private or public collections of MSS in India
or outside,

The MS of a commentary on the SM
which I propose to describe presently was
found in the Thile collection of MSS acquired
by the Bharat [tihdsa Samshodhak Mandal,
Poona, from Wai (Dist, Satara, Bombay
Presidency) in the year 1939. The first two
folios of the MS are missing. Other missing
folios in the MS are:—8, 9, 16-18, 21, 25,
27-33, 35, 39-41, 44, 46, 47, 51-55, 60, 62

:65, 67, 68, 73, 78-84, 87-90, 94, 95, 97, 102,

104 onwards. A portion of the last folio
has been fortunately preserved in the MS.
The size of the MS is 9 inches by 5! inches,
Every page has about 12 lines and each line
cohtains about 30 to 32 lefters (Sanskrit
malter) and 27 to 28 letters (Marathi matier).
‘The MS is written on couniry paper (manu-
faclured at Junnar in the Poona District).
The Script of the vernacular portion appears
to belong lo the Shivaji period of the Mara-

tha History. Generally the lelters I, &, €T,

¥, @, & are written in Modi script current

1. Sangita-Makaranda of Narada, G. O Series. Baroda No. XVI, 1920 This edition is based on a
single MS found in a Pandit't house at Gadwal (Nizam's territory).

2. Ibid, Intro. p iii.

3. The copyist was one Krsndji Datta, a devotee of Mahiganapati and resident of Vidyapura

(Vide Intro, p. xi).
4. [Ibid, p. vii.
S. TIbid, p.x.

The editor identifies Matrgupta with a poet and writer on poetics of the same name

who lived about the Ist half of the 6th Century and was a contemporary of Siliditya Pratipasila of Malwa

(A.D. 550-600).

6. Dr.V.Raghavan of the Catalogus Catalogorum office of the University of Madras informs us
that so far no commentary on the SM has been discovered.
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in the Deccan during the above period. The
letters ¥, Wy & and T are written in a pecu-
liar manner characteristic of the period. In
many places we have the forms asgfﬁ
ﬁﬁl’ﬂ for BHA, FRIAT occurring in it,
as also such lorms as Hr"ﬁﬁ, ‘E_Uﬁfﬂ, Hi’%ﬂ.
The letter #T is written as 5;?5‘

The date of the MS has not been found
recorded in the extant portion of the MS. 1
am inclined to believe, however, that the MS
was wrilten during the Shivaji period of
history or a litlle earher say between \.D
1550 and 1650. This vicw is based on the
nature of the Marithi language used in the
commentary as also the Modi and Deva-
nagiri scripts used in the MS.

We have already stated that folios 1 and 2
of the MS are missing. Folio 3 begins as
follows:

f2%1 | ALEAZT IO THAT A |
TGT | A | TAT | S | TS §
R WAL ) 4 1) FE | FEE AT S
guIEp F@IEE: 1 FAI T FEF
SreearsgaEar | & | feFr AmiEs 1wy
& § [T | AN [9ANS HES 9F
MRFE( § MY | UK A/GHII T
W AT weE §gw € TS | FrEee
I Srgsarg u § 1l

The commentator of the SM is very well
conversant with Marathi language. He has
~ used the Ovi metre for his commentary, an

accomplishment in a Muslim writer on 2
Sanskrit text like the SM. From the follow-
ing extracts from different folios we learn
that the author was (1) the son of Jiya
Daulatkhan and that he was (2) of the
Kalachi line with the title Vajirunmuluku,
his name being (3) Mutoji:—

Folio 11

|y A g | S eaErEr 9 23-
gt )

A AHeg THO | [T B @B
wgys |

Folio 19
B AEAw grFaasEg  agAeqn |
BT ST EIF A0 | AT FrEw@rarar
ama | @B TNwggy (B
I UBI

Folio 76 3rd adhdya (al the end of the
1st carana)

¥ aFfiaunty | ATEHAT AT AR |
Rrdizaarar a=7 Gadg qEg || ET
aIeT G @B FAT IR L I

Folio 86 3rd Adhydya (at the end of 2nd
carana)

fewr | 89 wfjaastrazAa || 4T
efi arg ARAIEA A9 | ArEaNra
AW aTFa | (A FHFAEAA AGg TSN
qATH afaegey fautarar gaagdyg I
sUHa

Folio 91 begins:i—

STt ATSIFFO | AHAAAAT WA S
faar dleaErarar Ag gWyg || @SN
gAT A AEEZE N T !

Folio 98 at the end of Talddhydya

gy arBSEral AEAT  afaRsey |
sTEEWIeT @t @A grsaEare g3 |
FAIRY af-ggE | §F aresaar @ATAT
N3

The preserved portion of the last folio
is very informative and hence [ am repro-
ducing it below:—

gy giar | dar A e
TPy @AgISMAT 1 2 1 HE ) wEA-
ABTA! (251 NFALHA: | ANGHIFAA
foay fraamair 4 ¥ I GFEARRIY
VT | STBAVINT HRAY  STEH | TGO A
wygs asieEy | Wwang @wg Nyl
W% || fagiwaed  agr S w/e-
AGH | G T AR
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0y 1l e [HEaans wags g | TRAE
HI9A €1 | GARIE Gy g1 | Qe ;e
AT WIT FE I« 1 T TG THSEE-
AU FREAAIHSAGUIRA: | FHSTAA-
fra: fagusioar sigeagrasifaus -
aFaarRaraaRin siesregnaga Jrar-
Dea@EEr a939 AT AAEYIFAA
$AT | QFAABEIA [ &H1 | ABHINCET
fEgRarTar A3 R T S N1 3 N

We have to note the following particulars
as revealed from the above passage:—

(1) The Commentator Mutoji has compo-
sed verses in Sanskrit and given us their
explanation in Mardthi Ow7 metre.

(2) He calls himself STA-AEIOSTITS
which indicates his royal descent. The
epithet aﬁamﬁ{afirfrm'ﬁr shows his profi-
ciency in Sangila. He composed his com-
mentary on the SM in HTHd ATWT 1or the

benefit of the learned (r'azqr“gam?u)

(3) The epithet sTEBITTTIA!  clearly
speaks for his connection with the Khilji
dynasty.

(4) The title 3S1%sge® which  Mutoji
applies to his own name uniformly through-
out many of his references lo himself is also
noteworthy as it may enable us to trace and
identify this author in historial records of

the Khilji dynasty. The epithet TEITTY-
UA does not nccessarily indicate that he
was actually a ruling prince of the Khilji
dynasty. It may be looked upon by some
as merely laudatory. ’

(5) As Mutoji himself states the present
work of his is a commentary in  STHIARME]
on the AFIAAEIFZ of ARG (fol. 19 “ANG-
ﬂ\lﬁﬁﬁgﬁqiﬁt;i”). This statenent is vou-
ched by thc actual text of the S# recorded
and.commented on by Mutoji. | have care-
fully compared Muloji's text ol the SM with
that printed in the Baroda Edition ol 1920.
This comparison reveals a vast difference of
textual matler between the two texts. It is,
therelore, necessary to point out in a sepa-
rate paper these variations with a view to
reconstrucl the text of the SM ¢n a manu-
script evidence so far available. As the
Baroda edilion was based on a single MS
the text of that edition could nol be criti-
cally edited by the editor. Mutoji evidently
had a different text before him when he
composed his Marathl commentary in ovi
metre. Judging by the MS$S belore me it
appears that Mutoji’s knowledge ol Sanskrit
and Prikrta is faulty in many respects
though he calls himsell ‘“gryegaarsrsg-
gUGRA”’ and “aFaalE@ygany’ in a
pompous manner. Perhaps the incorrect
and inaccurate manner in which our MS of
Mutoji's work has been copied may be res-
ponsible for my impression about his literary
abilities as recorded above.

I shall now briefly indicate my own views
regarding the chronology of the present
commentary based on a cursory study of
this rare MS.

From the tact of Mutoji's commentary on
the SM having been composed in Marathi
language it would be reasonable to conclude
that Mutoji belonged to the Khilji line of
kings that ruled over a province in close cul-
tural and political contact with the Maha-
rashtra say belore 1600 A.D. As a matter of
historical fact we know that a line of Khilji

1. Vide Annals (B. O. R. Institute) XII, pp 291.93 Mr. P Gode's note on a work on alchel:ny
(W") attributed to Nacir Shah Khalji (A.D. 1500 to 1510) who is described a ‘‘Se@Taa

SVAFRE MRAETEGIRRAT G SHATETEE . The epithet

~

YgBamaa”’ ;
as applied to Mutoji

corresponds to <“YIAIAM IUMABIE” an epithet of Nasir Shah Khilji of Malwi (vide pp. 267, 314 of

Duff’s Indian Chronology).
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kings! did rule Malwa beforc A.D. 1600
Malwa province is geographically connecied
with the Khandesh division of the Bombay
Presidency, and was durtng the Muslim rule
in close political and cullural association
with the Maharashtra.  Though our author
calls himsell Mahardjddhirdja we do not
find his name among the Khilji rulers of
Milwi who ruled between A.D. 1435-1530.
There is, however, every possibility of his
being connected with this Milwa line of
Khilj rulers and if this possibility is (urther
corroborated by contemporary evidence we

shall be in a position to determine the exact

date of our author. In the present stage ok.
our evidence we are inclined to assign our
author and his MardthI commentary on the

SM to a period between A.D. 1435 and1550.

In arriving at this conclusion we have pur-
posely excluded the Khalji Sultans of Delhi.
who ruled between 1:90 and 1320. A.D:2,

The possibility of a Sultan of Delhi compos-
ing a Marathi commentary in the manner
of Mutoji is quite remote as compared with-
the possibility of Malwa ruler or his relative
composing such commentary.

1. Vide Maliomedan Dynusties by Stanley Lane-Fool, London, 1925.

Two successive_ Mohamedan

dynasties reigned in Malwa viz. the Ghoris (1401-1434 A.D.) and the Khaljis (1435-1530). M3lwa was an-

nexed in 1530 by the neighbouring king of Gujarat.

arms of Malwa to the gates of Delhiin the North and Bidar in the South, while with the

“The Khaljis were a fighting race and had carried the

Rajputs of Chitor

and Chanderi their hostilities were unceasing.” The dates of .the Khaljis are as follows :—

(1) Mahomed Shah I A.D. 1435,

(2) Ghiyath Shah A.D. 1475.

(3) Nasir Shah A\D. 1500,

(4) Mahmed I1 A.D, 1500.
(Kings of Gujarat) A.D; 1530,

2. Mahomedan Dynasties, p. 299.



MUSIC CONTRIBUTIONS IN
OTHER JOURNALS

Music in the R@mdyana.

In the Indian Culiture Vol. 1V, No. 4,
_pp- 445-454, Miss P. C. Dharma has contri-
buted an informing article on the Music
materials in the Ramayana of Valmiki.
This is an useful article indexing all the
dala bearing on music, vocal, instrumental,
histrionic, practical and theoritical.

A critical study of the question of how
the Rdmayana was sung is a work which
still remains to be done. It is said that the
Ramdyana was sung 1n the rich Marga
technique, and evidently in the several Jatss,
the precursors of our Rigas., There was
stringed instrumental accompaniment.

Hindu Music under a Sullan:
Some Sanskrit works on Music,

In the Journal of the Andhra Historical
Research Society, Rajahmundry, Vol. XI,
Parts 3 and 4, pp. 173-186, Mr. M. Rama-
krsna Kawvi writles an article on some Sans-
krit works on Music, chiefly the work called
Sangita Siromani, which we have briefly
noticed in our article on later Sangita lite-
rature in Vol. IV of the Music Academy’s
Journal. From this article of Mr. Kavi, we
undersiand that the Sangita Siromani was
produced in U. P. in the first half of the
15th century.

A Music Conferance in A.D. 1429,

The Sangita Siromani was the result’ of
something like a Music Conference which the
Sultan of Kada, a Hindu forced to become a
Muslim, called. The conference or the
composition of the Sangita Siromani is dated
1429 A.D. The music scholars who worked
at the Sangita Siromani consulted the fol-
lowing music works which the king collected
for the purpose:

Bharata’s treatise is a lakh and half verses,
Sangita Sagara, Réagéirnava, Sangitadipika,
Sangitaciidimani, Vidimattagajankusa,

10

Sangitaratnikara, Sangitadarpana, Tala-
rnava, Sangitakalpavrksa, Safigilaratna-
vali, Nriyaratnivali, Sangitamudra, Sangita-
upanisat-sara,  Sangitasarakalikd, Sangita-
vinoda, Anandasafijivana, Sangitamuktavali
and an easy commenlary on the Natya
$astra of Bharata. Most of these works have
been noticed by us in our article referred to
above,

The Importance of South India.

In his address to his music pandits, the
Sultan says that he secured a copy of the
Natya $astra of Bharata from South India.
Some of the Panditas also who look part in
the discussions and had hand in the compi-
lation of the Sangita Siromani, were from
South India.

Tamil Compositions: Sy@ma Sastriar.

. In the Sipa $ri, Vol. I, No. 1, Mr.
Sydma Sastri, great-grandson of the great
composer, Sri Syama Sastriar, has published
the text of a hitherto unknown Tamil S3hitya
of Sri Syama Sastriar.

mad—Caaeut g1—srvy grard.
. udead
A@w 0 K gowr acrdar ssafés
puUR T
sBeE Fuw sror sl 15iés s

& I BT B) ey

(ac)

Sgy Few oo o1 g6 ard@er e mrow
I SV wpQmwer nw Ba%W aar Qrwid
verdsotvaysfiss wp Qsiaw o %riimiss
vmiGanCLr? eewsQsps @Qrod
L& SRTLITTES
85 F48 aadrp Qui aBa5rQu
HPw af s Dés L gfgsaCu
Frasw Qure e.er¥ar & gsmre e Q peir
arler g aiflésiien % T L ®
Qzre, e o

(805)

(8m)



74 THE JOURNAL OF THE MUSIC ACADEMY

srds Lviams @sCQua smanCu

s Ui Sg safi@aliQur g FQu

Cav wlsani un F (Lrf), woigh, Qaar wrf
Fwrwsmaser Ceovnsh, e 11 Furd (sm)

Tamil Songs of Papavinasa Mudaliar.

In Vol. I. No. 4 of the Silpa Sri, Mr.
Somasundara Desikar has published Lhree
Tamil songs of Pipavinisa Mudalivar who
adorned Tamil land in the 17th century.
This composer’s songs are, many of them,
of the type called Nindastuti and are on God

Tyéagaraja at Tiruvarir. Some of these
songs are being sung at Tiruvarir.
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Non-Aryan contribution ' lo I ndian Musu:

. In thé Annals of the Bhandarkar Orxental
Research’ Institute, Poond, Vol. XIX, No.’3,
Mr, O. C. Granguly ‘has coifbibuted an
article of the above name. This" is a sludy
of the history of Ragas based on the namies
of some Ragas which are definitely tribe-
nawes, viz. Takka, Abhiri, Milava (KdlSl]\d.
and Pancamd) Girjari and Pulmdl

~1l. @rECugd Surs B aryCy,
2, (9-0.) 99r8Puwrs.,
A 19-b. SwraCr @aCLrsCy.
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' Carnatic Music Composers.

Mr. T. S. Vasudevan, B.A.,, Dip. Music,
was offered a Research Studentship by the
Madras University. He worked on the sub-
ject of Carnatic Music Composers at our
suggestion and the results of his labour are
published in Vol. X of the Journal of the
Madras University. The contribution covers
about 70 pages; affer a brief notice of
the Pre-Jayadeva stage and of Jayadeva, the
writer notices the lollowing composers:—
the Talappakkam composers of Tiruppati,
Arunagirinatha, Purandaradasa, Nardyana
Tirtha, Ramadasa, Margadarsi Sesayyangar,
Venkatamakhin, Ksetrajfia, Girirdjakavi,
Ghanam  Sesayya, Sadasivabrahmendra,
Virabhadrayya, Malirbhiitamayya, Aruna-
calakaviriyar, Ramiasvimidiksitar, Pydala
Gurumirti Sastri, Paccamiriyam Adippayya,
Pallavi Gopalayyar, Tyagarija, Muthuswami
Diksitar and Syami Sistri, Merattir
Venkatarima Sastri, H, H. Svititirunal,
Parame$vara Bhagavatar, Iravi Varman
Tampi, Kgirabdhi Sistri, Ponnayya Brothers
of Tanjore, Ghanam Krsnayyar, Anai and
Ayya, Pallavi Dorasvami Ayyar, Gopala
Krsnabharati, Anantabhirati, Kavikufijara
bharati, Kunrakkudi Krsnayyar, Vinai
Kuppier, Manambiiccivadi Venkatasubbier,
Sadagiva Rao, Livani Veinkata Rao, Veda-
nayakam Pillai, Tiruvottiyar Tyagayyar,
Tichur Pedda Singrichirlu, Palnam
Subrahmanya Ayyar, Ramasvimi . Sivan,
Maha Vaidyanith Ayyar, Rimndd Srinivisa
Ayyangir, Laksmana Pillai, Muthia Bhiga-
vatar, Koti§varaiyar, Pipanasam Sivan,
Nilakntha Sivan, Pedda Dasari, Vijayagopala
Madhura Kavi, Ramiananda Yati, Subbarayar
of Dharmapuri and Pattibhirdmayya,
Muthutdndavar and Marimuthu Pillai,
Kuppusvimi Iyer, Subbaramier, Subrah-
manya Kavi, Venkataramanayys, Daksina-
murti Iyer and Devudu lyer and Vasudeva-
char.

Sama Gdna.

Laksmana Sainkar Bhatta Drivida,
Poona, has contributed on article on
“The mode of Singing Sima Gdna” in
the Poona Oriental list Vol. IV, No. 1 and
2, pp- 1-21. He states that he has ex-
plained the ancient Rinayaniya mode of
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Sima Gdna. He has compared the Saman
scale, Indian Classic Music scale, the old
Greek scale and modern European scale, He
bases himsell on the Naradiya Siksd and
explains the hastavina of the Sama Gana,
with {wo diagrams. He then explains the
singing ol the 5 Samans, Ajyadoham,
Kayanadcitra, Agna ayahi, Tyamtisu Vaji-
nam, and the Gayatri.

VAITHIS oF KARNATIC MUSIC.

In an interesting article in the Silpa Sri,
Vol. 1, No. 10, Mr. Vasistha Bharatiyar gives
short accounts of 25 personalities in the
world of Karnatic Music who bore the same
name Vaidyanitha.

1. ‘Kudirai’ Vaidyanatha Ayyar was
patronised by Saraboji; was honoured with
a horse; it is he who began the Ghanam
slyle of singing.

His son was Ghanam Ganapali Ayyar,
who defeated Bobbili Ke$avayya; his son
was Todi Sitarama Ayyar otherwise known
as double Pallavi Sitairima Ayyar. Ghanam
Ganapati Ayyar was the brother-in-law and
teacher of Ghanam Krsna Ayyar of Tiruk-
kunram,

2. ‘Mafijoru’ Vaidyanatha Ayyar a con-
temporary of Todi Sitirama Ayyar, was
patronised by Sivaji. He was the (ather of
Patpam Subrahmanya Ayyar.

3. ‘Peria’ Vaidyanitha Ayyar: was born
in Radhamangala and was patronised by
the Jamindar of Sivagafga, Kallammanachi-
yar,

4, «Chinna’ Vaidyanatha Ayyar: aunt’s
son of the above.

5. ‘Vaiyaccheri’ Vaidyanatha Ayyar was
the guru of Toédi Sitarama Ayyar. It is
this musician who was otherwise known as
‘Anai’ Vaidyandtha Ayyar and ‘Anai’ Ayyar.
Hence his tamil songs are known as ‘Anai
Ayya songs.’

6. ‘Mahd’ Vaidyanatha Ayyar.

7. «Vipai’ ” of
varam.

8. ‘Nittu’ Vaidyanatha Pillai, of Karuttat-
tingudi near Tanjore.

Maiya-
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9. ‘Karuppy’ Vaidyandtha Ayyar was
father of Trivad: Subrahmanya Ayyar,

10. ¢Sitti’ Vaidyandtha Ayyar of Ratna-
kottai Taluq; expert whistler.

11. Maratturai Vaidyanatha Ayyar also

known as Koneririjapuram Vaidyanitha
Ayyar. -

Karnata Vaithi, Kurufigur Vaithi, Tirunel-
veli Vaithi, Madurai Vaithi, and Chidam-
baram Vaithi were Nagasvara Vidvans.



NOTES

THE ALL-BENGAL MUsIC CONFERENCE.

“Through want of culture, Indian classical
music has deteriorated and despite spas-
modic efforts that have been made to im-
prove the position, it is obvious that there is
little hope of conserving this great heritage
of arls unless the musical talent that exists
in the country is properly organised.”

This observation was made by Mr. Justice
Biswas in his address at the fifth session of
the All-Bengal Music Conference, 1938.

Mr. Justice Biswas emphasised that the
object of the Conference was not only to
conserve classical music but also to stimulate
contemporary artisis to higher endeavours.

During the reading of the Annual Report
it was announced that the late Raja Prafulla
Nath Tagore, the President of the Confer-
ence the previous year, had left a sum of
money which the promoters of the Con-
ference hoped to utilise for the establish-
ment of a school of music,

UDAY SHANKER’'S NATIONAL ART CENTRE.

From time to time, the press has been
reporting news about a National Art Centre,
which dancer Uday Shanker is endevouring
to start at Almora. It isa commendable
undertaking. It is hoped that the school of
of dancing and music started here will be a
school of thoroughly authentic Indian
dancing and music. With the great flair
for organising which Uday Shanker has, it
is not difficult for him to get for his school
three sets of teachers distinctively for Katha-
kali, Tanjore Bharata Natya and Kathak of
the North. When the entire yet-surviving
traditions have been recorded, taught and
thus preserved by a body of artists, it will be
time to exercise imagination and attempt at
new creations or innovations in harmony
with the essential features of Indian dancing.
But as yet no attempt seems {o have been
made to get such genuine teachers of the
traditional art,

DonaTiONS TO Music,

It may be noted above that the All-Bengal
Music Conference received a donation
trom the late Raja Prafulla Nath Tagore. It
is also reported that the Maharaja of Tripura
has promised a donation of Rs. 20,000 for
the Visvabharall Sangita Bhavan, in Santi-
niketan. The Madras Music Academy,
though it has entered on the thirteenth year
of its aclivity, is yel to receive any such
munificent donation from the admirers of
Karnalic music.

ABDUL KARIM KHAN COMMEMORATION,

A hall for classical Indian music and a
scholarship to be endowed for the best
student of Indian classical music at some
University are among the schemes of the
organisers of the Abdul Karim Khan Com-
miltee.

The Cominittee was formed to collect
funds to commemorate the name of Abdul
Karim Khan, a great exponent of Indian
classical music.

L.ate Abdul Karim Khan was the pioneer
among North Indian exponents of music to
establish a connection between the North
Indian classical music and the classical
music of Karnatak.

The organisers of the Abdul Karim Khan
Committee will hold a series of concerts in
Bombay to collect funds to fulfil their aims.

NEw Music DEGREES IN THE MADRAS
UEIVERSITY.

The Madias University conducts now a
Diploma course in Indian music and it is
learnt that they will institute iwo new
Degree courses in music called ¢Sangita
Siromani’ on the lines of the Sanskrit
Siromani course and ‘Bachelor of music’
(B. Mus). A committee framed the
necessary regulations and the regulations
have been adopted by both the Board of
Studies in Indian music and the Academic
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Council. It is for colleges now to start
classes and offer students for these degrees.

In this connection, it is necessary to point
out thal it is the duty of the Music Depart-
ment of the Madras University to put forth
some solid Research in Indian Music. Unless
this department does that, it can neither
rank up to the slandards of the other depart-
ments, nor will be considered to have borne
any fruit on the Academic side.

TITLE COURSE IN MRIDANGAM IN. THE
ANNAMALAI UNIVERSITY MUSIC COURSE.

‘On the recommendation of the Board of
Studies in Music, the Syndicate' has decided
to institute a course of. study in Mrdafigam
for the Sarnigita Bhigana Title, with effect
from the academic year 1939-40. The

course of study, examination and’ syllabus
are under consideration by the Board Ot
Studies in Music.

A Music UNIVERSITY FOR INDIA.

India will have a University of music if a
proposal to raise the Maris College of Music
Lucknow, to the status of a University.
materialises. As the need for such a uni-
veysity has been voiced by musicians and
lovers oi music and many suggestions have
been made (0 evolve a concrete scheme, the
authorities are now seriously considering
ways and means of converting it inlo a Uni-
versity to be named after Mr. V, N. Bhat-
khande, the pioneer of musical culture in
India.



IN MEMORIUM,

Death has demaded a heavy toll recently
in the music world.

The Academy places on record its regret
at the demise of Brahmasri Mangudi
Chidambara Bhigavatar, who presided over
the Academy’s conference in 1937. The
Bhiagavatar was widely admired in Madras;
vast quotations from the Ramayana of Vil-
miki and a large number of Sri Tydgardja's
songs on Rama marked his Rimayana Kala-
ksepas. However, he was also liable lo the
fault of too much comic-making which has
somehow been unfortunately made part of
our sacred Kalaksepam art. The Bhagavatar,
with his knowledge of English, interested
himself very much in doing research in
music. The Conlference conducted by him
was marked by distinct success.

The Music-world has also lost Vina
Subbanna, Palace Vind Vidvan of Mysore,
who passed away after 83 years of a much
honoured life. Among our few flute Vid-
vins, it is sad we lost Mr. Gopila Aiyar of
Tanjore.

From the world of our Nigasvara Vidvans
have disappeared Mr. Chidambaram Vaidya-
natha Pillai and Mr. Natarija Sundaram
Pillai of Tiruppambaram. The latter, during
his lasi years, was endevouring against odds
to publish books of kirtanas in Tamil script
with notation. He could bring out only one
volume containing fifty compositions of Sri
Muttusvami Diksilar.

In the death on 21—10—1936 of Mr.
Kotisvara Aiyar, 70 year old grandson of
Kavikufijara Bharali, we lost a composer of
Tamil Songs.

Born in about the year 1868, Mr. Kotis-
vara Aiyar took his B.A. decree alter under-
going his college course in Pudukottah and
Trichinopoly. He was the grandson of the
famous Kavikufijara Bharati and for a
very long time was closely associated with
Ramnad Srinivisa Aiyangar. After his col-

lege course he took service in the office of
the Inspector-General of Police and 15 years
after, joined the High Court, Madras, as
Translator in Tamil. He retired Irom service
about 10 years back. For a year or two
before his retirement he gave performances,
visited Mysore and got the praise of all
music lovers. He also published in print
his grandiather’s Skanda Purdna Kirtuanas.
The greatest achievement of his life was his
original compositions in Tamil in the 72
Melakarias and also in Janya rdgas. He
has also composed varsas in Tamil in rdgas
like S@veri, Kedaragaula, Dhanydsi, Bilahari
etc.

Mr. Sripdd Ramamirti’s premature and
sudden demise is a blow 10 the Academy.
Neither in the Press nor in this Journal
could we have reported the proceedings of
our Conferences so fully and well, if we did
not have his co-operation. Besides, Mr.
Ramamiurti wasa great Tyagaraja enthusiast;
he was an exclusive worshipper of Tyiga-
raja on whom he contributed many studies
in papers and journals.

Another premature death that has deeply
affccted us all is that of Mr. Krsnasvami
Aiyar of Calicut, a scholar in music who
took a very keen part in the Academy’s
annual Conferences.

The greatest loss to the music world
recently is the passing away on 15—10-—"38
at the age of 75, of our greatest Vina-artiste,
Srimati Dhanam Ammal, in whose honour
the Academy held a huge memorial meeting
presided over by the Premier of Madras.
Elsewhere in this journal will be found the
Academy’s tribute to SrI Dhanam which was
paid by Mr. T. V. Subba Rao in an eloquent
appreciation., The Academy has instituted
the prize of a Vind-medal in her name.

Ghatam Vidvan SrI Dévardjulu Naidu, of
Madras, (known as Ghatam Dévudu) passed
away at the age of about 77, on 13-4-1939,
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Mr. Naidu was well-versed in all the
intricacies of Tila and had played on the
Ghatam with Maha Vaidyanatha Aiyar,
Anantharima Bhagavathar, Ramnad Srini-
vasa Aiyangar, and others. He became blind
recently and in spite of this handicap and

his old age he was able to play on the Ghatam
whenever he was given opportunities. For
the last 12 years, he was giving performances
at the Vinayaka Bhajana conducied every
Friday at the Post Office Street, Madras.
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BOOK REVIEWS
HINDUSTANI MUSIC, AN OUTLINE OF ITS PHYSICS AND AESTHETICS
By
Pror. G. H. RanNapg, B.Sc.
Lecturer in Plysics, Willington College, Sangli.
(V. RAGHAVAN.)

Mr. G. H. Ranade wrote some years ago
a treatise on music in Marathi., Encouraged
by the good reception it had, he has pub-
lished his studies in Engligh form now, and
the Bombay University, we learn with
satisfaction, has given a substantial financial
help for this publicaticn. The author has
 long been investigating the subject of
Indian music, both in ils classical and folk
forms and has published some of his resuits
in the old bimonthly muagazine of Indian
Music called Bharatiya Sangita, which was
appearing from Poona. The former part
of this bouk deals with the physics and the
lafter with the aesthetics of Indian Music.

"“The first chapter takes us rapidly through-

the historical eveolution of Indian Music from
the vedic pericd. Aller touching upon
in brief the Vedic music, the author comes
to Bharala whomn' he assigns to a date
prior {o 3t0 B.C. We hope the author
would on some other occasion explain
why he places Bharata prior to B. C
300. The author says that in his experi-
menlal method for deducing the Sruti-1atios,
Bharata well and truly laid the foundations
of the Physics of Indian Music.
had two parent scales and 18 Jatis or fun-
damental harmonies, 14 of which were
derived by mere transposition: seven (romn
each parent scale -and the remaining 4 of
which were-derived by the fusion of the
two parent scales,

The Jdtis were replaced by lhe Rdgasand
the author admits, there. is no ewvidence to
fix the time when the concept of Rdga
arose. -Matanga’s Brhaddesl, the earliest of
our known' books to treat of: music'in the

A.D.) speaks of Raga.
author directly goes to the. Ratnakara (13th

Bharala -

Rdga-sysiem 1s assigned by the author to™
circa 400 A.D. But the developed stage of

Raga in Matanga presupposes a long time ot
evolution,. The auther’s findings with refer-
ence to the music known to Kalidasa, who,
it is said, speaks of one or two Ragas, is
very interesting. 1t is very likely that the
song of the Nati in lhe prologue to the
Sikuntala of Kalidisa is' in Rdga Sdranga
(Madlhyamadi), The Paiicatantra (5thcent.

From this, the

cent. A.D.), in whose time, newer Rdgas
had come in {o displace the older ones,
Regarding the place of the Ratndkara in our
Research, the author passes the verdict
“The music of Sirangadeva is not clearly
understood in any part of the country, and
not even one ot the Rdgas, elaborately des-
cribed by him, has so lar been successfully
1denuhet¥

The next'stage is the Persian influence on
northern music and the gradual widening of
the gulf between that and the music of the
South. - Amir Khushru is said {o have becn
the pioneer in giving the Persan orieniation
to North -Indian Music; but it is remarkable
that instead of converting Indian Music, he
himself became a convert to Indian Music.
Awmir Khushru, who replaced the Suddha
scale of the North based on the ['ind by his
Suddha scale based on his new creation, the
Sitar, says of himself—

“I am an Indian, if a Turk.”

“My lyre responds to the Indian theme.”
The author observes that Amir Khushru's
Sitar-scale.tenders the distance between the
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music of ‘the North and the South less. To
Ahobala (early 17th cent.) whom the author
nclices next, he pays the lollowing tribute:
“It is he who first gave the relation between
the pitch of the ditterent degrees of thescale
in terms of the speaking length of a wire
under constant tension.”

In 1779-1801 A.D. the Maharija of Jaipiir,
Pratdp Singh Dev, called a conference of
Pandits and compiled an authological book
called Sangita sira, whose Suddha scale
appears to be Bilawal. Taking the same Bila-
wal as his Suddha scale, Mohamed Reza
(1813 A.D.) gave the central principle of his
system “that between every Rdga and its
Riginis, there must be clouse similarity or
some common features.”” Alter nolicing the
researchs of Mr, Clements and Mr. Daval on
the intonation of Indian Music, the author
reaches Pandit Bhatkhande who reorganised
Hindusthini Musjc in his Laksya Sangita,
on the basis of the South Indian Melakarla
system.

Chapter II deals with ¢“the nature and
limita ions of the function of music and the
laws of musical sound.”” “The evolution of
the musical scale” forms the subject of
Chapter Ill. After these two chapters of
physics, follows an informing chapter on
tolk music from which we have reproduced
elsewhere the results of the author’s investi-
gations 1n folk music.

The next section of the book deals with
the three unities of Indian Music, Sruti or
singing tu a drone, Rdga and Tdla. The
major part of Chapter V is devoted to the
physics of the Tainburd and in the :end, the
author stales the efiect of the drone on our
music system. It is a result of ihe growing
influence of the arone, the avthor says, that
our present system is considered to be based
on one single Grdma, but adds that really
this basis 1s nol one single Grdma but +a
‘harmony of several cunsonances” containing
intervals belonging to both the Grdmas and
reaching beyond the possibilities ot the limi-
ted Gramas.

The next chapter examines the two other
unities, Réga and Laya. \What is Raga, its
classification into Suddha, Chdydluga and
Satkirna -and Sddava, Audura and Sam-
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piirna, the 4 essentials necessary to make a
scale inlo a Rdga, the struclure of a Rdga,
some conventions pertaining to their signing
and finally the diflerence in the system of
Rdagas between the North and the South—
these summarise the section on Rdga. Re-
garding our Melakarta scheme the author
says that though the large member of Ragas
under the Melakarta scheme is a mathemati-
cal fact, only a small number of Ragas will
be current even in the South, since aesthetic
form and individuality are essential to a
Raga and Rigas possessing these are only a
small number.

Dealing with the third unity, the Tdla,
the author says that Indian Music *has o
pay atlention to Rhythin’” and that it has
#consequently developed every phrase of it
(Rhythm) with minute precision and employs
several time-measures not known 1o the
European.”

While {he drone ‘discloses 2 method of
selecling a scale in an ideal manner”, the
second unity #makes capital of the conso-
nance and dissonance for an emotional
appeal”’, and the third maintains the emotion
with a flew and rise and fall. The three
unities thus give “churacter lo music.”

Under the heading ‘aesthetics of Indian
music’ dealt with in Chapter VII, the
author considers _a number ol items, Sdlitya,
improvisation, dldpa, voice training, Rdga
and Rasa, music as a pure art, and music
and emotion. He points out here the ditler-
ence in meaning of voice cullure in Western
Music and Indian Music, and that in a Rdga
the Vad: nute holds the key to the Rasa.

Forms of musical composition are taken
up in the next Chapter, the VIIL. We learn

“here that it was Rdjé Mana (A.D. 1486~

1526) “who either invented or patronized
the famous Dhrupad style.” To a descrip-
tiom of the Dhirupad style the author devotes
a few pages at the end of which he impar-
tially estimates its good and bad, says that its
chict defects are monotony and denial of
scope for musical graces, Hori sung in
Dhamiar measure, Tarini employing only
Aldpa syllables (purely musical expression
unburdened- by literary  ccmposition),
Thumri revelling in folk song scales and in
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Ragas like Khamiaja, Kafi, Miand, Pilu etc.,
which are frequently mixed, Tappa folk-
based like Thumri but more ornamented,
and last but not least the Khyal—these types
of compositions are next described.

In the ninth, the last, chapter, a few
minor questions are disposed of, firstly,
under the heading puetry and music, the
author gives us some sound thinking, which
unfortunately some of our local critics here
are not capable of. Truly does the author
say that the emotional appeal of music and
Radga is independent of the words ina
Sdhitya. Alter a paragraph on light music,
the author touches Urchestra on which
again he has the sound remark worth noting
by some of our friends here. “lhe so-
called Indian Orchestras of today merely
multiply one part music on a large scale
and so fall flat upon the ears of the listners.”
Notation, Indian and European systems,
tuning of the drone, are the other subjects
dealt with in this chapter.

The appendix supply the textual references
noted in the course of the book and contain
samples of recitations and folk songs in
Svaras.

(BY P. S, SUNDARAM AIYAR, B.A,, L.T.)

Books on Indian Musicfrom an accademic
stand point written by educated men who
are students of physics and music are most
welcome in these days of Indian Music
renaissance, The author plainly states he
has no first-hand knowiedge of South
Indian Music; but at the sawne time trusts that
the theories of his regarding North Indian
Music might be of much interest to the scho-
lars and lovers of South Indian Music too.
Then, he introduces the two departments of
his observation—Physics and Aesthetics of
North Indian Music. The chapters on the
unities of Indian Music are .ull ol good
generalisations, common to both the
systems,North Indian as well as South Indian
in a broad sense, The students ot South
Indian Music have much to study in these
two chapters for their benefil.

But it has to be noted that the technique

of Rdga singing and develupment and srara
singing is different in and peculiar to South

Indian Music. So long ago Bharata has
styled the system as Daksindalya and Ii%s
characterised 1t in some important respects
as superior to other systems. Ii might be
added that this standard of excellence is
kept up, even today, in this system as evid-
enced by the compositions of Ksetrajiia and
Tyagaraja. The remarks on the South Indian
syslem 1n the last para of Chapter V11 could
not hence be considered as being fair to the
system familiar to us over here in South
India, at least, the Tanjore School,

His remarks on ‘the musical scale’ are
well worth study by advanced scheolars too,”
since they evidence a good scientific judg-
ment regarding the vexed question of Srufss
or Music intervals. The method of approach
to the question is deservingly commendable;
and the study will indeed be profitable to
scholars in music science, of course, with the
necessary equipage of the preliminary know-
ledge of physics to do the ‘same.

The author has done a really good service
in producing this book,—a uselul addition
to the books in this branch of Indian
literature.

THE MRDANGA SVABODHINI.

(THE MRIDANGA SELF INSTRUCTOR}.

by Mrdanga Vidvin Mangudi Ramanitha
Durairaja Aiyar. P. K. Moorti Co., 28/29,
Coral Merchant Street, Madras. Re. 1.

As the Vinad is the queen of our stringed
instruments, so is the Mrdanga, the king of
our percussion instruments. It is all the
same regrettable that our stringed family has
dwindled to the Vina, evenras our drums
have dwindled to the Mrdanga. Whether
the present drum known to us today as
Mrdanga is the old drum of that name is a
question of history which will have {o be
gone into in a separate article, The marvel
that our present Mrdafga is as a music
instrument has been demonstrated by our
great scientist, Sir C, V, Riman.

It is welcome that, to suit our present day
studies, privale and institutional, in which
easy coaches and sell instructors are needed
Mr. Durairdja Aiyar, himself a Mrdafngam
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player, nas produced this Mrdafgam Self
Instructor, which takes one through 23
simple lessons in six short chaplers, with
useful illustrations.

The name *Ananda vidyam’ repealied on
pp. Vi, viii, many times, 1s a mistuke for
‘Anaddha vadya’ which means ‘percussion
instrument.’

THE GRAMMAR OF SOUTH INDIAN
MUSIC
BY

MR, C. S. AYYAR, B.A.

Price As. 10. The Indian Music Publishing
House, 4 Bunder Street, George Town,
Madras,

(ProF. P. SAMAMURTI).

There is not a more fascinating branch of
study in ludian, Music than that of the
$rutis. The srutis form the rock foundation
upon which the struclure of Indian Music
firmly rests to-day. It is the use of quarter-
tones that gives a distinctive colour to Indian
Music. The use of these subtle notes is
more than two thousand years old and testi-
fies to the highly developed aural powers of
the Musicians in India. The subject of
$rutis has been discussed at great length
during the Music Conferences held in India
during the last quarter of a century and there
is a {und of literature on the subject. The
discussions in the Madras Music Academy
Conlerences have particularly been useful in
clarifying many of the controversial points
relating 1o this subject. i

The books published on the subject of
$rutis have so far been too theoretical in
character. The merit of the book under
review lies in the fact that the treatment of
the subject is essentially practical and as
such is likely to rouse the enthusiasm of
many a professional musician in this study
of the subject. The treatment is clear and
refreshing. The author avoids the try-as-
dust past. He is also free from the petrified
views associated with musical pandits for
long. He has worked at this subject for a
number of years with zeal and enthusiasm
and the fruits of his researches are given in

12

. notation.

the book. The anxious student of music
will find this work both interesting and use-
ful, Examples of Ragas wherein the several
srutis occur are carelully pointed out and
this will convince even the most casual
reader that the use of srutis in Indian Music
1s a solid musical fact.

Mention ot the 22 Srulis is made in such
ancient works as Bharata Nitya Sastra (4th
Century B.C.) and the Silappadhikaram (2nd
century A.D.}. Music has been fast develop-
ing since and we are now using many ragas
not known to our ancients. Under such
circumstances it is but logical to expect the
use of a few Srutis other than the time-
honoured 22. The svariipa or the melodic
entily of a riga is brought out only when ils
characleristic $rutis are sounded. The author
suggests the frequencies 7/6 and 7[4 for
the possible fifth $ruti in the Gandhara
and Nishdda<zones. That isin the increas-
ing order of pitch, these notes will rank as
the earliest srutis in the respective zones and
the now accepted four srutis will rank as the
2nd, 3rd, 4th, and the 5th S$rulis (see the
nomenclature adopled by the Music Acade-
my). Uniil human genius invents a mecha-
nism which will be able to accurately
register the frequencies of these subtle notes,
the value of at least somne of the $rutis must
remain a matler of speculation.

The Chapters cn Tala, Janya Réigas, and
Rasa add value to the work, About the use
of staff notation for writing Indian melodies,
the author is unduly severe. Any notation
‘whether script or staft is merely « skeleton
framework and unless the reader has got
an accurate conception of the raga bhava he
will not be able to reproduce correctly a
song however accuraiely rendered in either
Music 1s international and coms-
posers have left behind them musical gems
not for the joy of their own countrymen but
lor the solace of the world. We profit by
reading the literatures of olher nations.
Likewise there is no reason why other
nations should not enjoy the music of India.
There are some splendid Indian melodies
which deserve to be known and played in
all parts of the world. When it is made
clear that European harmony has no place
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in Indian Music and that only the scale
involving intonation of natural notes is used
here, there is no reason why a European
violinist should not play an Indian melody

from staff with as much artistic effect as an
Indian violinist.

THE JOURNAL QF THE MUSIC ACADEMY

Apart from this, Mr. C. 8. Ayyar’s book is a
substantial addition to the existing lileratures
on the subject. Every musician and student
of music should peruse the book. Every
Institution would do well lo have a copy of
the book in its Library.



THE JOURNAL OF THE MUSIC ACADEMY, MADRAS,
OPINION,

THE ORIENTAL LITERARY DIGEST,
POONA, WRITES:—

“A journal of all-India character, solely
devoted to music has been a serious and
Jong-standing desideratum. Though the
Sangita, a quarterly published from the
Maris College, Lucknow, and the journal of
the Music Academy, Madras (JMAM) were
started in 1930, both had unfortunately to
be suspended after issuing a few excellent
numbers. The reappearance of the JMAM
will therefore be welcomed by all thought{ul
lovers of Indian music and culture with no
small amount of gratification. The volume

under review, though dated 1934, was pub--

lished only a few months ago, and with the
promise of soon bringing out the volumes
due for each of the years 1934 to 1938,
resumes the thread of its publication from
where it was broken.

Though naturally it is devoted chiefly to
Soulh Indian Music, there are features which
make it indispensable for serious students

and lovers of music throughout the length
and breadth of India. Publication of origi-
nal articles on music by experts, and of
classical works on Indian music are instances
in point. Authoritative reports of the annual
conferences of the Music Acadetny, Madras,
are to be found only in the pages of this
journal, and embodying as they do the dis-
cussions on important topics by experts and
acknowledged authorities, {hey cannot be
overlooked by serious students of Indian
music.”

* »* * *

This alone should suffice to draw the
attention of all scholars, sccieties and insti-
lutions concerned with Indology to this
important journal.

* = *

We wish the journal a long and brilliant
career of service to the cause of Indian
music. Let all lovers of Indian music make
commmon cause with those in charge ol the
journal to see its growing prosperity.
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SELECT OPINIONS

The Indian Eapress: * The resumplion of the Journal is an event of the first
magnitude in the musical world. The very capable Board of Editors may be trusted to,

produce issues of the qualily as the one under review.”

The Hindu: ¢+ The revival of this valuable Journal devoted (o the study and
promotion of Indian Music will be welcomed by all lovers and exponents of

the act.”

The Madras Mail: « We are glad to note the revival of the Journal of the Madras
Music Academy (a quarterly devoted to the advancement of the science and art cf music)
* * * Fulfilling as it does a real need of music lovers, we are sure all lovers of

art and culture will support it,”

. H. The Maharaja of Dharampur: ¢«* * His Highness is also delighted
to read the articles in your magazine which are undoubtedly very interesting and
instructive. He is alsc pleased to read the proceedings of the Academy’s Music

Conference * * "

The Adyar Bulletin: * The resumption of the publication of this Journal
devoted lo the promotion of research in the field of music must be welcomed py all lovers
of Indian culture. The Journal fulfils a real need as it is the only Journal of its kind in

India.”
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