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Oureselves.

N accordance with the usual practice
we are perhaps expected to explain
the circumstances that give birth to this
Journal as well as indicate the purpose
and objects thereof. The need for it,
however, is so well recognised all round
that if in the present case we follow the
custom it is more for the sake of confor-
mity to tradition than for justifying a
cause well capable of sustaining itself.

In the Autumn of the Year 1928, The
Music Academy, Madras was inagurated
for the promotion of higher learning and
practice of the science and art of music.
Though much good work has been done,
it was felt that the Academy can func-
tion more effectively and further extend
its sphere of activities by maintaining a
journal of its own. Itis a matter for
gsome surprise that except for certain
occasional and sporadic efforts there has
not been in this country a single periodi-
cal exclusively devoted to music though
the subject is of sufficient importance to
claim a legion for itself. Itis common

knowledge that music is one of the most
ancient of all arts. It hascharm for the
highest as well as for the lowest order of
beings. Its power and potentiality are:
so immense that it will continue to
please, inspire and elevate us for ever.
In India owing to its close association
with the spiritual life of her people who
believe God is where music is, it has
attained a higher level of excellence than
any other art. From this point of view
alone, India’s contribution to the progress
and civilization of the world entitles her
to the regard of all culture loving nations,
We therefore, owe it to ourselves that
we not only maintain so rich a heritage
unimpaired, but transmit it improved
and enlarged. KRR

The present era is witnessing a great
revival of interest in Indian Music,
There is an earnest desire to know what
the great sages and master-minds. of .
India have said about it. =All over-the
country music conferences are held not
only for the exposition of the art: but also



3 THE JOURNAL OF THE MUSIC ACADEMY

for the discussion of principles and
problems connected with it. The cleavage
between theory and practice is becoming
so wide that if a gradual drift into chaos
.is to be avoided, a reconciliation based
on natural and fundamental laws is
imperative. Music having been made
part of the official system of education
new problems connected with the impart-
ing of instruction therein, have arisen
and are awaiting solution. For focussing
discussion on all these and other matters
and for embodying the results of ex-
perience, research and scholarship of
experts in theory and practice, a Journal
like this cannot fail to be of use.

We hope also in due course to invite
_.contributions dealing with systems of
music other than Indian, so that our
readers may be enabled to make a com-
parative study of the different systems
prevailing in the world.

With regard to the contents of the
Journal we may state that all subjects
relating to the theory and practice of

Music in the most comprehensive sense
of the term will come within its purview.
In particular we propose to publish
select portions from classic literature
with translation if necessary. Original
contributions will deal with the follow-
ing Leads :—History of Music and Music
Literature ; Sruthis and Swaras ; Ragas;
Thalas ; Compositions, their history, des-
cription and classification; Musical
Instruments ; Bharatanatya; Notation
and questions connected with the teach-
ing of music: Biography of composers,
musicians and authors; Music Institu-
tions ; Reform of Music and Music Per-
formances; Miscellaneous articles on
various connected topics;
Notes and Comments.

The success of the Journal depends in a.

Reviews ; é

large measure upon the encouragement .-

which the public gives and the co-
operation which the scholars and
musicians offer. We eagerly hope that
the response from all will be generous
and worthy of the great art.

HISTORY QF KARNATAK MUSIC.
By

MR. SOMARAO TATTI, B.A. (Dharwar.)

The Music of Karnataka has a very long
tradition which even reaches back to the
. pre-historic period. The Deccan was at
. * gne time covered with a thick forest, called
the Duntaka inhabited by the original
 Dravidians in certain places. One of these,
Kishkindha, the capital of King Vali was
situated in the area of the holy Kshetra of
Hampi or Vijayanagar on the banks of
the Thungabhadra. In the far South, the
. -kingdom of Ravana, the Demon King, is

.

stated to have been established in Lanka,
the present Island of Ceylon. Ravana was
often trying to put down the power of the -
Dravidians in the Deccan and even the
Aryans of the north. His invasions on
Vali and Dasharatha are both mentioned in:
the Puranas. The Ramayana mainly speaks "
of the three kingdoms, that of the thoughtfu
Aryans of the Solar Dynasty of the north,.*
that of the cultured and the brave race of .
Dravidians of the Deccan and that of the

il
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savage demons of the far south beyond the
Peninsula. -

In Ramayana, there are references to
Music in the courts of all the three king-
doms mentioned above. Lava and Kusa
were taught to sing the Ramayana and
they are described as having sung it in the
court of their father. When Rama and
Lakshmana entered the court of Sugriva,
they heard music played in the harem
of Sugriva, to the accompaniment of the
various musical instruments, such as the
Vipna, Mridanga, Adambar, (the Flute), etc..
Ravana is said to have pleased Siva by his

“vocal and music besides
which, he is mentioned by many Sanskrit
writers as having been a Master of Music.

instrumental

In Mahabharat, many references to
Music are found in different places. Arjuna
in the disguise of Brahannala was engaged
by the Karnatak King of Virata, (Modern
Hangal) as a teacher of music to his
princesses among whom was Uttara, the
daughter of the King.

Prom the above facts, it is evident that
there had been an independent culture of
music among the Dravidians of the Deccan
which even surpassed the Aryan culture in
many respects. This in course of time,
incorporated in itself the simple and grave
melody features of Aryan music, This is
the most important point in the history.
Later on, almost the whole learned class of
the Aryan race, rushed towards the Deccan
to reap the fruit of their masterly intellect,
‘as this country was safe from foreign inva-
sions, having the sea on three sides and the
mountain wall of the Vindhyas on the north;
while only the warrior class settled in the
north which was invaded by foreign powers
from time to time. So Northern India

became the stage of numerocus battles,
fought with foreigners while the Deccan
became the school of great thinkers and
scientists who were quite safe from foreign
oppression until the year 1565, the date
of the fall of the greatest and last Karnatak
kingdom of Vijayanagar. Thus having
developed in isolation for a long time,
Karnatak Music has an individuality of
its own, and is based on sound scientific
principles. ‘

The development of Xarnatak Music
begins some centuries before Christ and
reaches its zenith with the work of great
saints like Purandaradasa and others of the
Dasa-kuta and Thyagaraja and his sue-
€essors.

We may distinguish three important
periods in the history of Karnatak musiec.

I. Arsha kala or the ancient period
in which the art was elaborated
by the native Dravidians, con-
jointly with the Aryan Rishis
like, Agastya, Galava, Dattila,
Kohala, Matanga & Bharata, who
came from the north and settled
in the Deccan.

II. The middle age or the :historic
pericd beginning from the fifth
century A. D.down to the nine-
teenth century.

I11. The modern period.

Of Dravidian culture, no classical work
is available, except a few references, which
are found in the earliest Tamil literature.
The nomenclature in these treatises is
quite different from that of Sanskrit treati~
ses butthe type of theory mentioned is the
same as that in .the Natya Shastra of:
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Bharata Muni. This is the only ancient
treatise of musical theory, which describes
the cxperiment of obtaining 22 possible
musical intervals, the shrutis or microtones.
It mentions the three voice registers,
Mandra, Madhya, & Tara saptakas or the
lower, middle and higher octaves respecti-
vely. Each octave contains seven notes,
the maximum number of intervals in an
octave for producing an agreeable melody.
Seven modes are produced by successively
taking each note of the octave as the tunda-
mental note, It also mentions two kinds of
tuning as Shadja and Madhyama Gramas
and also many other melodies derived by
using different microtones. 1t treats of
many jatis which in aucient times served
the purpose of modern Ragas.

As Tamil theory corresponds to that of
the Natya Shastra with the only difference
of language and terminology it is clear
that both the Aryan and Dravidian arts
must have fused into one'common art long
before the time of Bharata. No trace is
available at present as to how and when
this fusion was effected as many other arts
and sciences to-day are the result of the
fusion of Aryan and Dravidian cultures.
Later writers cast their theory in a simpler
form and left altogether the complicated
system mentioned in the Natya Shastra.
So Music as developed in the compara-
tively peaceful conditions of the Deccan
under the patronage and encouragement of
Karanataka Kings partook both of the
Dravidian love’ of elaboration and the
Aryan fondness for simplicity and dignity
of manner. During this period we might
say there was only one style of Music in
India and this was assiduously cultivated
in Karnataka which thus set the fashion
in Music to the whole of India, just as
religious reformers of Karnataka led the

whole of India in religious inspirations.
With the advent of the Persian art in
India there was a cleavage and Northern
India developed its own system now known
as the Hindustani system while Southern
India more or less kept its system intact.
Damodar Pandita of Sangita Darpana,
Somanatha of Ragavibodha, Ahobala of

Parijata and many more came from
Karnataka.

Their works are still extant and show the
great service they have done to preserve
their country’s art even outside Karnataka.
Since the invasion of the Mohamadans, the
art of Music in North India was disappear-
ing from the courts of rulers; but it had a
new lease of life given to it by contact with
the Persian art. In consequence of thig
there grew up a new and mixed style in

Hindustan which had not been known in
India before.

This style is the style nowadays known
as the Kawali style. Hindustani Music
being thus the hybrid growth of seve-
ral cultures, a certain want of system
came to be its regular feature. This
fact was noticed by the later Mohamadan
rulers who were able to appreciate both
Persian and Indian styles as years went by
and they felt that there should be some
authoritative work written to put the exis-
ting Music on a scientific basis. Pundari-
ka Vithala bears witness to this fact and
he has given in his work an exact picture
of the situation. The Verse ‘Santyasmin
Bahudha’ in the introduction of his work
Sadragachandrodaya testifies to the fact
that there was no authoritative work in
Sanskrit for the Northern system. This
fact was noticed by King Burhankhan
(1590-1599) who ordered Pundarika Vithala

to write a book welding the old and new
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gystems into one with citation of accredi.t-
ed authorities for the principles and their
application to practice.

Another piece of evidence of the same
type is found in Ragamanjari whicp the
same author wrote (See verses Agamtag:a-
naka and Shuskangidhan) when he wasin
the service of two great Rajput noblemen
in the court of Akbar namely Madhava-
sinha and Manasinha.

Bhava Bhatta wrote three volumes on
Music entitled Anupa Sangita Ratnakar,
Anupa Saugita Vilasa and Anupankusha.
He was attached to the court of Anupan-
kusha son of Karna Sinha. His father
Janardan Bhatta, alluded to below, was
a court Muscian of Shajahan (1628-1666).
Bhava Bhatta used the Southern termino-
logy and reduced the Northern system to

order.

The above facts go to prove that Karna-
tak Music has comparatively maintained
its purity. It had already in it harmoni-
ously fused together the peculiarities of
of Dravidian and Aryan civilization. High
class Hindustani as sung by great artists
and Ustads does not very much differ in
manner ‘and style from the Karnatak
gystem. 1t isthelighter side of Hindustani
Music which seems to present such a con-
trast to the spirit of Karnatak Music. 'If
any one wants to hear Indian Music in its
classical purity as it existed before its
admixture with the Mohamadan element he
must go to the Karnatak® system for it.
It has produced numerous Pandits who
were honoured even in foreign courts.

In modern times Hindustani Music has
coased to grow and has positively suffered
through lack of system and organization.
As Karnataka was far away from foreign

influence and as peace prevailed in the
Deccan, Music was patronized by many
Rajas. Musical theory was worked out ina
systematic way and popularised throughout
the Deccan. In so doing, the principles
laid down by classical Sanskrit writers
were observed and respected. It was for
this reason that even mnorthern Scholars
adopted the standardized Karnatak me-
thod for constructing their system., The
Tamil nomenclature has altogether dis-
appeared from the land and musical
terminology is entirely Sanskrit as used at
present.

The most important writers on Musie, of
the historic period, are Sharangadeva,
Kallinath, Ramamatya, Somanath, Venkat-
amakhi and Tulaja Rajendra. Of these
Sharangadeva is the most ancient. The rest
may be regarded as authorities to the
current practice of the Karnatak system,

This period is remarkable for the enor-
mous amount of literature produced by
many great writers. The first, the greatest
and the most important work, was written
somewhere between 1227 A, D. and 1240
A. D. This is Sangita Ratnakar by Nissha-
naka Sharangadeva., He was employed in
the courts of a Yadava King named
Singhana who ruled between the dates
shown above, in Deogiri (modern Doula-
tabad) the then capital of the Karnataka
Kingdom. His grand-father was a native
of Kashmir who came to the Deccan to
seek patronage for his learning in A. D.
1187, Sharangadeva was occupying the
post of his grand-father in the Raja’s court

when he wrote the Ratnakar. He is the

greatest authority on Music and all suc-

_ceeding writers have tried to follow him.

. His essential principles were adopted
from Bharata, though by his masterly intel.

i
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ligence hedeveloped a coherent system of
theory which once for all laid securely the
basis of natural laws on which the art of
Music must rest. This theory, in essential
outlines, is almost as we find it to-day,
This fact shows that he appreciated the
beauty of the system of Music that prevailed
in the Deccan and evidently had a long
tradition behind it. He does not makeany
mention of the Northern style of Music.
After him there came many authors who
have left a rich literature on Music and
most of them seem to belong to the Deccan.
Among the Musicians of Karnataka who
went to the North are Gopal Nayak from
Doulatabad (Deogiri) and Pundarika
Vithala who were entertained as court
musicians by Alla Uddin Kbilji and Bru-
hankhan respectively. Akbar maintained
in his courta great many Southern musi-
cians. Janardana Bhatta was one of the
court musicians of Shajahan, His son
was Bhava Bhatta who wrote some books
on Music. To-day wherever Karnatak
Music is loved and practised it has worked
a huge revolution in refining the tastes of
millions of common folk. There is hardly
a person in the South who is not delighted
to hear a composition of Thyagaraja or
Purandardas and who cannot follow it quite
easily. It is the land where there is an
extensive spread of the taste for Music and
where good Music is not a rare commodity.

The movement of!Bhak#i initiated by
Madhva singers in the beginning of the 16th
century produced great composers. Of these
Purandardas (1500.1550) was the most
illvstrious. His ‘Gitas’ form the first
exercises in the systematic learning of the
South Indian system. By the labours of

this saint and singer, art became as
Dr. Coomarswami has described ** an inte-
gral quality inhering in all activities, enter-
tained by all in their environment and
produced by all in proportion to the vitality
of their activity.”

If it is truc that Purandardas systema-
tized the Music af his day, his system
might possibly have come down to us as the
‘Hanuman Mata.’ He it was who popu-
larized the teachings of Madhwacharya who
is believed to be an avatar of Hanuman.
No work written on Hanuman Mata is
however at present available.

Karnatak Music reached its zenith at
the time of the Vijayanagar Kings. The
great commentator Chatur Kallinath who
wrote his Kalanidhi on Sangita Ratnakara
and Ramamatya the author of Swaramela-
kalanidhi were in the court of Vijayanagar.
Vyasaraya Swami the Guru of Purandara
was a tutor to the King of Anegundi.

All these Pandits went to the South for
safety when Vijayanagar fell in the hands
of the Mohamadans and continued their
work amongst the Telugu people. Then
came out Vidwans like Venkatamakhi the
author of Chaturdandi Prakashika the most
valuable authority on Karnatak Music,
Tulaja Rajendra the king of Tanjore wrote
Sangita Saramritoddhara. The compositions
of Thyagaraja have materially enriched the
Karnatak Music. Many other composers
such as Muthusamy Dikshithar, Syama
Shastri, Subramanya Iyer, Sadasiva Rao
and others have ably maintained the
tradition of the Karnatic system up to the
present day.

INTRODUCTION TO
THE STUDY OF BHARATIYA SA NGITA SASTRA.

BY

MR. HULUGUR KRISHNACHARYA.
Bharata Sangeetha Shala, Hubli,

PART—I

The tradition of Indian Music goes back
to the pre-Christian era. That it starts
from the Vedic period may be shown by
quotations from the vedic literature i.e.
Brahmanas, Upanishads and Prati-Shakhy-
as. This of course does not mean that it
then existed in the same highly developed
form as at present ; but that the dim begin-
ning of the art can be traced from that
period. Since then upto the present it has
undergone many changes and improve-
ments.

The Rigveda does not always seem to
have been recited with Udatta and Anud-
atta swaras as we now know it, but was
once recited plainly. Some of the Vaidi-
kas later began to recite the passages with
a uniforin sound as their tonic and even
used some graces of high and low notes.
These were afterwards fixed and this helped
a group of reciters to recite the hymns in a
uniform and agreeable manner. These
Vaidikas were called Sa-ma-ga-hs. By
virtue of their mode of recitation they had
an advantage over the rest and thus all in
course of time came to adopt the accentual
method of recitation. This process was
gtil]l further continued. A single tonal
recitation was called Archika, anda 3-tonal
recitation was called Gathikia. This mode
of recitation was thus in its turn univers-
ally adopted. Inthis way came the differ-
éntiation of functions of the “Hotru”, and
“ Udgatru " who helped in the performance

of sacrifices;; This improvement was spe-

cially called Samika which used more than
three notes. Rigveda was confined to three
notes only, while the Samikas developed
their system by adding additional notes and
hence arose Chatuswari, Panchaswari,
Shatswari and Saptaswari gayana” (Tetra-
tonic, Pentatonic, Hexatonic and Heptat-
onic music.) The seven noétes in the last
mode were at first known as “ Utkrushta or
krushta, Prathama, Dwitiya, Tritiya,
Chathurtha, Mandra, Swarita or Atiswara.”
While this process was going on it was
probably noticed that at a certain degree or
pitch the tretrachord with a drone was very
pleasant to the ear and this effect encour-
aged them to take further notes to make 2
tetrachords complete, one high and one low
which in other words means the completion
of a scale of 7 notes.

Besides this, sama has certain graces
(from 7 to 10) which correspond roughly to
our Gamakas (* Vikara, Vislesha, Vikarsh-
ana, Abhyasa, Virama, and Stobha),

A few relevant observations may here be
made, o

At an early stage it was noticed that a
recitation combined with a note as drone
made a very agreeable effect (This is the
principle of “ Vaditva ™).

A tetrachord of settled pitch is sufficient
for securing harmony with the drome in
different relations and creating melody,
(Anuvaditva and Samvaditva, Gana or
Alapa). L
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The highest and lowest notes of the
tetrachord are the chief notes of the scale
to constitute consonance.--{Samvadi),

The two extreme notes are equally har-
monious with the drone (and its Octave)
and still they have no quality of unison and
go they are different. (“ Samvadadvaya or
Shadja panchama bhava "=swarantara).

If one interval of a fixed pitch higher or
lower is added to both tetrachords, unison
takes place, (“ Dwigunabhava ") with the
extreme note or vice verse,

Twao tetrachords and one tone make a
complete unit called the musical scale and
the tetrachords agree with each other when
sounded together—* Vadi.”

The effect of this phenomenon proves
that one can experience the same sense of
harmony by using both drones instead of
one, the lower or the higher separately or
still one more octave lower or higher to-
gether. (This means ‘““Avarta and Mand-
ratara Vyavastha ).

It is clear from the above that the two
intervals of consonance of the tetrachord
are of the same value and effect when they
are tested reversely because “ P is of the
same value with “ S above, or “ S of the
same valua with “M* above, and hence
*M" is of the same value with S above,
or “ 8 of the same effect with “ P "' above.
Therefore the following equations may be
put down.

Sa ma+Pa sa +Ma pa=1 octave
Sa ma+ Ma pa sa=1 octave
Sa ma pa+Pa sa=1octave

In other words, two Chatuswaras and 1
Swarantara=1 Octave.

Notes tested by the observation of effect
on the ear of sounding them together were
named “ Vadi ".for the relationship of an

octave or unison, and “Samvadi” for con-

sonances of the fourth and the fifth in the
scale,

By a progression of notes tuned by the
“Samvada-dvaya”, 22 Shrutis were obtained
later on within the limits of an octave ex-
cluding one of the two fundamental notes
forming a unison and thus musical scales
were settled. This progression is not clear-
ly mentioned in any ancient Vedic Litera-
ture. It starts with “ Rukpratishakhya "
and “ Yagnavalkyasiksha™ and “ Panini-
siksha where it is stated that * Sa, Ma,
Pa,” are Swarita, which means that they
are sympathetically related. Further
development and application of this idea of
“Samvada-dvaya” are not found in any
writer until the time of " Bharata ",

Bharata gives a complete theory of into-
nation and of scales. No later writer has
contradicted the theory and tradition of
Bharata-Mata which is now prevailing
throughout India. A complete Science
was established by Bharata with the
Melodic principle of “ Swarasamvada’ for
“Ragalapa .

Later on the same theory was justified
by Nisshanka Sharangadeva in his
“Sangitaratnakara”™ and by his learned
commentator Kallinath.

All the succeeding writers have com-
mitted many mistakes in explaining their
own theory of Music using Bharata's and
Sharangadeva's terminology. If the works
of Bharata and Sharagngadeva are neglected
through inability to interpret them, it will
be a difficult task to provide works of simi-
lar merit in these days. There is no hope
of any work which will create the same
reverence on the part of the public as these
books have dgne for many centurjes,
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The neglect of such works for want of

_proper interpretation has created as many

styles or Matas as there are individuals;
and this is more felt in the North than in

" the South where Bharata’s system has

stood steady although'it has ceased to ex-
ercise any very brilliant influence on the
rest of the Country for the last three cen-
turies. The Southern style though it
professedly follows some classical authorily
and believes that it alone has got the sanc-
tion of true tradition behind it, has not
acted up to its great idea and tried to popu-
larise the system throughout the whole of
India. Hence it has remained as if confined
to some conservative people living in a
corner of the Country. Though the
Northern Music has not developed on the
traditional lines yet it has influnced and is
influencing even South India.

Many Southern Pandits like (Gopala Na-

“yaka, Ahobala, Bhavabhatta and Pundarika

have written treatises on Music and upheld
the name of Karnataka in the field of musi-
cal learning, though they served under
Mohamadan or Indian Rajhas of the North.
Even Bharata, Sharangadeva and Kallinath
who helped to preserve the purity of
ancient Music by their works belong to
Karnataka. It is a most regrettable fact
that although every musician from
Karanataka claims that his tradition has
come down from these people, he neverthe-
less unblushingly admits that he is
ignorant of the theory set forth by those
writers.

If Music is to be made equally agreeable
to both the schools of the North and the
South, the literature on the subject should be
carefully gone through and a thorough-going

study of both systems should be made to
%

acquire the ability of exhibiting the art in
its proper spirit and to show the defects and
merits of each. This must be done with a
mind free from bias and in liberal spirit and
every statement should be backed up by
reason and sound principles.

The chief points to be considered are:-
the current musical compositions and their
nature, the ideal or goal of both systems, the
principles on which the art is based and the
lines on whieh it should develop, the sup-
port of musical literature and learning, and
the changes due to contact with foreign
Music and Musical Instruments.

The present Hindusthani Music has three
styles and they command different degrees
of respect partly on account of greater or
lesy degree of purity with which they main-
tain the ancient tradition and partly on ace
count of the greater or less precision and
defiiniteness characterising them. These
may be described as the Dhrupad style, the
Khyal style and the Kavali style.

The Dhrupads are poetical and musical
compositions of the oldest type. Thumries
also are compositions of the same
period. Taranas, Chaturangas, Lakshana-
gitas and Swarawartas all belong to Dhru-
pad style. The subject matter of Dhrupad
is usually of an exalted type, such as the
praise of God, Bhakti and soon. Thumries
sing of the pure love of the Gopies of
Brindavan and Gokul for Krishna,
Dhrupads have a tradition which reaches
down to Bharata,

The Khyal style dates from the 16th
century. The Tappa style also dates from
about the same time. This style is a
combination of the Khyal and Tumari
styles, Then an altogether new style;eu;ne v
into existence and was called the Kavali
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style which gave rise to the very popular
compositions called Gazals mostly in Urdu,
Dhrupads possess all the characteristics
of careful and methodical composition
according to the rules in musical treatises
and the Music of these compositions is of
the highest class. They bear the qualities of
the Shuddha and Vikruta Jaties described in
Sangitaratnakar which Jaties came after-
wards to be called by the name of Ragas;
and Thumries possess all the characteris-
tics of the Sankirna Jaties which fact will
be established in the last part of this article.

Before the Khyal style came into vogue,
the Dhrupad singers used to do alapa of
Ragas ar is done now-a-days on instruments
like Veena, Sitar or Sarangi. This alapa
has the same appealing effect on the
audience as Khyal singing has. It wasnot
devoid of Laya. Jnst as a Khyal developes
in time, so the Dhrupadiya’s alapa used to
pass through three stages of timing, Vilam-
bita, Madhya and Druta and sometimes
even to the accompaniment of the Mrudanga
or Tabala. When the Khyal style reached
its full development, the alapa system
known as *‘Nom Tom”> disappeared; but
musical nstruments like the Bina have
still kept up the system.

The Kawali style 1s an admixture of
Persian melodies with Indian ones. The
language and poetry are of a peculiarly
new type. They are composed ina lan-
guage in which Urdu and Persian are
mixed while the language of Thumries is
purely Indian. The Gazals are parti-
cularly appreciated by the Mohamadan
public as the music in them is su-
bordinate to the philosophical and moral
truths expressed in them. In the last
century many Kavalis and Gazals

were composed by Hindi poets in Hindi lan-
guage. This style has greatly grown in
popularity in North India, Bengal, the
Punjab, Gujarat and even in Maharashtra ;
and it has had an unfavourable influence
on the spread of olassical musie.

One reason why Hindustani music has
been able to preserve its excellence is
because foregin instruments have not had
a damaging effect on it. That however is
becoming a thing of the past. The univer-
sal introduction of the harmonium for
dramatic music may be said to mark the
commencement of the degeneration of our
music. It bids fair to oust all our indi-
genous instruments—which would mean
the complete destruction of our music with
all its delicacy, grace and melody. Another
defect is the want of a good scientific work
fully treating with the theory and practise
of music which could give an authoritative
lead to the country. However much the
taste of the common people has been spoilt
by the harmonium and other causes, the
cultured class will not surrender its love of
the highest type of music, the Khyal and
Drupad style of classic tradition which is
still the ideal music of to-day.

Let us now cast a glance on the state of
South Indian Music to-day. Its ideal
is the same as that of the Hindustani
system ; it loves the same excellence and
beauty as its sister art. But the environing
conditions and circumstances in which it is
placed are not the same. Its Alapa system
is somewhat different from that in the
North. It is impatient of the slow movement
which characterises the initial stage of
the Northern Alapa. It develops ordinarily
in Madhya and Druta Laya. It wants
musical compositions in Vilambita Lays
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like the Khayls and Drupads of Hindustani
music. All its richest compositions called
Kirtanas and Kritis have been composed
in the last two centuries most of them being
sung in Madhya laya and Druta laya. They
are sung in particular set variations and
are not used for mixing the skill of the
Alapa or the art of melody.

The pallavi however offers some
chance of fulfilling these deficiencies
and for combining the art of Alapa with
that of Laya. But its advantages are not
utilised in that way. Besides, it is not sung
in all the namerous Ragas in which it might
be sung, because Pallavis are not the pro-
duct of the skill and inspiration of any
“Vaggeyakaras . »

On the whole it should be understood
that Raga singing, the art of mixing the
Alapa with Laya is the most perfect form
of the Karnataka as well as Hindustani
system of music. It may be noticed that
the Pallavi system has got the same features
as the Kh&al system but the delicacy and
the grace of the latter have yet to be in-
corporated into the former.

The compositions called Varnas are
agreeable to both the systems and possess all
the technical features suitable for the
development of the Alapa besides being
the most ancient of the compositions.

The Southern system will do well to
adopt all the 10 or 12 features described
in texts as the characteristics of Ragyas,
guch as the “Vadi” and “Samwadi”
notes, ‘“Alpatwa™ and “ Dirghatwa,”
the ‘‘Ansaswara,” ‘" Purvanga" and
“ attaranga’’, as thoroughly as it adopts
“ Arohavarcha” and “ Varjya-Avarjya.”

Another less obvious factor in the deve-

" lopment of any system of music is the

kind of musical instruments it invents and
uses. It ought to be well known that ins-
trumental and vocal music react on each
other.

All musical instruments may be divided
into four classes. “Tata” stretched
(stringed instruments) “ Vitata ” extended
(drums and the like,) ““ Ghana " solid (cym-
bals and the like) and “Sushira’’ holed
(flutes and the like). They may also be
divided into ‘ Shuska and Snigdha”. The
*“Shuska ” sort is a rough and ready made
thing for temporary use. The latter
“Snigdha” is again divided into three class-
es “Gitanuga, Nrittanuga, and Dvayanuga’'.
This was the ancient classification and it
will help us in our present discussion.

Singing is chiefly the art of combining
musical sounds in a pleasing manner.
Dancing expresses the thythm of movement
by beats or measure of time, A combina-
tion of both these arts came to be called
" Sangita.” The term as understood now
does not necessarily mean a combination
of dancing and singing butexpresses the fwo-
fold nature of music, namely melody and
rhythm. Hence the classification of instru-
ments into * Gitanuga,” * Nrittanuga ™ and
“Dwyanuga.” The Mrudanga and Tala
instruments (cymbals) are Nrittanuga.
Instruments like the flute and stringed
instruments played by a bow are Gitanuga.
These have no arrangement or strings or
other means whereby the time of the music
could be marked. Vina, Satar etc. are
“Dwayanuga.” Hence the excellence
and respect which these instruments have
always even in Vedic times, possessed:
Vinas too may be further divided into
“Sakala and Nishkala.,” Sakala are those
which have the arrangement of a drone and
also sympathetic strings. ‘This is the ideal
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form of musical instruments and an in-
stance of such is the Satar. Sarangi is a
rich toned musical instrument intended for
accompanying vocal music. It has from
24 to 50 sympathetic strings including the
drone, and the timing strokes are very
skillfully made by means of the bow. Its
popularity is amply justified. It is not a
new invention but a form of the ancient
Vana of Vedas or the Mattakokila of the
historic age of Sarangadeva which had 21
strings. There are some more species of
instruments like Rabab, Sarod, Swara-
mandala, and surisingara in North India.

The history of musical instruments is
very interesting and it cannot be written
in a few lines. Instruments played by
plucking were called in former times
“Aghati” and those played with a bow
were “Dhanwi.” The instrument described
as the Vana which had hundred strings is
supposed to have been like our Swaramandal
but it is mentioned as having been played
with a bow (Dhanu or Kona). This means
that as it is not possible to play all the
strings with a bow some of them must have
been used as playing strings and the rest
intended for sympathetic resonance. The
ancient Vina was called Saptatantri, as it
had seven strings. The present Satar is a
corrupt form of Saptatara or Satatara as it
too has the same humber of Chanting
strings. The Vina had some other names
too i.e., “Chitra” with seven strings and
“Vipanchi” with nine strings. The corrupt
forms of Chitra are Chitara, Sitara
and then Sitar. Chitra became Sitara
and Sapta tara became Satar, both
meaning the same. Formerly the Vina
or the Satar had no sympathetic strings.
But in recent times there is a great
demand for instruments with Taraf

(set of sympathetic strings) which is an
improvement in the right direction. The
form of Vina ealled “ Rudravina " describ-
ed in Sangita Ratnakara in the 6th canto
corresponds exactly to the present Bina.
In 1550 Ramamatya wrote his Swarmela
Kalanidhi. His description of the Rudra
Vina corresponds to the description in
Ragavibodha of Somanatha. The only
difference consists in the tuning which
during the time of Bharata was done by
means of seven chanting strings tuned in
succession to the 7 notes of the Gamut.

This fact may he proved by the description
in Ratnakara.

Sharangadeva while explaining the cons-
truction of the Rudravina requires us to
adjust 14 frets to Shuddha notes in all, to
complete two Swarasaptakas and states
that any number of intermediate notes
required for playing may be adjusted with
proper mark of division i.e. according to the
number of Shrutis and the pitch of the
Shrutis required by the player. This fact
means that during the time of Bharata the
Ragas (with their mode of definition as at
present) were not in force; but that their
purpose was served by Shuddha, Vikrita,
Sansargaja and Sankirna jatis, Sharanga-
deva explained the ancient (jrama-
Murchana method of Bharata and also
showed the way to a new method called
* Mela.padhati " or (Jatisadharana) which
was taken up and worked up into a simple
form by Venkatamakhi in his * Chatur-
dandiprakasika . There will be an objec-
tion raised by some people here that instru-
mental music was not in a perfect form at
the time of the Ratnakara. This is absurd.

Sarangadeva has very ably and skillfully.

linked the ancient and the then current
theory and practice together and his work
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is a complete exposition of principles and a
thorough going application to practice as
is done in the case of the 72 Melas by
Venkatamakbi. In the case of the Rudra-
vina he has provided only for 14 frets and
by means of them all the melodies could be
played perfectly by adopting Bharata's sys-
tem of tuning. This strikingly contrasts with
the present practice where we have 12 notes
in one octave and so 24 frets in all on the
soundboard. How they managed only
with 14 frets has been upto now a mystery.
Remembering what was said above about
the Saptatantri we can now easily under-
stand how it was done.

We know we get different scales or Thats
if we start with different notes®f the octave
as our tonic or “Sa” and repeat the
succeeding notes to complete an octave;
the very same process was followed by the
ancients, to get the proper Murchana, and
the seven strings were tuned to the exact
pitches of the 7 nates of the Sudhasaptaka
of Bharata which produced exactly the 7
Murchanas. The seven strings above the
frets completed one scale and the last
string had to produce two higher octaves
on fourteen frets thus making inall 22
notes for three octaves. This arrangement
of the ancients has, to my knowledge,
not been brought to light by modern
writers who are naturally put oft the scent
by the present system of tuning with its
fewer playing strings and the 12 frets
chromatically fixed.

The difference between the ancient and
the present arrangement ought now to be
clear. The ancient arrangement had seven
playing strings and 14 frets. The modern
arrangement has 4 playing strings and 24
frots. There were three more strings in
the old method and there are 10 more frets

in the new one. The ancient system res
quired a delicately trained ear; the modern
requires delicately trained fingers. This
knowledge will help us to solve many
problems some of which will now be con-
sidered. We have sufficient evidence in
the Ratnakara to show that the present
system of tuning has come down to us
through the labour of that great author.

Indiginous stringed instruments have not
very much developed in South India both
in point of variety and complexity. The
present Veena used in the South is a modi-
fied form of the ancient Kachchapi Veena.
This must be a later form of the Rudra
Veena as it is not mentioned by Bharata
and Sarngdeva but is mentioned by later
Writers like Somanatha. Accompaniment
to Vocal music is done by the Violin
which is not an indigenous instrument but
imported from the West not possessing all
the qualities mentioned in the previous
paragraphs. It uses the Kampa (a kind of
tremolo) form of grace much too frequently.
The quality of its tone is described "as
rather hard and small than soft and loud.
It has no drone strings nor sympathetic
ones. When and why it began to be used
for Indian Music are not deﬁmtely known
and the great popularity which it possesses
with Music lovers in the South is extraordi-
nary. Itis usually the accompamment Q‘f
vocal Music in South Tndia.

A ‘word now may be said éboildb
the Saraswati Veena. The notes on
this instrument are not so prolonged
as on the Rudraveena or the Bina of
Hindustan but die out comparatively

-quickly. Gamakas are to be produced by .

tension of the wire and certainly not by the
use of frets; and Alankaras by the use of
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the notes proper to the raga only, not by
the substitution of any other adjacent frets
that come in handy while playing. Both
these rules are frequently disregarded by
Vainikas; and since the gamakas are
represented in notation by the constituent
notes a further evil results in the misappre-
hension that the reproduction of these
constituent notes forms the gamaka. In
modern practice the distinction between
these two modes of playing (Gamakas and
alankaras) is not understood. Both are
alike represented in notation in music
books. The notation in turn leads to false
rendering of the music.

Continued practice on these lines will
affect Indian Music. True Music can-
not be learnt irom books. Tt must be
studied at the hands of a Guru who alone
can impart practically the manner and
spirit of the Music. Music in notation may
however serve a student or a teacher partly

as an aid to memory and partly for purposes
of general reference.

The Flute has kept its original form and
continues to be as useful as it was in the
past. It is more zealously cultivated in
the South than in Northern India.

As drumming is an art by itself like dan-
cing, a complete criticism of all important
points in conection with it should be taken
up by experts; and suggestions‘pointed out

by them should he carried out and in this
way the art should be advanced.

All Musicians and Scholars are of one
opinion with regard to the Harmonium, that
it should not be used because the notes on
it are of the tempered Kuropean scale. Even
if they are tuned to the natural chromatic
scale of 12 notes, yet as they are fixed they
are quite useless for Indian Music which
cannot subsist without gamakas of various
kinds. Assoonas the playing finger is re-
moved from the keys one note stops and
another begins. Itis wanting inthatdevice
of continuous blend and gradual shading
which is the life of our Raga system.

For furtBer improvement of practical
instrumental Music both the Northern and
Southern forms of veena are recommended
for independent professional instrumenta-
lists, the Dilruba for amateurs and ladies,
the flute for young people, Sarangi and Israj
for accompaniment, Swarmandala and

Jalataranga ete. for variety entertain-
ments.

I have tried to trace the beginnings of
Music, described its antiquity and pointed
out the stages through which it has passed.
Then [ have endeavoured to give a com-
parative view of the Northern and Southern
systems, the history of the development of
Instrumental Music and the bearing of this

on Modern Music in the foregoing para-
graphs.

INTRODUCTION TO
THE STUDY OF BHARATIYA SA NGITA SASTRA.

BY
MR. HULUGUR KRISHN ACHARYA.,

Bharata Sangeetha Shala, Hubli,
PART—II

I have already referred to the prehistoric
age; I will now deal with the Dbasis for our
current practice. The first work of acknow-
ledged authority is the Natyashastra of
Bharata muni. It contains 38 chapters
of which the 28th is the most important
for us. It begins with the 22 sruthis
and 2 gramas and 7 mnofes of the
Shuddha scale, and 14 shuddha
Murchanas; variations of these scales by

-moans of the 2 vikritis known as the

Antara and Kakali, then it gives the
sadharanas of both gramas and then the
pentatonic and hexatonic scales numbering
84, then the modes derived by Pravesha
and Nigraha .which give us all possible
scales as Janaka Melas as well as their
Janyas, then the 7 melodies called the
jaties and the 11 melodies called the San-
kirna Jaties.

All this system has been completely
explained by Sarngadeva in his Sangitarat-
nakar, which has been commented on later
by Kallinatha. This theory is the Science
of our current Music but unfortunately it
has lost its reverence in later times as
during a period of 2 centuries following it,
people were not able to study its theory or
rather were not willing to think so minute-
ly as described in the Ratnakar. They
wanted some easy and direct method for
their practical Music. Rainamatya in his
Swara Melakalanidhi has put this fact

into the mouth of his patron Ramaraja, the
guardian and guide of the King Shri Ranga-

raja of the Vijayanagar Empire iu
A, D. 1550. '

The commentory of Kallinath who was
Ramamatya’s grandfather (mother’s father)
was written between 1412 and 1425 and it
seems that he had a fair knowledge of the
ancient theory. After 125 years Swara
Melakalnidhi was written which employs
all the termino]ogy of previous writers but
understands and interprets it in quite a
different way. The method propounded by
him was practically very easy and so it
became popular very soon; but later
researches of Venkatamakhi brought to
light his misinterpretations and there is a
lengthy criticism on Ramamatya in his
(Venkatmakhi’s) Chaturdandi Prakasika.
Since his time no author has come forward
who has thrown any further light on the
auncient literature and practice. Venkata-
makhi's system however is not adequate
and satisfactory as it has in view not the.
revision of all literature prior to him but
only the setting right of the practical
Music of his time and giving it one
definite style and this was practically
achieved, ' ‘

The arrangement ‘and the terminology
found in Bharata and Sarangadeva are very
interesting, ' and all the most important
characteristics found. jn current. Music
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prove that itis in accordance with the
tradition of Bharata Mata alone; and this
fact is not known to us. We are unconsci-
ously following Bharata who is praised by
many V aggeyakaras (Musical Composers)
and even by early Poets like Kalidas., (See
Vikramorvasiyam)

Some Scholars have tried to interpret
the values of the 22 Shrutis in their own
way but the result did not help them to
understand the succeeding chapters of the
Ratnakara. Their results were there-
fore not accepted by the public, and
some hurriedly went to the length
of condemning Sarangadeva’s treatise
as an impossible science, I am now going
to take up the interptetation of Bharata
and Sarangdeva’s texts of Natyasastra and
Sangita Ratnakara, to show you how the
present system is derived from it and to
draw your attention to places where the
text has not been properly interpreted.

The theory of Ratnakara starts from the
22 srutis and all the later development of
the theory depends on the sruti system.
How to tune the 22 srutis exactly to their
respective pitch is the problem. The
author’s own idea as to how this is to be
done has never been sufficiently brought to
light and hence all the conclusions based
on assumptions have been invalidated. And
the Jater system of the Ratnakara too has
remained a sealed book for the same
reason; nor have the errors of succeeding
writers been exposed.

Sarangadeva has described the simple
arrangement of Dhruva Vina and Chala
Vina by means of which the 22 srutis could
be properly tuned, tested and maintained
for reference like standard tuning forks in
modern laboratories,

All music may be divided into 2 classes
one an essentially harmonic system and
the other—an essentially melodic system.
The first is the art of simultaneously
combining different musical sounds bear-
ing simple ratios with the successive notes
of the melody. The second has regular
scales of 7 successive notes and the skill of
the artist consists in making varied melodic
combinations with the aid of Gamakas and
alankars to form a Raga Alapa. The
maximum number of notes in the western
system depends on the choice of the com-
poser to bring in any note to fit into the
harmony which he is contemplating, and
this practically includes the unlimited
series of partial tones, a discovery of
Western science which is later than thae
Aryan art which is based on a system of a
fixed number of 22 musical notes in the
octave,

The theory of Western musical inter-
vals is a difficult study requiring the aid
of mathematics and involving many ex-
periments to illustrate the properties of
partial tones. If oneis to use this know-
ledge for composing one has to be conversant
with all this which is impossible for an
ordinary musician or an amateur. To make
a compromise between theory and con-
venience, the universal scale of 12 tempered
notes became popular in Europe and the
musical compositions composed and played
all over the western world in accordance
with this tempered system lack the charm
of the system based on the use of the natural
principle of partial tones,

The Aryan sages who founded the system
of the 22 srutis noticed, to an extent possi-
ble to the human ear practically, both the
principle of melody or c¢onsonance

e
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(Samvadi) and harmony or the principle of
the simple ratios of notes (Anuranana),

For the Raga Alapa system both the
principles are essential. For melody, con-
sonance is the principal thing and for the
satisfaction of the ear (Ranjakatwa or
Rakti) the harmony of the simple ratios of
notes is necessary. Both these require-
ments have been fulfilled by the process
of tuning the Sruti mandala. Then the use
of certain choice srutis for the 7 notes of a
scale has been very skilfully done and all
possible musical scales have been ascer-
tained with mathematical exactitude. By
their efforts the art of musical intonation
and scale building and the Raga system
have reached the zenith of their develop-

ment.

The phenomena of consonance as ex-
plained in the previous paras, which struck
them have been the chief basis for the fixing
of the 22 srutis. Working by a progression
of fourths from one “Sa” of the octave we
reach a note which differsby a very minute
interval (not in itself fit to be an interval be-
tween two adjacent notes in a scale) from
the fifth in the scale or working with fifths
we get a note differing by this strange
minute interval from the fourth, the other
note of consonance. This fact was noticed
by the ancients. So to utilise both series
of 11 srutis for “Samvad” in melody, they
made use of this interval, called by them the
“ Pramanasruti’ for bringing the intervals
in a scale to correct intonation by means
of the device of “Grama” in which this
interval plays an important part.

The Shudda Murchanas or scales of
these Gramas are 14, 7 in the * Shad-
jagrama”, and 7 in “Madhyamagrama ”

3

which is obtained by lowering the 13th
sruti (Samvadi Pa) the consonantal fifth of
the scale by a Pramana Sruti interval, This
lowering of *“ Pa” changes the intervals of
the Shadja Grama to those of the “ Ma™
Grama in which “ Ma becomes the fund-
amental note “Sa” and *“Sa’ becomes
“Pa” to the fundamental.

The object of the Grama contrivance
is to get all its Murchanas to represent one
melody each, which is a Janka Mela
and thus they arrived at the maximum
number of all possible scales by the change
of an important note in the Saptaka (Pa)
to low or high pitch, There are 8 forms
of such Gramas including 2 Shudda Gramas
of “Sa” and “Ma” and Sadharana Gram-
asof Antara, kakalee,shadja and Madhyama
the latter 4 being used in two ways of
Pravesha and Nigraha and altogether 56
Murchanas were thus selected as being fit
for Ragalapa and almost all of them are to
be found in the 72 Melas of Venkatamakhi
except a few melodies which have no place
in the72; at the same time some melo-
dies which are unfit from a melodic point of
view have been counted in those 72 Melas.

Some scholars of the South who are
followers of Venkatamakhi have admitted
that except 32 out of the 72 Melakartas, the
rest are impracticable and are included only
for systematising the process of scale
building and Venkatamakhi himself has
not used all his Melas,

Such melas have rightly been left out
of account by Bharata as he has minimised
the number of possible Melas by the prin-
ciple of Ranjakatva. The number of real
Janaka Melas which are thus fit to consti-
tute melodies following the system of
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Venkatamakhi will be 48; whereas, as
pointed out above, he has only 32 true
Melas in his system while 16 more which
do constitute good melodies are not to be
found in his system nor have they a
place in the current music of South India.
Of these 16 scales, 10 have been enu-
merated in the Grama Murchana system
of Bharata ; and some instances of such
Ragas are to be found in the present Hindu.
sthani music which is one evidence of its
antiquity and faithfulness to Bharata-
mata.

Out of even the 32 practicable Melas
of Venkatamakhi only 22 are congruent
with Bharata intonation, i. e. fall in the
22 sruti system of Bharata and the rest 10
have not much melody as they use order
of intervals which are not recognised by
Bharata. Replacing these 10 of improper
intonation by 10 others exclusively of
Bharatamata, the number of Janaka Melas
comes to 32 which canserve as the common
basis of scales for both the North and the
South. And now if 10 melodies which have
been excluded as wrongly intonated and 6
more exceptional Ragas which are true to
Bharatamata are added on to the 32 Melas,
the total number of Melas then comes to
16 x 3=48, instead of 36 x 2="72. This will be
the future basis of Melachakra of all Indian
music. The 32 scales of Bharatamata are
scientifically and practically correct and
hence fit to be called Margee, i.e. Scientifie,
having tradition behind it and practical and
not, as interpreted by some modern scholars,
strange, disagreeble to the ear, im-
practicable, or too rudimentary for present
practice. The 10 exceptions from Venkata-
makhi and the 6 of the Bharata system are
fit to be called-Deshee as provision can he
found for them in a particular form of

Gramasadharana. But this means taking
away from Venkatamakhi's and adding to
Bharats's Melas which prevents the use of
the mathematical Melaprastara of the
Chaturdandiprakashaka. The 22 Melas
concurrent in  Bharata’s system and
Melaprastara and 4 Melas current in the
Hindustani music and 6 to be added making
10 in all are to be given place in the Mela-
prastara which are Margi according to its
proper meaning and are thus 32 in all,

Following the method of Venkatamakhi
and restricting ourselves to the 12 Chroma-
tic notes only, the Melaprastara can be
further expanded by 36 wmore Melas
so as to bring the number to 108 Melas by
providing for scales in which Shuddha Ma
and Prati Ma (Teevra Ma) are both to be
found leaving out Shuddta Pa altogether
in these scales. This number of 108 is the
maximum of Melaprastara. The Melapras-
tara of Venkatamakhi lacks this group of
36 Melas of “ Kaishika Panchama  (Pra-
ti Ma) and Shuddha Madhyama. If he had
noticed the fact that some melodies of
the North were thoroughly practical and ex_
act traditional forms of Bharata’s melodies
he would not have left them in the enumera-
tion of his prastra but brought his number
up to 108 (Ashtottarashata raga) and nét
stopped at 2. This shows that he did not
posses a thorough knowledge either of Bhar-
ata’s system or of the Northern style.
Without the addition of these 36 Melas the
mathematically maximum number 108
will not be reached and there will be no
place in the Melaprastara for such pure
melodies of the North as Lalita, Panchama,
Hindolabahara, Hindolapanchama, Bangala
Bhairavee, Vasantapanchama Etc, which
are very popular Ragas fit for Alapa of the
best kind,
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This may be managed very easily by
using thelliteral device of “ Ma” and “Mi”
for Sudda Ma and Prati Ma respectively. The
total number of the Melaprastara will be
108 ; the number of scientific and practical
Melas will be 32, and 16 Melas will how-
ever be allotted to the Gramasadharana
group as Deshi Ragas for which exceptional
cases Bharata has made provision.

The current practice of 12 Sthayis
(represented by 12 frets on the Vina in one
Saptaka) is supposed to be a new invention
of later writers, but this is not true. Any
change in the tradition of practical music
bears all the signs of its historic continuity
and isalready implied in the previous forms
and the same existing tact comes to be
interpreted in a slightly different way and
seems to take on a new meaning.

This arrangement of 12 Sthayis has
been provided for by Bharata in what is
styled in the Natyashastra as the “ Jatisha-
darana” where no considerations of Grama
Murchana or Ansaswara are necessary.
This means all scales could now be regard-
ed as going from Sa, to Sa? uniformerly.
The method was purposely introduced by
Bharata with the intention of classifying
all his scientific scales as well as providing:
for the corrupted melodies or Deshi Ragas
which generally are not found to satisfy
the test of Srutis and intonation.

I have so far set forth the history of
the development of our music; and now
before giving out the theory of Bharata and
Sarangdeva's texts proper, I wish to deal
with some of the prevailing misconceptions
on the subject and to answer some of the
commonest objections, The objections
are:—(1) That Bharata and Sarangadeva

never had any process of fixing the 22 srutis ;
and then building the scales from them.
(2) That they did not use the exact har-
monic intervals that we now use; their
music was unnatural and had irrational
intervals. That they had no necessity for
microtonic intervals ; that some of the 22
Sruti names are only substitute names for
other notes of the same value; that
they adopted this method to make their
science look grand and important; that
the number of notes in common use

in Bharata's time at the most was 9

and in Sarangadeva’s time 12. (3) That
they used only 7 notes which they
called Shuddha and they occasionally used
other intermediate intervals when they
were impelled to do so. So their number
is not certain. (4) That their Shudda scale
had certain fixed intervals and they divided

each interval exactly into as many notes as’
the number of Srutis assigned for it. (5) That
the whole scale from * Sa ” to Sa? was divid«
ed into 22 eyual intervals and the sounds at
the assigned number of srutis represented
the 12 Shuddha and Vikrita notes and the
rest were regarded as mere shades of thesa
notes. () That the sruits were only a
convenient device of roughly measuring.
the pitches of the notes used and did not
represent the exact notes, but were cldse
enough to them, within the limit of a sruti
(7) That tradition is the chief authority for
music ; and the practical music of artists
violates established rules, and these depar»
tures should be recognised by science (8).
That aathors like Ahobala, and Sreenivasa
Pandit have fixed their notes giving lengtlfs
of wire on a Vina Dunda which producse
these notes and hence their conclusions
being definite all music must follow them,
(9). - That the exaet physical-significance of
consonance was not known-fo Bharata and
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Sarangadeva. In other words their “*Sa”
and “Pa” were not in the ratio 2:3 nor
their “Sa” and “Ma™ were in the ratio of
3:4. (It is not of course contended by me
that these mathematical ratios were known
to them ; But I do contend and no man can
contradict me when I say that the harmo-
nious relations of the notes “ Ma’ and
“Pa” with the basic Shadja were felt,
appreciated and noted by them.) That their
“Ma " and “Pa” did not make the same
beautiful harmony with *“Sa " as ours do;
that their Shuddha “ Ma” and “Pa” were
altogetherdifferent from ours. That if they
used any drone like the Tambura, the
Panchama and Shadja strings of that inst-
rument did not produce that beautifu}
harmony which they now produce. That
when they tuned two strings to “Sa " and
“Pa " Shuddha these did not stand to each
other in the same way as they do
now. (This is taken as a perfectly serious
proposition by some modern Pandits.) That
the term Anuranana has nothing to
do with the phenomenon of harmonies.
That it simply means the continued and
prolonged character of a musical sound and
has no scientific or technical significance
about it.

- I wili now try to remove the above mis-
conceptions and misinterpretations.

(1) How can we account for the number
22, the number of the srutis, rather than
any other number ? This question can only
be answered by the supposition that the
ancients Bharata and Sarangadeva used
three kinds of intervals. Taking the ordi-
nary . Swarasaptaka they must have
noticed that some § intervals were big
and two others were comparatively
small. If they had treated or regarded

the Sintervals as of equal value, say a8
roughly represented by fret distances on
the Veena and such that each could
again be divided into iutervals of the two
latter kind they would then have arrived
at the same tempered Chromatic scale as
that of the Europeans. Aund continuing
the division still further these 12 uotes
would have given rise to 24 still more minute
intervals. It should be mnoticed that this
mode of argument leads us to the number
24 and not to the number 22. The 3 inter-
vals they used were called the Chatusruti,
the Trisruti and the Dwisruti. The
Sapataka, they observed, contained three
large intervals of Chatusruti which makes
it3 X 4= .12, srutis (the srutiis not here
a unit of measurement), two wedium inter-
vals of Trisruti,i. e. 2:X 3=6 svutis, which
brings the number to 124+ 6=18 srutis and
2 small intervals of Dwisruti i.e. 2 X 2=4
srutis, thus making up the number 22.
Another experiment described in the
Ratnakar gives us the order and value of
the microtones (Srutis) that enter into the
composition of a Chatusruti. This experi-
ment is known as the Saranachatustaya.
There is also a description of a progression
by a Chatusruii interval from Sa to Sa 2
beginning at either end and reaching the
other end. From these facts we can safely
conclude that they had an accurate idea of
a Chatusruti interval or the interval of a
tone between say Shuddha Madhyama and
Shuddha Panchama. If in this steady
interval more microtones are put in it is
possible we can get 29 srutis in place of the
22; but in this case the notes of one regis-
ter will not coincide with the notes in
another higher or lower register, which is
a serious evil. But this case was ruled out
as all the resulting notes were tempered
and not harmoniously related to each
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other. It causes great differences between
notes of one register and those of another
from the point of view of the recurrence
system (Avruti Paksha) though it causes a
very slight difference in the middle register.
The notes Ma and Pa were very accurately
known ; they were able to distinguish two
notes which differed from each other only
by 5 cents (Ellis’s cents) or so. What is
known as the just major tone is of 204 cents
and thig interval will be 206 cents.
The test of a scale which isin just tune is
that the srutis must coincide with the notes
of & Shuddha scale when they are rotated
(murchana) in the higher or lower
registers.

(2) The series of 22 notes is harmonic
(Anurananatmaka) while the series of 29
srutis will be non-harmonic (according
to my interpretation of the terms
harmonicand non-harmonic).

(3) The 22 srutisare coincident with the
Murchanas in Tara and Mandra. Bharata
and Sarngadeva’s system contained neither
more nor less than just 22 srutis.

(4) From the Sarana Chatustaya we
know the interval Ma to Pa to be a
Chatusruti as already stated above.
Arranging progressions of Chatusruthi
starting from both tonics we get the
following scales. We may represent
them thus;--1,4,4.4,1,44 and 44,14, 4,41,
Any 2 corresponding notes in  these
serios are the lowest and the highest unotes
bearing that solfa name respectively, a1.1d
any 2 notes taken simultaneously (within
an interval as shown above) to represent 2
different notes of the scale will destroy the
melody, as the 4th sruti is the mnote of
the highest or maximum pitch bearing the

name Ri, 8th the highest for Ga, 17th the
highest for Dha, and 21st the highest for Ni.
In the same way the first sruti is the note of
lowest pitch bearing the name of Ri, the
5th the lowest for Ga, 9th the lowest for Ma,
14th the lowest for Dha, and 18th the lowest
for Ni. If any note represented by any sruti
{(beyond the maximum and minimum num-
ber indicated above) the scale becomes un-
narural and the melody is spoilt. In these
progressions Pa is left unchanged (Avik-
ruta) as it is in Samvada with Sa in
Shadjagrama, Sa being the tonic or drone.
The same case is seen in the Madhyama-
gram. Ma is the tonic of that grama where
the minimum of Pa will be 10 srutis and
maximum 13: and Sa 2 proper is treated as
its Samvadi, i.e. in this gram Ma is the Sa
and Sa2is the Pa. Hence the terms Shadjadi
and Madhyamadi, 92 and Ma being the drones
of these grama scales respectively and the
Pa in both remains unchanged and just.
But in modern practice we have converted
both scales to the same tonic;so Pais
avikruta and its vikruta is regarded as the
vikruta of Madhyama which had no vikruti
in Shadjagrama because the preceding swara
was Antargandhar and the following swara
was Pa (Kaishik). Hence Pa was regared as
Avinashi. This fact will further be explained
in the definition of Jatisadharana.

(3) Scholars who have maintaied that the
22 sruties were of equal pitch, while of course
implying thereby that none of the musical
notes used wereinharmonic or simple.ratio-
relation with the tonic 8a (forinstance Pa was
not in true consance with Sa nor Ma with
Sa) have at the same time justly assumed
that the tonic Sa of the next higher register
was in perfect consonance (Vada) with the
base or the fundamental note; or to speak
in modern phraseology that Sa to Sa 2==1: 3;
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in other words they assumed that the same
notes recurred in successive higher regis-
ters or the notes in any register always bore
the same relation to one another; this is
the stand point of what is known as the
Avruttipaksha. They assume then, and they
rightly do so, that Vaditwa and Dwigunatwa
convey the same meaning of perfect conso-
nance which is mathematically now repres-
ented by the ratio 1: 2. These Pandits
grant that the ancients knew that starting
with any musical note, and gradually raising
our pitch we soon must pass th~ough a note
of a certain piteh which is harmoni-
cally related to the staring note; so per-
fectly is it one with the starting note that
it is given the same name and thus the re-
currence of notes in different registers oc-
curs. Is it not strange that these same
Pandits should deny that the ancients knew
that enroute to Sa 2 from Sa were 2 other
notes also which had relations of very evi-
dent harmony with the fundamenal note?
These consonant notes were observed and
named by them as Samvadi. Is there any
doubt that the term Vadi, Samvadi and
Anuwadi came into vogue to mark and
identify these gradually less and less perfect
relations of harmony which in modern music
subsists between Sa and Sa 2, Sa and Shud-
dha Madhyama and Sa and Pa etc?. Isit not
also evident from the names Raja and
Amatya, and Bhritya and Shatru which
they gave to the notes bearing diverse rela-
tions ?. They explain that Samvada simgply
meant ‘with the ancients that the notes
between which this relation subgisted were
separated by an interval of 8 or 12 srutis, no
matter what degree of -concord or ‘discord
there might actually be between the notes
concerned. Failing at the very beginning
of their study -to understand- what Sam-
vada meant it is na wender that .someé

Scholars and Pandits have assorted that the

srutis of Sarangadeva’are absolutely useless
for modern music.

Some Scholars have held that these
equalised sruti intervals served as measures
for the number of srutis to be assigned to
any note in a musical scale and as a rough
approximation toits pitch. It will however
be easily seen that they are quite useless
for this purpose because their differences
from the actual pitches will be considerable
at many places.

If we depend entirely on practice, every
artist or singer may maintain his own
musical notes to be correct; and if an ex-
haustive collection of the actual notes used
by Musicians were made, it would go very
little way to solve the perplexing question
of the srutis, for, at this rate there would be
no limit to the number of srutis we would
have to newly admit into our music; and
hence there will be Anavastha.

Some writers like Ahobala, Hridaya
Narayan and Shrinivas have given lengths
of wire to fix frets on the Veena. These
are only for 12 notes. Some Scholars have
translated these wire length values in terms
of vibrations of which however the 7
Shuddha notes only turn out to be correct,
while the remaining values are far from
bearing harmonic relations with the drone.

They differ from the right Chromatic notes.

Another point which should not be missed
is that the measurements given pertain to

a playing Vina and not a Sruti Vina or a
demonstration Vina.

- Samvada i§ exaot consonance. Qut 6f the
22 notes only 2 were styled as Samvadis
the rest were all styled as Anuvadi; any
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two notes of an acute interval were termed
Vivadi. It should be remembered that
these relations of Samvada and Anuvada of
all the notes were in the Saptaka with the
fundamental note Sa. This means that Sa
does not have an adjacent note with which
it bears an interval unfit for singing. Again
just as we use three values or kinds of inter-
vals, the Chatusruti, Trisruti and Dwisruti
the smallest interval as compared with the
other 2 has less harmonic effect with Sa
thban the others. So the smaller the interval
the lesser the harmonic effect. This fact
establishes thai the ancients had an idea of
the harmonic series or partial tones.
Hence, as I have pointed out above, the
names Raja, Amatya, Bhrutya and Satru.
Notes with too close an interval were called
Shatru. The smallest interval in Bharata
and Sarangadeva’s system (the first sruti)
was 90 cents from Sa. A note of any
smaller interval than this sruti is vivadi just
as-in a scale of 4, 3 and 2 srutis, only the
smallest Dwisruti roughly conveys the idea
of Vivada or dissonance.

(10) According to some writers Anuran-
ana means the continuity and prolongation
of sound. But Sharangadeva’s meaning is
something more than this.

" Abhivyanjaka means distinct. Shravanat
means Shi‘avanayogyattwa, because it is
agreeable to and perceptible by the ear and
harmonie. Anurananatmaka means (1) con-
tinuous (in general) (2) harmonious, bear-
ing a simple ratio to the tonic (3) starting
and flowing in a uniform tone uninterrupt-
edly. (4) which can be heard after the
impact of wind etc. continuously for a time.

Putting together all these shades of
meaning we arrive at a sensible interpreta-
tion. In the first place it is not an ordinary.

continuous sound; it is not any sound
w hatsoever; it is not a prolonged Vowel
gound; it is not a trembling sound as in the
Kampa form of embellishment. But it is
sound heard both at the impact moment
and thereafterin the same uniform manner,
which is spoken of as Anurananatmakadh-
wani. In other words, it is a technical
term used withreference to the Mandala of
22 srutis and demonstrated oun a sruti Vina,

Excluding the fundamental note or the
octave, the 9th and 13th srutis, the remain-
ing 19 are all classified as Anuvadito Sa.
This fact proves that the 9th and the 13th
bear the simplest ratio to Sa as compared
with the ratios which the other notes bear
to it. This' is the true meaning of Sam-
vada. Ifthe 22 srutis had been of equal
division there would be no meaning in
mentioning only two of the notes specially
as consonant and the rest as less consonant,
There is no difference of opinion among
later authors about the mutual harmonious
relations of the notes Sa Ma Pa and Sa 2,
This conclusion is also justified by the
measurements of lengths of,: wire which
some later authors have given in their
works. Somanath in his Ragavibhodha
has established beyond doubt the peculiar
harmony of these notes by styling them as
Swayambhu Swaras. The device this
author uses makes the meaning of Anura=~
nana clear. Sa Pa Sa Ma Swaras are
Swayambhu because they are clearly
audible being the sounds produced at the
nodal points by lightly touching the wire at
gpecified places which cannot but beat 34
of the whole length. At this point the Sa
wire produces Pa and the Ma wire Sa 2 both
the relations Sa [Pa and:Ma Sa? being
similar, R ' '
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Tuning the wires to Sa ? Pa Sa and Ma
and taking the corresponding notes given
out by pressing these wires against a fret it
will be noticed that resulting notes will bear
to each other the same ratios as the akove
Sawyambhu Swaras do. The scutis in the
Sruti Mandala are said to possess, by
virtue of their mutual relations what
Somanath calls Swayambhu-Swara-Pankti-
Pramanya and what in other words Bharata
and Sarngadeva have styled as Samvada,
for tuning the 22 strings of the Sruti Vina
by the help of the 2 relations mathemati-
cally represented by the ratios 2:3 and
3:4 for Sa Pa and Sa Ma respectively.

These facts have been extracted from
Bharata's and Sarangadeva's work, Hence
our music has rightly the tradition of Bha-
ratamata; all succeeding writers have
agreed in this, and have appreciated the
value of these works, but not possessing the
key to the understanding of these works
they have made some mistake or other in
interpreting the same, We have all the
necessary texts and their right interpreta-
tions and the applications of their
principles to modern music duly worked
out. This knowledge is the only means
of saving our modern music from the
chaos in which it at present finds
itself. The theory of music known as
Bharatamata which I have explained above
should be taken as standard and in the
light of that, current practice should be
regulated, as it makes adequate provision for
all possible future changes in our system of
musicand as it is a most thorough going
and complete grammar of music that could
possibly be devised. Ancient ways and
modern practice should be comparatively
shown side by side and reconciled to each
other, so that no room for doubt will be left,

This first step being taken, a happy blend
of the Northern and Southern styles will be
possible at no distant future,

I will now put forth may own views in
this behalf in the form of suggetions pre-
suming there is an agreement about the
chief shortcomings in our Indian Music
today. The present Northern and Southern
styles do not materially differ as the basic
natural principles and goal of both are one
and the same, Hence my suggestions
apply to either style without distinction,

The only striking distinction between the
% styles is the differing proportion in which
f:ertain graces and embelishments are used
in each, and the nature of the vocalization
which depends on the language, habits
and temperament of the people. This indi-
vidual temparament and taste too tend to
disappear in course of time due to greater
and constant contact with other systems,

The Shruti system is the basis of our
Musical scales or Melas and so the Shrutis
should be recognized. The Melas should
be carefully examined taking in each case
Shruti intervals by the help of what is
spoken of in the toxts as Avritipaksha
which is the method of testing whether a
scale is in just intonation or not.

The frets of Musical instruments should
be correctly adjusted so that they are capa-
ble of rendering accurately and perfectly
all the essential features of Vocal Music.
Musical Instruments which do not stand
the test described in previous paras should
be discarded and those recommended as
ideal should be retained,

Forms of musical composition in which
either style may be lacking should be freely
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borrowed from the other together with all
the graces, gamakas and other details essen-
tial to the proper rendering of them. If
Vaggeyakaras or authoritative Musical
Composers are not at present found in the
North or the South, there is no harm in
adopting compositions that are current, be
they in what language they may, in their
original pure form as far as possible, as is
seen in the. case of Kannada, Tamil
and Maliyali people who take the Telugu
compositions of Tyagaraja for their Music
and never dream of their being composed in
their own langauge for fear c¢f lesing the
original melody if they are translated in
other languages and mnever feel that
Music is separate for each of them. The
gystem should further be extended to cover
both the North & the South. The Northern
people, the Gujratis, the Bengalis, the
8indhis, the Kashmiris and even the Nepa-
lis take all the available collection of
compositions in Hindi or Vraja dialect to
their Musie, '

" Instrumental Music has got some advan-
tages over Vocal. The distracting influ-
ence of a strange language and words that
gseem harsh and unmeaning to our earsis
absent in this case, There is greater uni-
formity in the Instrumental Music of the
North and the South than there is in
the Vocal Music of both the parts., The
Music on instrument depends on many
factors like-the nature of the Instrument,
the modes of Vocal Music, the quality of
public taste and so on. A thorough know-

ledge of ragas and of the alapa Paddhati is
all that is eseential for an Instrumentalist.
He is comparatively independent of langu-
age and words, Instrumental Music
appeals to people speaking all kinds of
Janguages. Its languege is universal; its
appeal is universal. Hence Tnstrumental
Music is Music of the purest kind, and what
is not the least important point, no human
voice has generally so sweet a quality as
Instruments. '

Vocal Music is the combination of Musie
and Poetry. If being a combination it is
superior to pure Music then the theatrical
art being a combination of so many arts,
Music among others, ought to be consider-
ed snperior to Vocal Music—which no one
makes bold to say. This is a reply to
people who would make too much of musi-
cal compositions and think that Music is
identical with Musical compositions. The
latter have their own place and value
which the present writer does not not wish
to underrate.

Both the Hindustani and Karnataka
styles have the same goal. If the two
mutually cooperate the result no doubt
will be something grand. Indian Music
will be enriched considerably; instrumen-
tal and vocal Music being regulated by one
style throughout, our Aryan Music will he
considered as the finest and the 'most
ancient of all the Musical systems in the
world.



THE ORIGIN OF MUSIC *

BY

MR. M. S. RAMASWAMI AIYAR, B. A., B. L., L. T., MADURA

Usually, music is associated with man.
But has there been no music prior to him ¢
Has there been no nature—wmade music
prior to man~—made one ?

All along from creation, nature has been
singing; and she sings even today. The
elements of music exist all around us; as,
for instance, the humming of bees, the
warbling of birds, the sighing of leaves, the
rippling of water, the wailing of the sea,
and even the roaring of thunder. That
is why Byron sang:—

* There's music in the sighing of a reed,
There’s music in the gushing of a rill,
There’s music in all things, if men had

ears;
Their earth is but an echo of the
[spheres.”
That 1is, again, why Shakespears
observed:-

* There's not the smallest orb which thou
[behold’st,
But in his motion like an angel sings,
Still quiring to the young-eyed cherubins;
Such harmony is in immortal souls ;
But while this muddy vesture of decay
Doth grossly close it in ; we cannot hear
[it,”
That is, further again, why our own poets
invariably described the forests to be full
of the bee's drone, the cuckoo’s song, the
squirrel's rhythm, and the peacock’s
dance.

On further consideration, nature herself
is found to revel in rhythm; and, in the

words of Dr. Whitehead, “ the whole life of
nature is dominated by the existence of
periodic (rthythmic) events.” The rotation
of the earth, for instance, produces day and
night ; the path of the earth round the sun
leads to the periodical (rhythmic) recurren-
ce of the seasons; and even our bodily life,
with its recurrent breathings, pulses, and
heart-beats, ig essentially rhythmiec.

It was this nature-made music that
Narada called, in his Sangithamakaranda,
“ Anahathasangitha,” which he described
as “the sound that emanates (directly)
from the sky”* An inquiry into the origin
of this kind of music will, I fear, be futile ;
for, logically, any sound of definite pitch is
a musical sound ; and such sounds precede
the human race, “In one sense,” wrote
Sir John Lubbock, *“music is far more
ancient than man”, How, then, can man
know the origin of music which is far more
ancient than himself? Again, the author
of Music and childhood wrote: *“There is
good reason to believe that music is older
than the human race. It has its roots even
in sub-human sources ; for, many animals
give evidence of enjoying soft, harmonins
s?und and rhythm. The war-horse will
prance at the sound of martial music ; some
cats and dogs plainly enjoy listening to the
piano; and the influence of the eastern
snake-charmer’s music is well-known.”
How then, I ask again, can man know
origin of music which is older than the
human race?

# A Lecture delivered under the auspices of
theMusic Academy Madras on December 2, '29,

*Of, ATKTIEWNAE HSARaa:

—8angithamakaranda,
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We may, as well, ask what is the origin
of the atmosphere. 1 fear we cannot but
borrow the language of the Bible and state
that, in the beginning, God created the

" atmosphere and wmusic. To be precise, I

shall quote from the very Bible:“In the
beginning was the word; and the word was
with God ; and the word was God.” * This
exactly tallies with our Vedic line: * The
Universe depends on sound.’’§

It might be the divine will that no one
mind should be saddled with the responsibi-
lity of inventing a matter so weighty and so
illimitable and unbounded. Just as, then,
the laws of respiration existed, even before
you and I were born; and just as they will
persist to exist for ever, even though you
and I may be ignorant of them; so too,
music (I mean, the nature-made music)
existed, even before you and I were born;
and it will persist to exist for ever,
even though you and I may be ignorant of
it. Since, as the Bible and the Vedas pro-
claim, the very world depends upon, and
came into existence long after, Sound : and
since the other fine arts. viz., architecture,
sculpture, painting, and poetry cannot be
conceived without the world; we may
fairly conclude that, in one sense, music is
the most ancient and oldest of all the fine
arts.

Prof. Blaserna, however, explains how
in another sense, music yam be regarded
as the most modern and youngest of all the
fine arts. Says he: " Music is certainly
the least material of all the fine arts. There
i{s no question in it, asin sculpture and
painting, of uniting to the study of nature
the geometrical idea of perspective and the

SCf. segfagang

*Cf. 8t, John. I, L.

optical idea of colorss KEven architecture
has a larger basis in nature itseif. The
trunks of trees and their branches, the
grotto, the cavern, have suggested to the
architect the first principles of his art,
dictated to him by the wants of man and
the condition of the strength of materials.
But, in music, nature offers scarcely any-
thing. It is true that it abounds in musical
sounds; but the idea of musical interval
is but little suggested by the song of
birds, and the idea of simple ratios is
almost entirely wanting. And without
these two ideas no music can exist. Man
has therefore been obliged to create for
himself his own instrument; and thisis
the reason why music has attained its full
development so much later than its s ister
arts.”

Again, Herbert Spencer's theory of
* Progress ” affords another explanation
for the comparatively later appearance of
music in the galaxy of the fine arts. Just
as the twin arts of sculpture and painting
were at first united with each other and
with their parent, architecture ; 8o too, the
twin arts of poetry and music were at first
united with each other and, with thaeir
common factor, dancing. Again jast,
as, with the advancement of time,
the first three became separated from
one another; so too, each of the
last three became independent of the
rest and learned fo stand on its own legs.
Poetry and music, for example, though still
united, came to have an existence separate -
from dancing. And still later on, musie
declared its independence even of poetry.
Look, for instance, at the extraordinary
development of Instrumental Music in
Burope and of Raga-alapa in India~in
both of which musio alone shines apart
from words. I
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Let music be the most ancient of the fine
arts ; the question with which we are now
vitally interested is: Is the origin of, at
least, man-made music knowable ? It is said
that, to exhibit the exhuberance of his joy,
man shouts or claps or bounces. Can, then
the shout be said to be the origin of thc;
vocal music; the clup, the origin of the

instrumental music; and the bownce, the
origin of dancing ?

Be its kind what it may, what indeed is
the origin of music, as a whole ? This
problem, no doubt, our ancients made an
at.;t;empt to solve; and they had evena lucky
hit at its solution. But a systematic

research about it, they did not perhaps care
to make.

. Narada chose to record, in his Sungithamq-
karanda, as early as the Tth century, an
aphorismic line on the point, which’was
merely copied by Sharngadeva, in the 13th
century, and was thenceforward handed on
like gospel truth from author to author’
d.owr.x to our own day. Unfortunately the,
line in question does not solve the problem ;
nor does it at least furnish us with a key,
however rude and primitive, towardsits solu-

tion. It only savours of a legend. Here is
the line :—

AR TMag s farag; |

which means “ this vocal music, Brahma
drew (or received) from Sama Veda.” This
line, coupled with another, in the
Bhagavad Gita, viz :—

| L CE RN T

[

which means “of the Vedas I am Sima
Veda,” goes to show that the vocal musie
was derived from Sama Veda and that
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Sama Veda was Lord $ri Krishna himself’
TlTe. syllogistic conclusion is that the
origin of vocal music is Lord Sri Krishna !

Will any of you be satisfied with this
copclusion ? the orthodox devotees of Lord
Sri Krishna may ; but the modern devotees
of the scientific inquiry may not. Hence
the s.ame Narada opened another line of
so‘l‘utlon which, as I shall show, contained
a " lucky hit" thereat, and which ran as
tollows, in the form of a full verse* :—

RAERFATAANTSTIAT: Seqd 71

e raRaefascafiacay |
sEafafeaa: SsawReReiac
Atz gatesaiyataafafiog

the meaning of which is: “the goul, desi-
rous of speaking outits intention, excites
the mind; and ‘the mind operates on the
vital heat of the body by setting the air in
motion; and the air, remaining in the
Brahmagranthi, rises up and produces

Sound through the navel, the heart, the
neck, the head, and the face.”

The author of Adbhinavaragamanjari*
a}one, of all others, ventured to modify this
time-honoured verse and brought it in line
.with the modern conception of sound. For
instance, FPAFY (Brahmagranthi) was
substituted by gageqe (chest) and Q{E&i\%
(the vital heat of the body) by AT

ok 1
Even this verse was copied by Sharagadeva

and passed on, from writer to writer down to
our own day. o

* This is a North Indian Work of the early
part of the 20th century, - C
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(the Respiratory Apparatus). Again, the
last line of the verse was wholly omitted ;
and, in its stead, ran the following line :—

FERIBET A e @ st

which means * Arising from the chest, the
neck, and the face, it is called Nadu
(Sound)."”

Even this modified form of the second
solution will, on close examination, be
found to refer to the human cry or shout
which is but a reaction of the self on
experience. How this theory of “human
cry " or shout happened to be a lucky hit at
the solution of the problem, we shall be
able to understand and appreciate, only
after a careful study of the European
attempt to tackle the same. That study we
shall now pursue.

Darwin, in the first place, proceeded to
trace the origin of music to the sex-feeling
and pointed, by way of illustration, to the
male birds singing in competition with the
female ones. This ‘sex-theory * was, how-
ever, given up; since the birds were found
singing even in a season other than that
during which they invariably experienced
the sex-feeling.

The anthropologists, on the other hand,
ask us to study mankind as a whole, rather
than man as an organism and also require
us to see what the primitive people did, as
they even now do to express their feelings.
One of those selfless pioneers who took
upon themselves the arduous task of euter-
ing into the feelings of the primitive people,
with a view to trace the origin of art, was
Jane Ellen Harrison. In her Ancient Art
and Ritual, she traced the art from the
ritual and, again, the ritual from man’s
primary feelings of hunger. How food, the
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primary want of man, gave rise to the idea
of the ritual and how the ritual, in its turn,
yielded the conception of art—these are
surely interesting questions which, if fairly
discussed, will—I trust—enable us to easily
solve the problem we now have on hand.

There can be no two opinions on the fact
that the primitative food of man consisted
of animals and plants; and that nature so
ordained that those animals and plants
appeared largely in a certain season of the
year and disappeared in other seasons. This
ordainment of nature, the primitive maré
did not, as indeed he could not, know,—
much less, appreciate. At the disappear-
ance of the season which gave him food, he
only thought that that season was dead; but
he yearned to revive and get it back. He
did not pray for it; in fact, he could not.
For, as a savage, he was a man wmore of
action. The worship of gods and the bo w-
ing down to * wood and stone ” bulk larger
in the mind of the hymu-writer than in
that of the savage. The hymn-writer will,
under such circumstances, go to the temple
and pray. But the savage was, as said above,
a man of action. Instead of asking a god to
do what he wanted to be done; he himself
did, or tried to do, it. Instead of prayers
he uttered spells and practised magic.
When, for instance, he wanted sun or wind
orrain; he would not go to a god and pro-
strate before him but would summon his
tribe and dance a sun-dance or a wind-
dance or a rain-dance, hoping, in simple
faith, that snch dances would procure the
sun, wind, or rain, as the case might be. If, -
again, he wanted to hunt a bear, he would
similarly dance a bear-dance.

In his Anthropology, Mr. Tylor gives us _a:
good description of a buffalo-dance. Wrote
he, “Among the Mandan Indians, when
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the hunters failed to find the buffalos, on
which the tribe depended for food, every man
brought out of his lodge a mask made of a
buffalo’s head and horns, with the tail
hanging down behind, which he kept for
such an emergency; and they all set
to dance buffalo. Ten or fifteen masked
dancers formed at a time the ring,
drummed, rattled, chanted, and yelled.
When any one of them was tired out,
he went through the pantomime of
being shot with bow and arrow, skinned
and cut up; while, another stood ready
with his buffalo-head on and took his place
in the dance. Thus it would go on for two
to three weeks, till at last these persevering
efforts to bring the buffalo succeeded; and
a heard came in sight on the prairie.”

Such dances, or dances similar to them,
we see even in our own country. Through-
out the whole of the Tanjore District, for
instance, what is called Kodumpapiadi
(@sa®@burSuwig) used to take place periodi-
cally in the summer season; and its object

~was no other than to procure rain.” The
people of the lower classes prepared a
huge female figure, made of clay and straw ;
put it in a lying posture; dragged and
flogged it right through the several streets
of the town ; burnt, at the distance of every
furlong, a bundle of hay in its front ; and
chanted, yelled, or danced for rain.

When all these dances rose from being
vague and emotional, into regular periodi-
cal ones; they ocaught the fancy of the
people, attracted the whole tribe into their
magical circles, and converted the indi-
vidual into tribal dances—which involved
a very large number of persons dancing
under the sway of one common emotion.

Since the collectivity of persons and
the intensity of their common feeling

were the two elements that turned

an ordinary dance into a sacred ritual*
the said tribal dances, which contained
both the elements, assumed in the course
of time the dignity of a ritual, as for ins.
tance, the Spring Festival in Greece and the
Kodumpapiadi Festival in South India, the
singing and dancing in both of which werse

calculated primarily to induce the return of
food-supply.

We have thus learnt that the idea of the
ritual arose from the emphasis of emotion
felt mainly about food. Out of this ritual
it is said, arose art. How ? '

In the various kinds of dancing we spoke
of, there was, at first, no division between
the dancers and the spectators; all were
dancers. Astime went on, there arose a
new element, called the spectators ; and the
dancing came to be, thenceforward, not only
danced but also watched at from a distance.
Whereas, at one time, all (or nearly all)
were worshippers, actors, or dancers; at
another time, many (indeed most) were
spectators—watching, feeling, thinking, bu$
not doing as once they did. It was in the
new attitude assumed by the spectators

that the difference between the ritual and
the art lay.

The dancers of the ritual had in their
minds nothing except the food-supply, to
induce the return of which they danced.
But the spectators, who cut themselves
loose from the immediate action of dancing
and had therefore time enough to think

*A ritualis a thing dome. Buat all “ things
done " are not rituals. Whatever, for instance, is
done alone is not a ritual; and whatever is done
without emotion is again not a ritual. Hence,
the correct conception of a ritual is that it must

be done by a large number of persons feeling the
same emotion. ‘

-
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about, and even entertain a doubt regard-
ing, the efficacy of the ritual, learnt to
look through the dancing and hegan to
appreciate it, not as food-supplier, but as
an art in itself. Hence the moment—that
psychological moment —when the dance
ceased to be merely ritualistic and came to
be enjoyed as a dance without any extra-
neous idea about it, may fairly be deemed
to mark the origin of art. The transition
of the dance as a means to the dance as an
end in itself, shows the way how the ritual
evolved itself into art.

In his Scope of Music, Mr. P. C. Buck
came to the same conclusion in another,
yet quicker, way. The central thought, he
elaborated, was that man must bave ex-
pressed his feelings, in the first stage, most
unconsciously ; .that, when he fumed and
fretted, his tone involuntarily rose high;
that, whenever he was swayed by strong
feelings, he generally forgot himself and
did not know what he had said or done;
and that, in short, his acts savoured, under
such circumstances, more or less of reflex
action. But when, during his calm moments,
he contemplated how the outward expres-
sion of his feelings affected other people
and when he consciously made the same
expression with no other view than to
produce the effect in others, as he once
noted ; then and there the art began.

To the self-same conclusion, again, came
both the illustrious writers, Emerson and
Herbert Spencer. While the former wrote,
in his essay on 4rt: “ The sucking child is
an unconscious actor; the man in an
eostasy of fear or anger is an unconscious
actor; and a large part of our habitual
actions are unconsciously done, and most
of our necessary words are unconsciously
said, But the conscious utterance of
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thought, by speech or action, to any end is
Art;” the latter observed, in his Origin and
Functicn of Music: * The expressiveness of
the various modifications of the voice is
innate. Each of us, from babyhood up-
wards, has been spontaneously making
them, when under the various sensations
and emotions by which they are produced.
Having been conscious of each feeling af
the same time that we heard ourselves
make the consequent sound, we have
acquired an established association of
ideas between such sound and the feeling
which caused it. When the like sound is
made by another, we asciibe the like feeling
to him; and by a further consequence we
not only ascribe to him that feeling, but
have a certain degree of it aroused in ours
selves: for, to become conscious of the
feeling which another is experiencing, is to
have that feeling awakened in our own
¢ onsciousness, which is the same thing as
experiencing the feeling. Thus these various
modifications of voice become not only a
language through which we understand
the emotions of others, but also the means
of exciting our sympathy with such emo-
tions.,” Have we not here, then, adequate
data for a theory of music? '

To sum up the European view. Extremes
of joy and sorrow, doubtless, produce
singing. But the singing was, at first, in<
voluntary and served merely to unburden
the singer of his feelings. He was fora
long time unconscious of the corresponding
response which he unknowingly produced
in the minds of his hearers. But the
moment he became conscious of the
response produced ; a new delight dawned
in his mind and, thenceforward, he sang,
not to unburden himself of his feelings, but
to express them in such a way as to produce
& corresponding response in the hearers,
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It was, therqfore, with this conseious desire
to express one’s feelings with a view to
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produce a particular response, that music

orginated.

We shall now compare the European with the Indian view of the problem.

EUROPEAN VIEW.

INDIAN VIEW.

Aperson, desirous of expressing his feel-
ings and producing a particular effect in
his hearers, excites the mind ; his mind
operates and causes him to sing; and
he sings and produces Music. ‘

The Soul, desirous of speaking out its in-
tention, excites the mind; the mind
operates on the vital heat of the body
and sets the air in motion; and the air
rises up and produces Sound (or Music).

As between these two views, there is no practical difference. Hence it is that

I said the Indian view had a lucky hit at the solution

musie,

ancients straightaway stated them.

of the problem of the origin of

While the Europeans evolved their conclusions after an elaborate research, our

BHARATA NATYA.

BY

(Mr. V. Venkatarama Sharma, University of Madras.)

The term * Bharata natya’ means an ela-
borately discriminative and expressive
action, which creates a responsive feeling
to the human sensation, and the term is
also applicable to the Science of Musie,
Scenic Art or Dramaturgy. Among the
different interpretations of the word
‘bharata’ two deserve consideration, of
which the first is—the Scenic art or
action-modes founded by * Bharata’, and
the second is the Scenic art with the des-
cription of ‘Bhava’ (Emotion), ‘Raga’
(Musical mode), and ‘Tala’ (Clapping of
hands or any other thing prescribed in the
‘Taladhyaya’ of music sciences according to
music measurement). From these two diff-
erent interpretations, it becomes obvious,
that the word ‘ Bharata ' holds two renses,
the one is the name of a sage, and the other

is, it seems to me, an imaginary ascriptioﬁ
rendered by a process of syllabiﬁcation;
given by later authors and commentators,
‘because every syllable of the word ‘bha’,
‘ ra’and ‘ta’, it is stated, denotes, ‘bhava '
raga’ and ‘tala’, respectively, The latter
explanation is plausible and quite relevanf
to the context, because the ‘bhava ’, the
‘raga’ and the ‘tala’ are inevitable to
dancing. Scholars have not been so fortu-
nate as to procure the very works of the
ancient sages Nandi, Kohola, Dattila, ete.,
on scenic art, as to facilitate a scientific

study of all their works and consider their
comparative merits.

We have heard and seen fro@ the ex-
tracts, that there existed different schools

on this art by name ‘Nandibharata®,

I
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¢ Dattilakobaliya’, ‘ Umapatiya,” etc. The
word “Natya”, *“Nrtya”, “Nrtta”,
“ Nartana " and “Abhinaya " are synonims.
In course of time the word ‘ Bharata’, the
origin of which was the name of a particular
sage, has also been used to mean the
Science of Music, Dramaturgy, or dancing;
for example, Nandibharata, Balarama-
bharata etc.

The opinion of some that the Hindus
had no originality and proficiency in the
modes of dancing, and that they adopted
them from the Greeks who were proficient

. inmany Sciences and arts even before the
+{_birth of Christ, when some of them

settled in India after Alexander's
invasion, has no firmer basis than ocertain
points of similarity between the Scenic art
of these two ancient nations. The art ir
at least as old as the vedas. The dialogues
in the Rigveda between ‘Puaruravas’ and
‘Urvasi’ and ‘Yama’ and Yami’ testify
unmistakably to the existence of this art
in the Rigvedic period. According to
Phonetic—Grammatical aphorisms (prati-
gakhya works), at the time of the recitation
of Yajurvedic hymns, the acute (Udatta),
the grave (anudatta), and the circumflex
(svarita) accents, are to be shown by thg

4  different postures of the hand. The great

Grammarian Panini also speaks of the
existence of some of the scientific works on
* Natyasastra' in his time, by the sutra
“ Parasaryasilalibhyam bhiksunatasutra.
yoh,” These evidently prove that the
‘ Natyasastra' was extant in India long
before Alexander and there were alao some
old works on the subject, other than
Bharata's Natyasastra. The religious saori-
fices and other rites and ceremonies, which
are prescribed by the authors of ‘Smarta’
and °‘Srauta’ works, to be observed by
‘Hindus, have, by the lapse of time, by social
b]

customs of the middle periods, and other
reactionary influences, lost their spiritual
and ethical significance and are seldom
observed by the Hindus, though these pres-
criptions are observed even now among one
set of people called the Nambudiri Brahmins
who ave supposed to be the early settlers
on the Malabar coast. Similarly the modes
of Natyasastra also through the lapse of
time, assumed different and ludicrous forms
due to carelessness, ever-changing social
customs, a proverbial antipathy to what is
old, and many other causes, and is now
deplorably a decaying art, despite the
afforts of a small minority on the Malabar
coast, who still preserve and cherish the
older traditions and try to stem the down-
ward course. For, in Kerala the art of
dance finds its expression in three modes,
(i) Kuthu; (ii) Ramanattam; (iii) and
Krishnanattam;and to their creditit mustbe
said, that they are marvellously identical
with the standard founded by Bharata,
Among these three, the first ‘ Kuthu’ is the
heriditary profession of a set of caste-
people called the Chakyars, The Chakyars,
from the early time were much learned in
Sastras, and ‘Sahitya’ works, and especially
in the scenic art, in which they had a very
high degree of proficiency. At festival
times in the halls of Hindu temples, they
used to stage Puranic stories and
stories related to ‘ Itihasa’ from Dramatio
compositions. In compensation the Govern.
ment and the trustees of the temples gave
them lands,and other emoluments, GGeneral.
ly they staged the ‘ Anguliyanka,** Sephali-
kanka ' * Asokavani kanka’‘ Swapnamkan'
‘ Kalyana-saugandhika ', ‘ Mallanka’, and
‘others, The Chakyars on account ¢f their
weslth of leatning and high drder of histrio-
nic talents, wentt into minuter details so 4s
to show different gestiouldtions even for
‘vibhakti’ (osse), ‘ vachans (nufiher), and
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‘linga’ (gender). With a view to teach
their children several Chakyars have com-
posed elementary works on this art which
agre a brief summary of the chapters of
Bhafata’s ‘Natyaveda.” These works are
* Attaprakaram,” ¥ Krama Dipika.” “ Has-
talaksanadipika.” etc, Unfortunately they
have not been published. What with the
lapse of time and want of encouragement
and patronage, to this ancient Hindu
culture, the art of dancing is fast losing its
grip on these chakyarseven. As the other
two, the ‘Ramanattam’ (Kathakali) and
Krisnanattam are prevalent and familiar
even now, and they do not need any descri-
ption here.

I have already mentioned that the words
natya,” ‘nrtya, ‘nrtta,’ ‘ narttana,’ and
‘abhinaya,” are synonims. But among these
as the word ‘abhinaya ' is more denotative
and expressive, it is fit to be used compre-
hensively for the whole art. The derivation
of the word is from the ‘ nin* preceded with
the preposition ‘abhi’ and it means’the

invisible things and sabjects are made
visible,”

Among the works in the Sanskrit Liter-
ature which deal with ‘ abhinaya * Bharata’s
‘Natyasastra’ and ‘Balaramabharata’
deserve special mention. Even these works
which are mostly devoted to ‘abhinaya’
only, make incidental references to other
subjects.

Just as the name ‘ Manusmrti’
to ‘Bhrgusamhita,  ‘ Charakasamhita
! Agnivesantantra,’ *Susru tasamhxta
* Dhanvantarisamhita,’ the name ‘ Bharata-
natyaasstra ' is given
hita.' Brahma took

is given

‘Brahmasam-
VOO&.I * Substance

from 1‘Rigveda,’
‘Samaveda and gestural substance from
" Atharvaveda,’ and composed this * Natya~
sastra’ alias ‘Natyaveda.’ This ‘Natyaveda '
is rogarded as the fifth vedic text. The,
second work, ‘ Balaramabharata ' is alater
composition of Sribalaramavarman, one of
ther Chera Kings who ruled over Travan-
core. This is a lucid and systematised work
on this art yet unpublished, Besides these,
all the standard works on Sangitasastra
devote a portion, to define the modes of
‘abhinaya.; If we analyse the general
subject-matter of the available Sangita

works in the Sanskrit Literature, we should -~
be able to arrange them into the following ,

4

seven prominent heads, of which ‘abhinaya’
or ‘nartana’ also is one. (1) ‘Svara’ (2)
‘ Ragaviveka," (3) ‘Vadya,” (4) ‘ Tala,’ (5)
‘Nartana,’ (6) ‘Prabandha,’ (7) ‘ Prakirnaka.’

Sarngadeva, the author of Sangltaratna~
kara, who flourished in the middle ages,
describes the God Siva as ‘ Natyasvarupi’:
the world in which we live as the gestural
substance, the veda purana, sastras, ete.,
as the vocal substance, the planets, the

moon, etc.,, as the extraneous substance,
of God Siva,

This Natyaveda is given by Brahman té

his pupil Bharata who after an exhaustive -

study of it, staged the play ‘ Amrtaman-
thana-samavakara 2 hefore God Siva and
Goddess Parvati, The stage was erected on
the back of the mountain Himavan. Siva
and Parvati were much entertained by this
play. ThenSiva commanded the chief of
his ‘Gana,’ by name ‘Tandu’ (a sage) to
teach Bha,rata. the modes of * Tandava ’also

(1). “Jagraba pathyam rigvedat samabhyo-

gitam eva ch. Yajurvedad abhinayam rasan
atharvanad api.” .

)

“" . N
" Samavakara is g kind of Drama.”

2

musical substance from-

R

2

NATYA 8$48Tka 35

which is used mainly on worship-occasions.
Goddess Parvatialso taught ‘Lasya’ (a kind
of dancing) to the daughters of ‘ Bana ’and
they to the Gopis, who were inhabitants of
*Dvaravati, and they to the ladies of
Saurastra country, and it became fawmiliar
to the ladies of several countries. The
*Lasya’ is an erotic dance, full of
Sringara. '

As acting is the imitation of worldly con-
ditions, its proper theme will be subjects like
battle, sport, amnsement, murder, destruc-
tion of evils, preservation of goods, calamity,
ete: The use of this art is of two kinds (1)

" * Ajhika,’ (of this world), and (2) amusmika

(belongmg to the next or the other world).
Among these two, the second brmgs gajva-
tion or ‘moksa.” The uses included in the
first are, happiness, worldly knowledge,
acquirement of ‘dharma,’ etc.

The uses of the ‘abhinaya ' are stated in
the works as follows :—

“ Kirtipragalbhyasaubhagyavaidagdhya-
nam pravartakaml!.

Audaryasthairyadhairyanam vilasasya ch
karanam/.

Duhkhartisokanirvedakhedavichcheda-
kdré.na.mh

- Api brahmaparanandad idam abhyadhi-
kam dhruvaml. '

" Jahara Naradadinam chittani katham

anyathal.
Na kinchid drsyate loke drsyam sravyam
atah paramll "

(Sangltaratnakara 710 to 13)

.‘.,_g__’-‘a_—-—..a‘-‘-‘——k——'

*.-Compare - this- thhi Bha.ra.tas followmg
veraes*«‘- wenoer T :

4 Hitopadesa.xananam dhftlkndasukhadikrt
Dukhhartan_am samarthanam sokartanam
tapasvina.mx?.f‘?i L -

The occasions for conducting ‘natya ' are
considered to be the coronation ceremaonies
of Kings, festivals in the Temples, solemn
occasions, a procession, marriage, entrance
into capitals and palaces, birth of a son ete,
And the same is stated as follows :—

“Nrttam tvatra narendranam abhiseke
mahotsavel.

Yatrayam devayatrayam vivahe priyé.’_-
sangaine, :

Nagaranam agaranam pravese putra]an-
manil.

Brahmanoktam prayoktavyam mangal-
yam sarvakarmasull.” ‘

‘ (Sangi‘tarapnakara, 7-15, 16). .

The representation of the conditions of
the world, which is mixed with happiness
and sorrow, by means of the actions of
the primary and secondary limbs of the
body, is called Natya.

“Yo'yam svabhavo lokasya sukhaduh-
khasamanvitahl,

Songadyabhmayopeto natyam 1tyabh1-
dhiyatell.” )
(Natyasastra, -85)
According to Sarngadeva, the word
natya stands on rasas in its mam sense,
and the meaning described above, is only 8
subsidiary one. szvanathakavxm;a the
author of Sahltya darpana has deﬁned and
classxﬁed abhmaya as folIOWS. -

Sk

“ Bhaved a.bhma.yo vasthanuk&nah Ty
chaturvxdhahl I PN M NS

V:srantuananam kale natyam etanmaya krtam

Dharmyam yasasyam: ayusygm: hltam buddhl-

. v1vardhanam

Lokopadeia)anamm mtyam etad bhghsyatr.

);. ERE RPN

*
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Angiko vadikas haivain aharyah satvikas
tathall”

Acting is the imitation of condition. Tt is
of four kinds. (1) gestural, conveyed by
bodily actions, (2) Vocal, conveyed by
words, (3) extraneous, conveyed by dress,
ornaments, decorations etc., (4) internal,
conveyed by the manifestation of the
feeling, such as perspiration, thrilling
etce The word ‘abhinaya’ has its own
meanings which are as follows — acting,
gesticulation, any theatrical action (expres-
sive of some sentiment, passion etc., by
look, gesture, posture, etc.). According to
Sarangadeva, the *abhinaya ’ and ‘ nartana’
are the general terms, and the ‘ natya’
‘nrtta.’ and ‘ nrtya ' are their subdivisions.
He also defines the difference, between
‘natya’ and ‘ nrtta,’‘ nrtta'and ‘ nrtya ' and
‘natya’ and ‘ nrtya.” Thus the ‘abhinaya’
is of three kinds,

‘Natya’ is the name of a dance which
c¢onsits of four kinds of ‘abhinaya™—‘angika’
(gestural), ‘vachika’ (vocal), ‘aharya’
(extraneous), and ‘satvika' (internal).
‘Nrtya contains the first three alone, and
it manifests the ‘bhavas’ (emotion) alone.
Among ‘ natyavedin’ (who knows ' natya’)
the ‘nrtya’ is known by the term ‘ marga.
also, The above four kinds of ‘ abhinaya’
could not be observed in ‘nrtta’ but it
contains the actions of the limbs of the body
alone. In accordance with the traditional
presoriptions that something should be
done by the actors and audience (itikarta-

-yyata or prakaraniyama) in connection
with the dance, each of these four kinds of
‘abhinaya’ falls under two varieties, by
name ° natyadharmi’ and °‘lokadharmi.’
These two are each divided into two * chit-
tavrttyarpika’, ‘ bahyavastvanukarini’ and

‘lokopajivi’, ‘lokasobhakara’. These are
the minute divisions of the ‘ abhinaya’ and
hence it will be out ot place to describe
them in a general treatment of the subject
and they aredry and difficult for an ordinary
student. I have mentioned these here simply
to exhibit the method of division., The others
‘natya’ and ‘nrtya’ are also of two kinds
‘tandava’ and ‘lasya’. In view of clear
exposiiton, the above divisions of Sarnga-
deva are shown in an annexure which is in
the form of a table.

The author of the commentary Jaya-
mangala and Vatsyayana's Kamasutra, |~
extracts the following two verses, without ¢ )
mentioning their source. “

* Karananyangaharas cha

vibhavo bhava eva cha.
Anubhavo rasas cheti

samksepan nrtyasamgrahah.
Tad dvividham ‘ natyam’ ‘ anatyam *

cheti. Tatha Choktam—
Svarge va martyaloke va

patale va nivasinam
Krtanukaranam natyam

anatyam nartakasritam.”

(Page 33, Benares Edition, 1912).

Here the first verse defines the general :
characteristics of ‘ nrttya,” and the second
classifies it into two, ‘natya,” and ‘anatya’,
with their definitions.

The treatment of different rasas (senti-
ment), postures of the body, gesticulations
of limbs, bhavas (emotion), dress, orna«
ments, qualities of different actors, colours,
construction of ‘'natyamantapa ’ or ‘ natya-
sala’ (dancing hall) and many other details
connected with ‘abhinaya’ will be more
appropriate in an detailed study,
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ANNEXURE.
NARTANA.
or
ABHINAYA
Natya Nrtya Nrtta,
tandava Lasya tandava Lasya.
ang|ika vachika aharya satvika.
Lokadharmi Natyadharmi
bahyavastvanukarini |
Chittavrttyarpika \
Lokopajivi Lokasobhakara.



THE TWENTY.TWO SRUTIS OF THE INDIAN GAMUT.

BY
PANDIT 8. SUBRAHMANYA SASTRI OF TANJORK.

N

‘AR NE Gwme Mg,

So says the author of Sangitaratnakara
and therein implies that the Suddhasvaras
recognised in the Indian Musical Scale are
those pertaining to the chanting of Sama-
veda. The self-same notes have been
referred to by the great Tyagaraja, in one
_of his famous Krtis, in the following terms
¢ AT T aE R eafEacaneaT -
ﬁﬂl’&:ﬁ'ﬂ{ > and demonstrated as such. Sa-
vants of Indian Music have with one accord
accepted the view propounded by Bhara-
tamuni in the following couplet:—
‘ IgEgAERT  wSwaviaugan | 3§ 3
frargareartt Bt Rewdiaat 1’ which
means that Sadja, Madhyma, and
Pancama notes have each of them four
Srutis (musical intervals), while Nisada
and Gandhara have two Srutis, and Risabha
and Dhaivata three each. If we should
play on a Vina the notes of the Samaveda,
which occur in two Octaves, in a single
Octave, adopting the method of Tyagaraja,
we will find that the Suddha Sadja is
produced by the whole chord, while Suddha-
Risabha is produced by the vibration of
9/10 of the chord and similarly Suddha-
Gandhara, Suddha-Madhyama, Suddha-
Pancama, Suddha-Dhaivata, Suddha-
Nisada and Suddha-Sadja (of the next higher
Octave) result from the vibration of 27/32,
3/4, /3, 3/5, 9/16, and 1/2 respectively of the
chord.

Again, in accordance with the following
passage from Sesalilavati-~* F=fasgeaql

ﬁﬂﬁ%ﬁma‘qmﬂ: > we can determine the

frequency ratio of the several notes by adop-

ting the reciprocals for their respective
chord lengths viz. 1,/1, 10/9, 32127, 4/3, 3/2, 5/3
16/9 and 2/1. From these it will be apparent
that the interval for a Catuhsruti is
4/3+32/27 or 3/2+ 4(3 or 2/1+16/9=9/8 : for
a Trisruti, it is 10/9+1/1 or 5/3 +3/2=10/9
and for a Dvisruti, it is 32/27+10/9 or
16/9 +5/3=16/15. Similarly the frequency
ratio of Dvisruti-Risabha will be found to
be 1/1X16/15=16/15, that of Dvisrati.
Dhaivata, the fifth note therefrom, will be
found to be 16/15x 3/2=8/5, that of Catuhs-
ruti-Risabha will be 1/1X9/8=9/8 and of
Catubsruti-Dhaivata, the fifth note thence,
9/8x 3/2=27/16. Lo
Further, every one will admit that ‘the
frequency ratio of Sadharana-Gandhara is
6/5 and of Antara-Gandhara 5/4. Hence it
follows that the frequency ratios of Kaisika-
Nisada and Kakali-Nisada, the fifth notes
respectively of those two notes, are
6/5%3/2=9/5 and 5/4x 3/2=15/8.

According to the time-honoured views
held by writers on Indian Musie, the fifth
note (Pancama) of the Madhyama.grama is
a Trisruti one and consequently Suddha-
Dhaivata of Sadja-grama is a Catuhsruti
one. Hence it follows that the frequency
ratio of Trisruti-Pancama, which may be
designated Tivratama-Madhyama, is 4/3x
10/9 or 5/3+9/8=40/27, and that of Dvisruti-
Pancama, which may be designated
Tivratara-Madhyama, 4/3 % 16/15=64/45.

In this connection it may be noted that
certain modern theorists fix the Tivra.
Madhyama and the Tivratara-Madhyama
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(relating to Pancama) respectively as the
fifth notes of Kaisika and Kakali Nisada
(relating ‘to Sadja). By adopting this
method- we get frequency ratio of Tivra-
Madhyama, the first of the four Srutis of
Pancama, as 9/5X3/4=27/20, and of Tivra-
tara-Madhyama, the second Sruti thereof,
as 15/8 X 3/4=45/32. Of the two ratios thus
obtained, even though 45/32 may, in a way,
be taken ‘to determine Tivra-Madhyama,
the other ratio of 27/20 cannot by any means
be considered as acceptable. On the other
hand, that these ratios correspond to those
of Risabha is borne out by Venkata-makhin
who says ‘gEaWa A JUST AquEaar.
By adopting this process we arrive at
the conclusion, that the frequency ratio of
Tivratara-Madhyama, which is the second
Sruti of Pancama, is 16/15x 4/3=64/45 and
of Tivratama-Madhyama, the third Sruti of
Pancama, is 10/9 X 4/3=40/27.

. Further, these modern theorists start from
Antara-Gandhara as their basis, in finding
the measure of Ekasruti and thence fix the
Antara-Gandbhara of the same and arrive
at the frequency ratio of 5/4X5/4=25/16,
which turns to be that of Ekasruti-Dhaivata
and arrive at 25/16+3/2=25/24 as the
fneasure of Ekasruti. According to their
calculation, the frequencyratios of Ekasruti-
risaba, cyutamadhyamagandhara ‘tivraT
tam;i madhyma, Ekasruti Dhaivata and
Cyutasadja-Nisada will respectively be
11X 25/24=25/24, 4/3+25[24= 3225, 32+
25/24=36(25, 3/2X%25/24=25/16 and 2/1+
25/24=48/25

But if we follow the method enunciated
by the author of Sangita-parijata, when hé
says ‘SEAULW WA weEifamia W
and start from 40/27, the frequency ratio
of Trisruti Pancama, and procead

according to his Sadja-Pahcama-bhava

method, we will obtain 10/9 as the frequency: -
ratio of Suddha-Risabha and thence 5/3 as,

the ratio K of Suddha-Dhaivata and arrive

similarly at the following results :-—Antara.:

Gandhara-5/4; Kakali-Nisada—15/8; Tivra-

Madhyama—45/32 or 1024/729 which is a

little. lower but very mnearly equivalent

thereto ; Ekasruti-Risabha—256/243; Eka-

sruti-Dhaivata—128/81; Suddha-Gandhara

—32/27; Suddha-Nisada—16/9; Suddha-

Madhyama—4/3 ; Suddha-Sadja—1/1 or 2/1;

Suddha-Pancama—3/2; Catuhsruti-Risbha

—9/8; Catuhsruti-Dhaivata—27/16; Cyu-,
tamadhyama-Gandhara—81/64 ; Cyutasadja-.
Nisada-—243(128; Tivratara-Madhyama—

64/45 or 729/512, which is a little higher but

very nearly equivalent thereto; Dvisruti-

Risabha—16/15; Dvisrati-Dhaivata—8/5 ;

Sadbarana-Gandhara—6/5; and Xaisika-

Nisada—9/5.

Now, if, to the seventeen Sruti-Sthanas
(ratios) we add the -following five viz,,
Ekasruti-Risabha, which has its ratio 1/1x
256/243=256/243 obtained by adopting
256/243 (and not 25/24 of the modern the-
orists referred to supra) as our measure for
Ekasruti, Cyutamadhyama-Gandhara with
its ratio of 4/3 + 256/243=81/64, Tivra-Madk-
yama with itsratio of 4/3 X 256/243 = 102 1/729,
Ekasruti-Dhaivata with its ratio of 3/2x
256/243=128/81, and Cyutasadja-Nisada
with its ratio of 2/1+256/243/=243/128, we
get the ratios of twenty two Srutis. By
adopting 25/24 as the measure of Ekasruti
we obtain as the frequency ratios of the
latter five 25/24, 32/25,25/18, 25/16 and 4825,

From actual observation in vocal music
or in playing on stringed musical instru-
ments, such as the Vina, one may occé,:siim
nally note in the same Raga, varying
frequency ratios for the same Svaras,
during Archana and Avarohana, while ﬁey
are shortened in contiguity with ofher
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Svaras. The Risabha and Gandhara notes
of Todi may be cited as instances in point,

Starting on the basis of the twenty-two
Srutis arrived at according to the calcula-
tions set forth above, if we try to note the
functions of the Svaras, from Ekasruti-
Risabha to Tivratama-Madhyama, in the
several Ragas, one may not be confronted
with any difficulty in dealing with the
remaining Svaras and their functions in the
several Ragas: In this connection the
author of this short note may cite the
considered opinion, arrived at after labori-
ous research, of the late lamented
Brahmasri Pancapagesa Bhagavatar of
Tanjore with whom he collaborated for the
purpose, and which may be summarised as
follows ;:—

Names of Svaras. Ragas.

5 Ekasruti-Risabha Gaula.

6 Dvisruti-Risabha Mayamalava-gaula,

7 Suddha-Risabha Bhairavi.

8 Catuhsruti-Risabha Sankarabharana.

9 Suddha-Gandhara Bhairavi and
Kharaharapriya.

No. Symbols. Names of Svaras.

S Suddha-Sadja

R1 Ekasruti-Risabha

R2 Dvisruti-Risabha

R3 Suddha-Risabha

R4 Chatuhsruti-Risabha

Gl Suddha-Gandhara

10 G2 Sadharana-Gandhara

11 G3 Antara-Gandhara «
12 G4 Cyutamadhyama-Gandhar
13 M1 Suddha-Madhyama

14 M2 Tivra-Madhyama

15 M3 Tivratara-Madhyama

16 M4 Tivratama-Madhyama

17 P Suddha-Pancama

18 D1 Ekasruti-Dbhaivata

19 D2 Dvisruti-Dhaivata

20 D3 Suddha-Dhaivatia

21 D4 Catuhsruti-Dhaivata

0O ~T O T

Names of Svaras, Ragas,

10 Sadharana-Gandhara Saveri,
11 Antara-Gandhara Jhanjhoti and
Kambhoji,
12 Cyutamadhyama-
Gandhara
14 Tivra-Madhyama

Saurastra,
Byakata, Gaulij-
pantu and Ha-

. mir Kalyani.
15 Tivratara-Madhyama Kalyani.

16 Tivratama-Madhyama Varali,

Lovers of Indian Music who want to
pursue the question of twenty.two Srutis
are referred to the several notes contributed
by the author of this note to the Tanjore
Sangitavidya-mahajana-Sangha Annual
Conferences between May 1912 and Qctober

1914 and which are printed with the reports
of those conferences.

The table appended to this note will serve
further to elucidate the views set forth

above as distinguished from those of others
on the same subject.

Fre.quenCy ratios according to
Sast_ra_.lc the author's others’
tradition.  calculations. caleulations,

11 1/1 11
256/243 25/24 25/24
16/15 16/15 16/15

10/9 10/9 10/9

9/8 9/8 9/8
32/27 32/27 32/27

6/5 6/5 6/5

5/4 5/4 5/4
81/64 32/25 32/25

4(3 43 4/3
1204/729 25/18 27/20
64(45 64/45 45/32
40/27 40/27 36/25

8/2 3/2 32
128/81 25/16 25/16

8/5 8/5 85

. 5(3 5/3 5/3
. 16 27/16 27[16
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22 N1 Suddha-Nisada 16/9 16/19 16/9
1 N2 Kaisika-Nisada 9/5 9;5 9;5
2 N3 Kakali-Nisada 15/8 15/8 15/8
3 N4 Cyutasadja-Nisada 243/128 48/25 48/25
4 S Suddha-Saja 2/1 21 2/1 .
MELADHIKARA-LAKSHANA

A CRITICAL REVIEW

BY

MR. T. L. VENKATARAMA IYER, B.A., B.L.

This is a rare treatise on Music, rare not
merely because it is not easily available to
the general reader, but also because its
contents are altogether different from those
of the other standard works on Music.
There is a copy of it in the Tanjore Palace
Library, Manuscript No. 11604, and so far
as I have been able to -enquire there is no
other copy of it to be found anywhere else.
This is all the more regrettable as the
Tanjore Manuscript is imperfect and does
not contain the whole work. But the work
appears to have enjoyed considerable repu-
tation and some authority, and a close study
of it reveals some original traits, which are
gsufficient to redeem it from oblivian.

It was my idea originally to translate the
entire treatise but on going through the
whole of the manuscript 1 have come to the
conclusion that it will be sufficient if I give
an idea of its contents now, leaving the
work of translation to wait until a complete
manusocript is available.

The name of the author of the work is not
known. The manuscript does not mention
it. Tradition is also silent on it. The date
of the author is also likewise unknown.
But there are features from which we can
approximately fix the date of the composi-
¢ion. The work follows the Karnataka-
system of Music in the classification of

Ragas and not the northern system. It may
be necessary for this purpose to state how
the two system differ in the matter of the
classification of Ragas. The northern sys.
tem divides Ragas into Purusha Ragas,
Bharya Ragivis and so forth. In the Carnatic
system Ragas are classified according to
the different scales of the component notes.
The value of the swaras is the
basis on which the Carnatie system
classifies its ragas. This differentiation
seems to be now about thousand years old.:

Thus, though the Carnatic system, with
its distinctive features, is fairly old, the
classification of the Ragas into 72 Mela.
karthas and their Janya-ragas does not
appear to be older than the 17th century,
It is said that Govinda Dikshitar was the
person who first invented that system, and
the present names of the 72 melas
were really given by him. His work San.
githa-sudhanidhi is not available and there-
fore, the extent of Govinda Dikshitar's
contribution must be a matter of unocerta-
nity. Sangita-sudha of Raghunatha Naick
of Tanjore copies of which are, however,
available is a valuable work and in the
preparation thereof it is not unlikely that
the author derived considerable help from
Govinda Dikshitar. What we do know js
that Venkata Makhi the illustrious son of
Govinda Dikshitar, wrote about 1660 A, &
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work called Chatur-dandi-Prakasika where-
in he propounded the theory of 72 melas
scientifically, The names by which he
distinguished them have not been adopted,
but otherwise the Carnatic music to-day is
not much different from what it was in the
days of Venkata Makhi. In a word his sys-
tem has since ruled without question.

Now if we take Maladhikara-lakshana
it is obviously later than Chatur-dandi-
Prakasika. Theauthor takes the system of
Venkata Makhi and simply enlarges it. It
was intended by this work to make a further
advance on the system of Chathur-dandi-
Prakasika, as will be clear at the conclu-
sion of this article.

It appears to me that the author delibera-
tely took up the challenge of Venkatamakhi
that even god Siva could not add to the 72
melas. “q f& THTX A@SIFATSI ATAN”.
It is further not improbable that the very
idea of 24 srutis which the author adopts
was suggested by the Lakshana Githa of
Venkatamakhi for the Raga Gundakriya
inthe 15th mela, where the author enumera-
ates the 72 melas and adds that the srutis
are 24, The innovation made by the author
of the Meladhikara-lakshana is to adopt
the 24 srutis, and make them swarasthanas,
and build up a system of melakarthas
altogether different from the one adopted by
Venkatamakhi.

From the very nature of the treatise,
I am of opinion that it is a compara-
tively recent work, not earlier than the
18th century.

The chief feature of this work lies in this
that it classifies the swarasthanas into 24,
instead of twelve of Venkatamakhi. The
following chart will explain the scheme of
Venkatamakhi: "

(1) Shadja
(2) Shuddha Rishabha

|
(3) Chatusruti Rishabha==
Shuddhagandhara

l
{4) Shatsruti Rishabha=
Sadharana Gandhara

(5) Anthara Gandhara
(6) Shuddhamadhyama

(7) Pratin?adhyama

(8) Panchama
(9) Shuddha Dhaivata

|
(10) Chatusruti Dhaivata=
Shuddha WNishada

|
(11) Shatsruti Dhaivata==
Kaisika Nishada

|
(12) Kakali Nishada

The point to be noticed about this scheme
is that with these twelve sthanas, alloting
two for Ri, Ga, Ma, Dha, and Ni, we can
have only 32 melas in all; and in fact that
position has been taken by some of the
musicians of the present day. But Venkata
Makhi intended to provide for both the Ris,
or Gas, or Dhas, or Nis, occurring in the
same mela and so he classified the samao
sthana both as Ri, Ga ; and as Dha or Ni.
Thus we get shuddhagandhara Shatsruti
Rishabha,shuddha-Nishada chatusrati Dhai-
vata. Thus the seventy-two melas are
made up. ’

The position taken up by the author of
the Meladhikara-lakshana is this. The
swarasthanas are twenty four and not
twelve. On that principle he has worked

-out the scheme with the result that each

chakra contains 34 Ragas instead of § in
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‘the system of Venkatmakhi and there are

34 chakras in the Shuddha-madhyama group
instead of 6 chakras as in Chathur-dandi-
Prakasika. Unfortunately, the manuscript
breaks off with the 31st chakra with the
names of the first two melas therein, and so
even the Shuddha-wmadhyama group is in-
complete. This is a matter for regret as it
leaves us with a guess as to how the author
dealt with the Madhyamas. It appearsto
me to be plain from to general scheme of
the work that it was intended to mark four
madhyamas and not merely two and their
names were shuddha-madhyama, aprati-
madhyama, Paratismadhyama, chyutha-
panchama madhyama. It must further be
that there were 34 chakras in each of the
four madhyamas, thus making up a total of
136 chakras or 4624 mela karthas.

The following chart will elucidate the
position i—

(1) Shadja.
(2) Prati-Shuc}da Rishabha.
(3) Shudda-Rishabha.

(4) Prati-Chatusruti Rishabha=
Prati-Shuddhagandhara.

(6) Chatusruti Rishabha=
Shudda Gandhara.

|
(6) Prati-Shatsruti Rishabha=
Prati-Sadharana gandhara.

(7) Shatsruti Rishabha=
Sadharana gandhara.

(8) Pratyantara Rishabha=
Pratyantara gandhara.

(9) Antharal.-gandhara.

(10) Chyuta-mad}lyama-gandhara.

(11) Shudda-madhyaina.
(12) A-pl'ati\madhyama.
(13) Pratinlladhyama.
(14) Chyuta-madh‘lyama-Panchama.

(15) Panchama.
(16) Prati Shuddha Dhaivata.
* (17) Shuddha-Dhaivata.

(18) Prati-chatusruti=Dhaivatha=
Prati-shudda Nishada.

(19) Chatusruti Dhaivata=
Shuddha Nishada.

(20) Prati-Shatsruti Dhaivata=s
Pratikaisika Nishada.

|
(21) Shatsruti Dhaivata=ZXaisika Nishada.

l
(22) Prati-kakali Dhaivata=
Prati kakali Nishada.

|
(23) Kakali Nishada.

(24) Chyuta Shadja Nishada.

I shall presently explain the arrange-
ment of melas., As in the system of
Venkatamakhi, in the same chakra, Risha-
bha and Gandhara are unchanged. Only
the Dhaivata and Nishada are changed.
In the chart it will be seen that following
Venkatamakhi the author has given te
several Swara-Sthanas hoth a Ri and a
(Ga notation; or & Dha and a Ni notation.
Rdshabbha extends from sthanas 2 to 8:
Gandhara extends from sthanas 4 to 10;
Dhaivata extends from sthanas 16 to 22:
and Nishada from Sthanas 18 to 24. It will
be noticed that swarasthanas overlap.
The author has adopted the idea of Venka.
tamakhi and elaborated it thus: In each
chakra only the Dha and Ni vary.In the first
seven melas in a chakra the Dha  is
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“ g EHTa ” (No. 16) the nishadas being
respectively srfagaf?imq, g%ﬁ’f'ﬂi’,
GEREIREATE, HRURRATE, SfARURREH-

q1%, FIR(GATE, and  STATIAETE (Nos.
18 to 24). The next seven melas begin with

“sTgNTA 7 (No. 17) the nishadas being
respectively Nos. 18 to 24. Melas Nos.
15 to 20 bear ““ AFATFAFIATA”  (Nos. 18)
and the Nishadas are respectively Nos.
19 to 24. It will be noticed that in this
group there are six melas, and not seven as
in the two previous groups, because the
basic Dhaivata for this group is sthana
No. 18 which is also a Prati-shudda Nishada
sthana ; so in the Nishada group of 7 one is
lost to Dhaivata. Thus it will be seen that
as Dha successively rises up to Sthana
No. 22, the Nishada combinations decrease.
‘Then we come to melas No. 21 to 25. Here
the basic Dha is chatusruti (No. 19) and
Nishadas Nos. 20 to 24 constitute
the respective variants. Then in melas
Nos. 26 to 29 the Dhaivata is No. 20
“gfaz gf%maa and the Nishadas are
respectively No. 21 to24. In melas Nos.
30 to 32 the Dhaivata is No. 21, Shats-
_}uthi Dhaivata; and the Nishadas are
Nos. 22 to 24. Finally in melas Nos. 33 and
34 the DhaisNo.22,” gfqwmwfsdaad “and
the Nishadas are respectively No. 23 and
24. Thus the chakra is complele with 34
melas. The relative position occupied by
the Dhaivatas and Nishadas are the same
in all the chakras. While the chakras
differ among themselves as regards Ri and
Cta, the relative position of Dha and Ni in
any mela in any chakra is the same as
those of the corresponding mela of any other
ohakra. Thus the Dha and Ni will be the
game in melas Nos. 1, 35,69 and so forth; so
also the Dha and. Ni in Nos. 2,. 36, and 70
willb 1dentlcal and so-forth.

We must next take up the position of Ri
and Ga in the various chakras. I have
stated, that for each chakra Ri and Ga are
fixed ; and I have also stated that there are
34 chakras for the shuddha-madhyama
group. This number of 34 for chakras is
deduced in a manner similar to the number
of 34 melas in a chakra, already explained.
In the first seven chakras the Rishabha is
g%@?{ (No. 2), only the Gandharas vary

from gfdgggararT (No, 4) to “ sganean-
AT’ (No. 10) In chakras Nos. 8 to 14,

the Rishabha is " Y7

“No. 3 and the gandharas vary respec-
tively from Nos. 4 to 10, Chakras 15 to 20
have prati-Chatusruti Rishabha No. 4 in
Common, the Gandharas changing from
Nos. 5 to 10, Chakras 21 to 25 bear chatu-
stuti Rishabha (No. 5) the Gandharas vary-
ing from Nos. 6 to 10. In chakras Nos. 26

to 29 the Rishabha is, “ m{%ﬁ{ ¥ No. 6
and the gandharas vary from Nos, 7 to 1v.
In chakras 30 to 32 the Ri is shatshruti
No.7and Ga is Nos.8 to 10. Finally in
chakras 33 to 34 we have for instance the
Pratyantara Gandhra (No. 8) and Pratikakali
Nishada (No. 22), which are the exira notes
to be found in certain sancharas in Saveri.
For the chakras 32 and 33, the Rishabha
is “ A*GT WA (No. 8) and the Gandha-

ras are respectively Nos. (9) and (10). Thus
34 chakras are made up. -

As T have already observed, the manus-
cript breaks of at the beginning of the 31st
chakra. But there can be no doubt that
the constitution of the other chakras must
be as set out here. In thesthana No. 8 we
have not got the swara-name but on the
analogy of sthana No, 22, I think that the

Ri should be called ¢ qeq+aL mﬂq i Like-
wise the names of sthanas Nos. 12, 13, & 14
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ate not available in the. portion of the

manuscript. No. 13. is retained in its

original name like sthanas Nos. 3, 5, 7,9

and so forth. No. 14 is named after the ana-
logy of No. 24. There remains No. 12 for
which it is probable that the name of
A-pratimadhyama was given. With the frag-
ment of the manuscript now in our posses-

'sion, it is possible only to reconstruct the
scheme as above.

The main feature of this scheme is, as
will be apparent, the bifurcation of the
twelve swarasthanas as ordinarily accepted.
Between each interval, there is one more
sthana interposed, thus yielding 24 sthanas.
The question at once arises as to whether

‘the author was right in adopting twenty-

four srutis, as he undoubtedly does. Itis

‘beyond the scope of this article to enter

upon this vexed question fully. But

‘the point to be observed is that in

practice all the 24 srutis are in vogue.

‘It can be easily demonstrated that

‘the 24 srutis are actually in use, and there-
fore ouglt to be scientifically recognised,

_and the merit of the present work appears
to me to lie in having done this.-

It may be asked at this stage as to why
each Swarasthana should be divided into

two, and why not into four or eight, and it .

may be said with considerable force that
eVery wbratlon can be regarded as a sruti,

‘and this we can have endless mela-karthas.

Chatura-Kahnatha, in his commentary
on the Ratnakara quotes the following
apposite verses as from Kohala :i—

« grfenfasfrgaecha, s gﬁ:ﬁﬁ
Srgan:) Seufelie: qg%%qrm,wmfﬂﬁ
g sframafa 1 ” and

“ g X sgeitat =t gaata faka |
T eafafarRiamon, RA ARy

While there is considerable force in this

reasoning it must be conceded tha}: the
progress of musical science has been in the

line of an increasing evolution of srutis.
From the sapta-swaras which originally
took probably the ‘karaharapria notes, we
have the evolution of the twelve swaras-
thanas; and it is only natural that further
developments should be in the direction of
evolving more srutis. And if the music as
actually in vogue has outgrown the 22
srutis and requires a more amplified classifi-
cation it is but legifimate that science
should respoud. Only it must be understood
that the srutis should have a distinctness,
which will be capable of being appreciated
by the ear, and reproduced by the
voice, with adequate training. Further it
must be also remembered that they
should not be mere artificial points falling
right in the middle of the swarathanas,
without reference to melody. But if the

‘new notes are actually in use and are

melodious- there is no reason why '_'the.y
should not be recognised.

I shall quote what Kallinatha says on‘thls
point :— ERNIN Y

ey wamTIE ﬁﬁ&mﬁ!
SETEITEA, AEYATI; TG, AR
MATUGGSA AFATAA sratasar ar adi&
e TSRO TATAT; . ST
| WA SahEaRageTTE, segf-
R

" “In my opinion, therefore, a case has been

" made out for the recognition of the 24 srutis

and the merit of Meladhikharalakshna
lies in furnishing the scheme_.
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But it is a matter for resret that the
author has not chosen to emunicate the
principles on which his system is founded.
He merely gives the names of the additional
notes in describing the various melas with-
out any explanation and gives a catalogue of
the names of the various melas. The names
- of the melas which form part of the 72 sys-
tem as it prevails now, are adopted and it is
noteworthy that those names are not those
given by Venkatamakhi in his Chaturdandi
Prakasika but the names which are actually
in use, and which were probably given by
Govinda Dikshitar. As regards melas
other than these 72, the author freely gives
names according to his own faney. Thus
the names of over 1,000 melas are to be
found in the fragment of the manuscript
which we have got. It would have been
more useful if the author had taken up the
various Ragas which are in actual vogue,
and determined which of the twenty four
grutis they take, Thus a Raga like Saveri
might have been taken, and it might have
been shown that its “Ga” is not No. (9) but
possibly (8) in his chart, and its ‘NI' is
not No. (23) but possibly be (22) therein.
The work has lost much of its practical
utility by reason of the fact that the
author has not illustrated his system with
the actual Ragas which are in use.

The author does not give any lakshana
githa for his melas as Venkatamakhi
does. It would have been better if
Venkatamakhi’s example had been followed
‘in this respect, because then we would have
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had the melas and their Janya ragas with
all their Lakshanas.

In my opinion the work as it stands is of
comparatively little practical value but the
idea is there and it would he useful to work
it oun proper lines.

Before concluding, [ shall translate the
opening portion of the work so that one may
form an idea of its general characteristics.

SALUTATIONS TO SRIGANESA
MELADHIKARA
Victory To Rama
Meladhikara Lalkshana.

L. The first mela is called “ Adi" and
its features will be mentioned. Rishabha
is Pratisuddha, Gandhara is Pratishuddha.
The Madhyamaand Panchama are Shuddha.
The Nishada is styled Pratishuddha. These
(swaras) are (reckoned) in order from
Shuddha shadja. Shadja is the graha,

Nyasa and Amsa and this is a Sampurna-
mela.

.

2. The second mela is called “Suguna "
and its form is here mentioned. The
Madhyama, Panchama, Nishada, and shadja
are shuddha swaras. The other swaras are
prati-shuddakas. Shadja is graha, Nyasa
and Amsa, and it is a Rampurna-mela.”

It only remains to add that the Sanskrit
of the author is not of a high order and the
manuscript has made him worse,

o

Lad

. origin.
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India is perhaps the one country in the
world, wherein we come across innumer-
able varieties of musical instruments.
There are at least a five hundred of them,
each with a distinct name, shape, construc-
tion, technique and quality of tone. The
varieties are thoroughly representative of
the stringed, wind and percussion groups.
Many western instruments are of eastern
Instruments, in which’ it was not
possible to produce the ‘gamakas’ (graces
or embelishments) by any amount of skill
on the part of the performer fell into disuse
long ago. The ‘gamakas’ are the life and
soul of Indian Music, and in the words of a
classic writer, ‘ Music without gamaka is
like a moonless night, a river without
water, a creeper without flowers.” The
practical disappearance of the Swaraman-
dala and the Harp in Southern India is to be
accounted for only in this way. The
swaramandala had a hundred strings and
was played by striking the strings with two
felt-covered sticks. This instrument was
the forerunner of the modern piano of the
west. From an archaeological specimen of
the 1st cent. B.C., preserved in the Madras
Museum, containing the harp, one can
conclude that the harp is one of the old
Indian Instruments. Since both the Swara-
mandala and the Harp were played on open
strings and there was no provision to stop
them, the production of gamakas became an
impossibility and their use came to be dis-
couraged. For the same reason key-board
instruments did not develop in India.

The average person in Southern India at
the present day, is perhaps familiar only

with the concert instruments like the Veena,
Rudra Veena (Bin), Sitar (also called
Sundari, the beautiful) Diruba, Sarangi,
*Gotuvadyam (MahanatakaVeena) Tambura
Gethu Vadyam, Flute, Jalatarangam, Mri-
dangam, Thabola and Baya, Dolak, Moursing
Kanjeera, Nagaswaram, Mukhavina (Indian
Oboe) Otthu, Thavil (Dhol) Jalra (Cymbals)
and Chipla (Castanets). The credit of
having popularised for concert purposes,
the following instruments goes to the per-
sons mentioned against them:—

Balasaraswati ... Jagannatha Bhutgo-
(Mayuri or swamy of Tanjore.
Tawoos)

Gotuvadyam ... Gotuvadyam

Srinivasa Rao

Swarabath ... Swarabath Krishnier

* T have omitted to mention the Violin here
because it is a western instrument. It was
brought to Southern India, just over a century
ago by an Italian. The instrument soon attrac-
ted the attention of the South Indian Musicians.
Bowed instruments are not however foreign to
Indian Music. Rabanastra mentioned in the old
treatises, is only a bowed instruments. The
Violin was soon adapted to the needs of Karna-
tic Music and its possibilities were demonstrated
by a successive line of musicians like Vadivel
Naittuvanar, Fiddle Ponnuswamy, Fiddle Subba-
rayar, Narayanaswams Pillai of Shiyali, Maha-
deva Iyer of Malabar, Terukodikaval Krishnier,
Narayanaswami Iyer of Pudukota and Karer
Devudu Iyer. Note that the Violin is tuned in
5ths and 4ths here and not in Sths only as. in
‘Western Music.
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(Swaragath how-
ever seems to be
the more correct

name)
Flute ... Sarabha Sastrigal
Ghatam ... Polagam Chidambara
Iyer
Sarinda ... Sarinda Naidu
Dolak ... Dolak Nannu Mia
Kanjeera .. Mamundia Pillaj

But there are countless varieties of instru-
ments of absorbing interest used in temple
rituals, religious music, royal processions,
the establishments of Princes and Hoads of
Mutts, rural parts and martial musie,
The instruments used by the wandering
mendicants, jugglers and gipsies are also
of interest. In this article, T shall deal
with a few of the more prominent varieties
of this class of instruments.

TEMPLES :

Stringed Instruments were rarely used
in temple rituals for the simple reason that
their tonal volume dwindled into nothing
when played along with the wind and per-
cussion instruments. The temple instru-
ments were used on the oceasion of temple
services and the processions of the Deity. In
soma institutions like the local Sri Kanyaka
Parameswari Temple in George Town and
the famous Shrine at Kunrakudy, bands
of musicians, consisting of a vocalist, a
violinist, a vaineeka, a mridangam player,
a tambura player and a person for keeping
time are engaged to give music on specia)
festive occasions. These musicians are
either paid monthly salaries or are given
inams of temple lands in lieu of their
services.

"The Indian band of “wind-instruments,
drums, cymbals etc, is called a Melam,

Tlfe Melam in which the nagaswaram is the
principal instrument is known as Peria-
?nalmn or Peddamelam, This Periamelam
18 popularly known at the present day as
the Tanjore Band. Besides the Nagas-
waram (there are generally two players)
the Ofthu (drone) Thami (drum) Talam
(cymbals) and sometimes Sanfhu (conch)are
alsoincluded in the Periamelam. The nagas.
waram (called also as Naganam srwend)
18 an ideal musical instrument in every
sense of the term and within recent memory
there have lived adepts in the instrument
who have demonstrated its tremendous
possibilities. The Bar and the Timure
are the two varietios of the instrument.
Every temple in  Southern India,
whether rich or poor has
P.eria.melam in its establishment. On a still
night, the nagaswaram could be heard for
a distance of more than a mile. The conch

is sometimes used to play the jatis. The

Periamelam is also heard at weddings,
royal processions and other fostivities

Contrasted  with the Perinmelam is
the Chinnamelam, which is the Nautch
Party consisting of the dancing woman, and
male musicians who play at the back, the
Sruti Upanga (a kind of bag-pipe which
serves as tLe drone) the flute, (now substi-
tuted by the western clarionet) Mardalam
and Tala. The dancing woman wears on
her legs ankie-bells (Gejjam, or Qajjai
.K.'z'nkz'ni or &wr®@enf) and Silambu (hollow
<':1rc\\1ar rings of silver with metal pieces
inside) both of which give a sweet tinkling
sound a8 the dancer moves to and fro. The
tala.t'n used in the Chinnamelam consists of
a pair of small basin cymba)g of bell-metal.

- This kind of talam is also used in Thevara

Bhajana Parties anqd in Harikathas. In
larger bands,. where more ‘than the usdal
number of instrumentalists take part, . &

invariably a
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pair of cymbals larger than the ordinary
variety, known as./hanj is used.

The Mukhavina (known as Alguja in the
north) is a miniature nagaswaram and has
nothing to do with the Veena, as its name
is likely to suggest, This instrument is
played in temples to the accompaniment of
a drone and Maddalam on the occasion of
certain minor services, late in the mnights.
Those who have heard the Mukhavina
music on such occasions, will bear testi-
mony to its soft, soothing and pleasant
effect. Dhanki is a small side-drum used
as an accompaniment to Mukhavina.

"The large metallic cymbals of bell-metal

used in temples is known as Brakma Talam.
Tt is probably Brihatalam.

The metallic horns that precede the
temple processions are of various kinds and
could be heard at long distances. They are
either of brass or copper. Rajahs and
noblemen of rank used to have in their
establishments horns made of silver and
drams, the shell of which was of bell-metal.
Two large silver-horns which formed part
of the paraphernalia of the Maharatta
Rajahs of Tanjore are still to be seen
in the Tanjore Fort. The curved horn
known as Kombu (called S’ringa in the
north) consists of four or five tubes fitting
into one another. They are either crescent-
shaped or S. Shaped. The Kalam, Ekkalam
Gaurikalam and Tutari are other types of
horns. Tiruchinnam is the name given to
two thin brass trumpets each of about
214 feet in length. Siruchinnam is a smaller
variety of the same.

Of the avanaddha (skin-covered) vadyas
used in temple processions, the Damarum
is the conical drum (a pair generally)

7

placed on a builock and struck with two
sticks.. The Raja vadyam (large tambourine)
and the Pot-drum precede the procession.
Following the Deity is a- huge kettle-drum
placed on a carriage and drawn by a man!
This is known as Nagare and it is generally
from 214 to 3 feet in diameter. It is covered
with hide and beaten with two curved
sticks. Sometimes the nagara is carried
on an elepbant. Frequently the approach
of temple processions is announced earlier
in the day by a person who passes through
the mada streets beating the Tamuku
(#@4 &) and loudly proclaiming the appro-
ach of the vprocession, cautioning the
devotees to be ready with the uisual offer.
ings. The Sannadhol (swerer @ aev) or the
Othai kottu (2sesé @s1.@) i{s the name
given to the drum preceding the Soolapani
procession. The sannadhol is alsc used in’
the temple natanam or dance. The Gongs
and Bells (Ghantamani) are in use in all the
temples., Vandiyam, Suddha Mdddalam
Dhanka (the two conical drums on horse-
back) Dekki and, Panchamukham (five.
faced drum) are other rare drums found
in certain old shrines in Southern'
India. The Udal (=) is a long eylindri-
cal drum used on special ceremonial
occasions. The Tiruttani Shrine has a
good specimen. Tt may be of interest to
note that when the ancestors of Syama
Sastri, the great composer, left Kanchi with,
Bangaru Kamakshi, they carefully conceal-
ed the temple riches and jewels in the temple
Udal for fear of the wayside marauding
plunderers and started on their journey.
Idakkai (@-éas) is a large double-headed
drum used in Malabar. Idakkai Melam
(@-sems Guerd), another: variety, is: also
known as Thirigai (§Aee), In some old
shrines the practice-of sounding the thiftys
two time-honoured iustraments of the wind
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and percussion groups on the occasion of
temple services, continues even now,

In Mariamman Temple and in the
temples of Village Deities, the chief
avanaddha vadyas used are the Udukkai
(é@a’imf), Davandai  (gaswmesc ),  Pambai
(vdeow) and Thappattai ($dule.), The
Udukkai is a small hour-glass shaped
drum. The name is probably derived from
the sanskrit Dhikke denoting a similar
instrument. In Tamil, it is known as 7'udi
(&%) and Idai Surungu Parai (Qav FBEG
vap) on account of its peculiar shape,
Davandai is a larger Udukkai, but the skin
is different. Further, Udukkai is played
with the right-hand fingers but the Davan-
dai is played with a stick. Pambai is a
pair of cylindrical drums played with two
sticks, The Sooryapirai (shaped like the sun
i.e. circular) and the Chandra Pirai {shaped
like the crescent-moon) are two small
percussion instruments. They are tied on
to the forehead and played with a stick.

The Sankhu (conch), Bhuri (a small trum-
pet), Kombu, Veynkuzhal (G vimgype) a long
joint flute and crude Nagaswaras are the
other wind-instruments used in such
temples. The time is kept with rude
cymbals made of iron,

The Dandai (s@weL) is an oval-shaped
hollow ring of about an inch in thickness,
jnside which there are thin metal pieces. A
pair of them, one in each hand, is held bet-
ween the fingers and moved to and fro. This
instrument is seen in a Karagam Proces-
sion,

I3

The Damoaru, the instrument associated
with Lord Siva, the instrument in the
Sacred Hands of Sri Nataraja, is like
Udukkai in shape, but has a string with a

knot or pea at the end, which strikes against

the two faces alternately when moved to
and fro,

RURAL PARTS:

With the exception of the Kinnaram
(cocoanut-shell ektar played by a simple
bow of horse-bair), Veena Kunju and the
Pulluvankudam of Malabar, we do not
generally come across stringed instruments
in rural parts. The string in the two latter
instruments consists of crude twine or fibre.
Bamboo flutes of the Murali, Kuzhal (Swe,
the ordinary- flute), Veynkuzhal (Caigype,
joint flute) and Flageolot types are very
common. A kind of reed instrument called
Kural, besides the usual rustic drums and
metallic horns, is also seen. Kanaka
Thappattai is a circular tambourine of iron,
covered with skin and is used by chucklers
at their festivals and marriage processions.
They have also a crude miniature
nagaswaram called Sekkili Nayanam-
Gajjakol, Villukottu, Kartal, Chittikai, and
other kinds of castanets and rude cym-
bals are also to be seen. The Kotas and
Savaras use large tambourines. The
sorcerers among the Veders and Kuruvars
of Travancore use an instrument in devil
worship known as the Kokkarg,

In former times, when there was no
powerful central government, innocent
villages were frequently exposed to the
tyranny of marauding robbers, By way of
protection, the villagers kept in the Village
Look-out, a huge kettie-drum known as
Bheri. At the sight of robbers at a distance,
the man keeping the watch beat the drum
loudly which awakened the people of the
village and they got ready to resist the
robbers’ attacks.

2!
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INSTRUMENTS USED BY WANDERING
MENDICANTS ETC.

Mendicants, Dasaris, Andis, jugglers,
Ballad-singers and Gipsies use peculiar
instruments. The Ektar and the Tuntina
are two common stringed instruments of
the drone class, used by beggars. Both of
them consist of only one string and the
resonators are simple and cheap. The
ballad-singers of the Andbra Desa, who
come singing the ‘ Bobbili Pata’ and other
historic songs use a crude tambura of four
strings. The Conch and the Thiruchinnam
are used by the Dasaris and Andis. The
Chakra Vadya (a small tambourine made of
iron and covered with skin), Kanjeera
Kinikittu  (conical drums) and Tikire
Kattai (castanets) and small cymbals are
used by some mendicants. As they have
to wander from place to place to eke out
their livelihood, they necessarily are forced
to resort to the easily portable instruments
like the ones mentioned above. The Pan-
darams, as also Dasaris, use a small bell-
metal gong known as Somakalam on account
of its being shaped like the moon. It is
beaten only with a stick of the caltrop
plant. They also use a small skin-covered
instrument known as Dasar: Thappatiai.
The Magudi or the Pungi is the snake-
charmer’s instrument, in which two pipes
are inserted at the bulbous end of a bottle-
gourd. One of the pipes has finger-holes
for playing the music, and the other pipe
gerves to give the drone note. The player
by blowing from the other end of the
gourd is able to play the music as well as
the drone at the same time. Budu-buduke
is a small hour-glass shaped drum having a
thread with a knot at the end, which strikes
against the two faces when rattled. This

is used by gypsies and jugglers. Karanat is

another instrument_used by the jugglers.

i

MARTIAL MUsSIC.

The principal avanaddha vadyas used
in martial music were the Dundubhi (very
large kettle-drum) Parai, Murasu, Bherigai,
Damari and Peria Vandiyam. The chief
wind instruments used were the Conch,
Tarai (grews), Kombu and other loud-sound-
ing horns,

I
The Heads of Mutts and,sdthe‘ t‘ual.

§
Gurus have also vanous ﬁln’ percus- \ i

sion instruments in t bir 7étabhshments
according to their rank.

azz"?

NAHABET.

ments, bands of professional
perform at stated hours of the or
night. This is found also in some importansé
shrines. This peculiar institution of
Indian Music is known as the Nahabet. It
is so called from the instrument of Nahahet
(the largest kettle-drum) associated with it.
The players usually sit in balconies over
the gateways of cities or palaces or in other
elevated places. Such places are known
as the Nahabet Khana. The music when
heard ata distance has a charm all its.
own. We learn from the * din-i-Akbari
that the Nahabet was held in great esteem
in the time of the Mogul Empire and that '
Emperor Akbar was even a performer. .
The performances of the Nahabet occupied
a prominent place in the daily palace
routine. A small Nahabet Party is even
now engaged in rich Indian mayriages and
they are seated on an ‘elevated place near
the entrance in accordance with custom.

# Qoe Blochmann’s translation of the same
Vol. 1. _ e



GHATA VADYA:*
BY

THE LATE GHATAM SUNDARA IYER OF UMAYALPURAM.

Many have been the works written and
followed in music from ancient times in our
country. Most of them contain elaborate
treatises on sruthis, swaras, Ragas and the
like. But only a few of them have dealt
with thala; and even in these few very little
is to be found about the origin, construction
ajnd method of playing the Mridangam,
Ghatam, Dolak, Kanjeera and the like ins-
truments intended to display Thala and its
elaboration. It goes without saying that of
these Mridangam is the best. Perhaps many
have written about it and know about it but
too well. I will only take up another of
these instruments namely Gthatam which I
have been practicing and deal with its
origin, the manner of handling it, the ex-
perts that practised it, and the variations
in the nature of the instrumeont in different
times. .

~Unlike some of the thala instruments
which are of recent origin, Ghatam ap-
pears to be one of the ancient instruements.
Mention is made of it in Sangeetharatna-
kara. Again unlike other instruments
Ghatam is said to be made of the 5 elements
of Nature as follows : Prithivi (earth) is mix-
ed with Appu (water) and made into a pot,
It is baked in Thejas (Fire). All pervading
Vayu.(air) is to be found in it also. As for
the 5th element Akasa (space) I need only
quote the ideas of ghatakasa and maha-
akasa mentloned in our Vedanta works. Ac-
cordmg to our shastras it is from this Akasa
that sound perceived by the 1st of our five
senses is produced That sound can be
produced even in substances made of clay

can be shown by another instrument
called Udduklku,

There have been some methods of playing
the instrument with the month of the pot
closed with leather or by the hand. Butl
must say that in my experience, the method
followed by the vidwans mentioned below,
which I have follwed, was found to be the
only one suited for high class art as dis-
played in a music concert—namely that of
pressing and adjusting the mouth of the pot
with the abdomen of the player.

SPECIAL FEATURES IN GHATA VADYAM

Though  time-measures, jatis, etc.
are the same in all thala instruments, there
is one special feature in Ghatam which is

not found in others. In other thala instru-

ments good and proper musical sounds can
be produced only in specified places by
specific methods of fingering. In Ghatam,
wherever and in whatever manner you
touch it, you can produce good musical
sound, as the material is not mere raw earth
(prithivi) but baked clay (Mrid).

" Moreover the instrument resembles the

earth in its globular shape. Just as the earth:

has got different climatic conditions from

the north pole to the south pole, the sound

differs in various places in between the two
poles of the pot. Just as all along the
Equator or in the same latitudes the same
climate prevails so also in the pot there is
the same kind of sound along the same latis
tudes. In other instruments some of the

fingers and the palm of the hand only are

* Translated from Tamil by Mr, E. Krishna Iyer, B.A., B.L.
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tsed. In Ghatam all the ter fingers of the
hand, their nails, the palms and wrists of
the hands are also used. Hence it is possi-
ble to produce in this instrument more
interesting varieties of sound than in the
other instruments. Further it is also feasi-
ble to develop and display thala in the
fastest kalas in such a manner that is not
ordinarily possible in other instruments.

All thala instruments are but accompani-
ments and unless a thala instrument is a
proper and fit musical instrument, it cannot
be an accompaniment. Otherwise instead of
being a pakka (wss) Vadyam (an accom-
paniment) it wil be considered a pakai
(ues) Vadyam (enimical or discordant
instrument). The purpose of a thala instru-
ment is to follow closely and embelish
the principal vocal or instrumental
music by producing suitable and resonant
musical sounds.

Considering the time-measure of an
average musical piece, I have already
mentioned that in this instrument, it is pos-
sible todevelop its variations in very fast
Kalas. It might be noted that the humkara
sound in'leather instruments, acts as it were
like a spring and adds a special resonance
and richness. This Aumkara sound is pro-
duced in different varieties in ghtam also
by adjusting the proportion of space
between the air inside the pot and that
outside at the mouth of the pot. All the
kinds of Aumkara that are played in instru-
ments like the Mridangam can be produced
in ghatam also, I have myself very often
shown by means of this Aumkara the 12
notes of an octave in relation to the adhara
sruthi of a music performance. . If only we
have the thambur instead of the harmonium
for the sruthi, everyone can distinctly hear
thé said notes, ' )

EXPERTS IN GHATA VADYAM.

Though Ghatam is an ancient instru-
ment, just like other ancient instruments,
it was brought to prominence only a few
decades ago. Though we do not know
very much about the earliest pioneers,
there were some experts whose fame has
been such that we cannot easily forget
them. .The first man to my knowledge who
developed the instrument so as to be an ac-
companiment in a music party was Vidwan
Chidambara Iyer of Polagam. He lived about
50 years ago. Even during his last days my
paternal uncle the late Narayana [yer of
Umayalpuram had attained high profici-
ency in this instrument, and began to dis-
play great skill and art in it. Chidambara
Iyer himself appears to have said after
hearing him play “I have developed this
instrument so as to make it fit for a music
concert. When I hear you I feel, that it
is left to you as the proper person to further
develop and advance it so as to give it a
prominent place worthy of the instru-
ment.” As a result of playing in a highly
refined and beautiful manner, in musical
concerts, the instrument in his hands was
very often included as an accompaniment to
such famous Vidwans as Maha Vaidyanatha
Iyer (Vocal), Saraba Sastri (Flute), Patnam
Subramania Iyer (Vocal), and Thirukodi-
kaval Krishna Iyer (Violin Solo). That is
snough to show that it was given an
honourable place among thala instruments,

The next important person who cu,ltl-
vated it, was Krishna Iyer of Palni. In h;s
days, in addition to the methods of play
followed by his predecessors he. dellghted
the audience by new and mterestmg ways
of playing. After him there . ha.ve been‘

many to practise this art. So far as,
I am concerned I have been followmg

)
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the methods of the carlicr vidwans in addi-
tion to some of the new ones of the late
Krishna Iyer.

VARIATIONS IN THE NATURE OF THE
INSTRUMENT,

In the days of Polagam Chidambara
Iyer no special pot appears to have
been made for purposes of music. The
players seem to have taken and made use
of any pot that was available in the locality
of the performance. This was not quite
satisfactory as sometimes four to five pots
used to crack during a performance. Though
my uncle Narayana ITyer followed in the
wake of his predecessors for some time, in
his later days, he began to have special
pots made in Panruti in South Arcot
District, with special instructions. Even
then, it was only occasionally and by
accident that the sruthi of the pot
agreed with the adhara sruthi of a
performance and there was no guarantee
for their agreement in most of the then per-
formances. It was the skilful and delight-
ful manner of playing, combined with close
knowledge of the various songs of a concert
and humility in keeping the instru-
ment strictly as an accompaniment, that
enabled the earlier plavers to earn the
regard of the public.

In my experience I found that the pots
made in Manamadura were much better
than those of Panruti in hardiness, durabi-
lity, and tonal value. Further in order
to make it more and more popular, I have
had made different varieties of pots so as
to suit the different sruthis of various

musicians. Mostly, the sruthi of the pot‘

would be the adhara sruthi of a performance
or its Panchama, Antharagandhara or Chatu-

sruthirishaba. By taking this precaution
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with regard to Sruthis the quality of
the performances was greatly enhanced.

There is one further thing that has to be
said. As the instrument is made of clay
and as in earlier years many a pot was
found to crack during a performance, there
may be a doubt whether it is safe to include
it in a performance. But do we not find
other instraments, occassionally even a
thambura or violin having its strings sud-
dently snapped, or the leather or other
material of a Kanjeera or a Mridanga
giving way? To go further, do we not
find the principal vocalist himself suddenly
losing his voice hopelessly ? These are
after all to be considered as unforseen
accidents. Moreover it is the experience of
experts, that, after attaining proficiency
they begin to enjoy their own play, when
they inwardly feel the niceties and delicacy
of the instrument and its handling. If one
has attained high proficiency in ghatam
playing there is no reason why any pot
should crack at all. I will even go to this
extent. (@ive me a pot cracked but not
broken, I will still ind out its strong and
resonant points and display all the beauties
of the instrument without in the Ileast
spoiling a concert, Now that I have caused
to be made pots of such special quality as
are strong, durable and resonant and
also  suitable to different sruthis, I
firmly believe that there is absolutely no
chance, by the Grace of God, of any of
them being made useless in a performance.
In conclusion I must say that thig instru.
ment cannot be successfully handled merely
with the knowledge of technique of music.
As one has to produce good and audible
musical sounds out of clay, one must have
the necessary health, physical strength and,
energy. He who practises it must a_l‘whyi"
keep fit. ’ R
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I would close by appealing to all those
who have instinet for and knowledge of
Thala and who want to practice Thala
instruments, to take up the instrument of
(Ghatam also and toadd to the pleasure of

a music performance by handling it proper-
ly as an accompaniment and thus to give
this ancient instrument an honourable
place worthy of it among accompani-
ments,

THE MUSIC OF SOUTH INDIA AND GOVINDA DIKSHITER

BY

MR. P. S. SUNDARAM AYYAR, B.A,, L.T.

At the time when all the things connec-
ted with the Indian culture are subjected
to serutiny, it is but proper that we should
handle South Indian Music as we have it

in practice. One has however to guard

oneself against the danger of the ‘ Spirit of
Reform’ riding roughshod over the accepted
truths long connected with the art, These
truths have, unfortunately been noted down
in Sanskrit, a language next to unknown
to the Modern University product in the
peculiar cercumstances of the System of
Education over which our own men have
absolutely no control,

Without digression, let me begin with an
apt quotation from Bekara Rama Amatya of
Vijayanagar, the author of Swvara-Melg-
Kalanidhi (written in 1550 A. D.). Bekara is
an abbreviation of Ubkayakara i.e., Vag-
Geyakaraka (a composer and Singer Combined
in ome)—a term commonly met with in
Sanskrit works on Music. The words of
Rama Amatya are highly valuable in that
they are the mature opinions of no abstract
theoriser but a practical musician., He has
bequeathed to us his immortal work, the
WRTHFITART. It was for reviewing this
work that the illustrious Venkata Makhin
wrote his agéﬁssmﬁm Rama Amatya
being a practical musician, has ably attemp-
ted to reconcile in his work the theory of
Music with practice—just as all the
authors of works on music have usually

done in their respective works. In the
passage that I propose to quote he has
declared that ‘a theory of Music, if enun.
ciated, should necessarily conform to the Music
facts found in practice.’

The passage reads asfollows:,

A FEAFUNT TFIT Gy |

Y FEATAM qeagrd 7 g )

TEATZEANTT TG TEqRArTHA |

TRARSET FErer T A wEy i

ATAIZEAAANT A ST )

Svara-Mela-Kalanidhi

Which means: “ Music has its theory :
and it has to abide by it...... But, in cases -
where the theory appears to be violated, it
is found that the sweetness suffers nothing
thereby, Practical musie, the basis, is
certainly more important than its theory.
Give it up for the sake of the theory: then
you lose the pleasant effect due to the art
side. Therefore it is, thatsweet music has
lived in this world as an art.”

This Statement by the author is an in-
valuable Guide to those that have to deal
with any discussion on Musie : iespecia]ly,
in these days when too much of theory— -
much more than quite necessary-—is seen
in the newspapers, lecture-halls and other
Pluces. Sometimes these new-fangled ideas
however deserving of congratulations for
their originality, are subversive of the cun
rent ideas of music that have been sanc-
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tioned by time-honoured practice and im-
memorial usage and have been handed
down to our generation through the pro-
fessional Gfuru parampara musicians. They
are unfortunately closetted in corners for
want of encouragement: but hold places of
honour in the world of music even in this
business-like sceptic world. Let me suhs-
tantiate by a few instances.
THE MELAKARTA

The Melakarta came into systematic
existence during the time of Raghunatha
Nayak's Minister, Govinda Dikshita and his
son, Venkata Malkhin has immortalised its
existence. The late Maka Vaidyanatha
Ayyar has left us his Melg-Raga-Malika in
"2 modes and has left his indelible
name and fame with wus. In the
face of these hard facts, it is a wonder
that the necessity for the very 72
modes has come to be publicly questioned
by the modern sceptic reformer for queer
individual reasons. {[I shall, in a separate
paper, deal with this question, as it is a big
subject by itself.]

That there are in practice twelve notes
(and half notes)in the Indian scale and no
more, from « cursary point of view, asg
noted down by Govinda Dikshita is a
matter of common knowledge to all those
that have a pretension to know Music.
The Vina, an instrument fixed with twelve
frets is a living monument to prove it. It
is the Raghunatha-Mela-Vina found in San-
gita Sudha of Govinda Dikshita. It says :—

ST HTPATT YT —
AFTEIN FATIAT 1|
Sangita Sudha.

Which means, “the third vina is the grand
Raghunatha-Mela-Vina.” It has to be stated
here that it was Govinda Dikshita that pro-
vided the Vina with the twelve frets: and
‘besides, it was he that modified and arranged

the Aroha Avaroha list of the Janaka-Ragas
and Janya-Ragas which is the valuable lite-
rary treasure in the library of every profes-
sional musician of the South even to day.

It is, therefore, the duty of every theo-
rist of South Indian Music to see that the
Melakarta is not tampered with., I am sure,
in that case the encouragement to the cause
of South Indian Musie, so loudly advocated,
would not be welcomed by the ‘Public
opinion’! The Melakarta is really the basis
needed for systematising the science of
music as it exists in practice. So far thus
about the Melakarta.

TWENTY-TWO SRUTIS.

The next important subject is the twenty-
two Srutis. That Raga-singing is peculiar to
Scuth Indian Music is a fact known to all.
What is Rage? Raga has been defined
thus :- -

THF: WY T gy )
» Sangita— Parijata.
Which means, “a grouping of music notes
producing a pleasant effect on the ear gives
youa Raga.” What makes a Raga is our né?tt
question. It is the concord or harmony that
pertains to such a combination of notes as is
found in a group. Concord or &ATE as opposed
to ﬁlaﬁ' or discord has been defined thus
AT ZIRMOIAT ATAT =L N
firr: SaThAt dte: |9t wrat qat aan
' Sangita Parijata.
Which means, “where, between two notes,
there lie twelve Srutis or eight Srutis, these
notes are concordant to each other i.e. are
samvadins—e.g., @ & Y; and T & ®W
(octave).” From the above statement, it
might be inferred that the scale consists of
22 Srutis in all as follows : —
Sa, 12 Srutis, Pa; 8 Srutis—Sa (the octave).
Bharata further says in his Natya Sastra:—
"“ gt AAG:— ” “There are 22
srutis.” Narade, Saranga-Deva, Ahobdd,

e
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Damodara Vitthala and all the other re-
cognised writers on Music have uniformly
mentioned only 22 sruti’s as occurring in
the scale. Adiyarkku-Nallar in his com-
mentary on the histeric Tamil work
fevlu Glers, mentions only 22 Srutis.

But None are so blind as those that
will not see, Itis a wonder thata mnovel
theory of 24 Srutis of equal intervals has
been propounded. It has nosupport in any
of the above Sanskrit works accepted as
standard works by those that know music.

The western science vouchsafes that the
Indian Music provides us with the best
example for the Natural scale (as opposed
to the tempered scale) with unequal inter-
vals. That great authority on ‘Sound’--
Helmholtz has said that ‘equal temperament
is equal nonsense.’ It has been observed
in the laboratory that the Indian Music
scale is the best example for showing that
there occur unequal intervals in all music
worth the name of melodiousness. I fear the
advocates of this new theory are indeed
doing a disservice to the cause of Indian
Music in placating such meaningless
ideas without scientific demonstration.

In this connection, a spurious work
Sungita-Sara-Sangraka by name by an
unknown author, in Telugu verses, was
unearthed from the library of a private
musician of Tanjore and it is now lying
with me. It was this unknown author that
first mentions the names of 24 srutis and
talks curiously of the mystic connection bet-
ween 24 srutis and the number of syllables
in Gayatrz'; There is no fixing of notes : nor
anything of importance deserving of study
by the Musicians in that curious work.

The Meladhikara Lakshana is another
work found in the Tanjore Palace Library.
We find in it a list of Melas with notes
thereto, with curious names of svaras quite
unknown to and so never adopted in prac-
tice by the professional musicians of the
South. I shall write about this work in a
later issue.

I proposc to produce, in the following
pages, parts of the Sangita-Sudha of Govinda-
Dikshita for the benefit of the public with a
translation of the same wherever necessary
with the assistance of Pandit 8. Subrah-
manya Sastri of Tanjore.

SANGITHA SUDHA

[The following extracts are from a~copy of the manuscript supplied by
My, P. 8. Sundaram Iyer, B.A. L.T., and Pandit Subramanya Sustri of Tanjore.~Ed.)

Introduction.

Sangita-Sudha, 'of Raghunatha Nayak of
the Tanjore Nayak dynasty is now to be
placed before the public—in part. The
author is Govinda Dekshita his minister and
the father of Venkata Makhin of 72
Melakartas fame as propounded in his
Chaturdandiprakastka well known to the
Music world. The two Chapters—
Swaradhyaya and Ragadhyaya that are to be

8

placed in possession of the Readers of this
Journal are the two important portions
giving a critical summary of all the works
in Music. The references to several
Samhitas in Music by Bharata and others
aud the Sangita-Sara by Madhava Vidya-
ranya are extremely valuable. The
Historical Introduction is an authoritative
document and is published first in original.
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' ' A l"mé"t'iéal‘éourse in Karnatic Music, for
Beginners and for use in Schools, Book 1,
in Tamwil by Mr. P. Sambamurti, B.A., B.-L,
Lecturer in’ Music, ‘Queen Mary’s College,
Madras; The Indian Music Publishing House,
0.'T. Madras. Price four annas.

Th1s bc—)‘ok should be useful for those who
begin at the beginning. The printing and
the get-up make it suitable for introduction
'in elementary schools. There is no doubt
it will make a nice primer.

;,:, The Anl;uai Report of the Music
:A‘cal,demy, Madras for the year 1929,

The Academy deserves tobe congratulat-
ed on the satisfactory record of work as

QOOCO0 ::::;43:3,:;0

Reviews E »
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shown in the report. Model perfo:i'lmal ces,
scientific and popular lectures, ‘opportuni-.
ties for deserving amateur talent, the
annual conferencein March-April of 1929,
and the discussions of the select and expert
committees, are some of the important
features of its activities, It is evident that
sound organization, co-operation of the
musicians and scholars and the confidence
of the public have already made the Aca-
demy a power for good in the world of
music. It is a pity that certain _proposals
for starting a college of Music and specia}
classes, have been held up for want “of
funds. We trust that the public and the
munificent donors of public endowments
will help the Academy to Tealize its ideals.

—————————

W

-+ 1 TRotes and

_: Purandhara Das and Tyagaraja celebra-
tiois; - It is very- gratifying to note that
Saouth India has thought fit to celebrate the
ntemory. 'of Purandhara Das and Tyagaraja.
Karnatic -Musio~as it prevails to-day is
very much the gift of these eminent singers.
The persons and institutions who organised
the celebrations in honour of Tyagaraja in
Tiruvayar, Madras and other places, deserve
the thanks of the public. It gives us great
gatisfaction to record that the Music
Academy on 29th January 1930, held a very

Comments. | =

OO_OOOODOOOOOOOO

. .
impressive function ii honour of  the

memory of Purandhara Das, the greatest of
the kirthana composers. .Hig doﬁiﬁb_qiﬁifoﬁﬁ
number tens of thousands every ,ori"e"(;ifflv'vhiéﬁ
is a jewel. A careful study and cOtﬁpgfilébxi,
of the songs of Purandhara Das and Tyaga-
raja will reveal that the latter faithfully
followed the standards of the former both
in sahitya and sangitha, There is another
point of view from which both these
master-singers deserve even a higher ap-
preciation. Itis a pity it is not widely
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known that these musicians are great
Acharyas who are pre-eminently teachers
of men. The musicians and music loving
public should take great interest in the
sahitya of their songs and learn the mean-
ing thoroughly. Their compositions embody
the highest thoughts that are found in the
Upanisha ds together with all the liberalis-
ing and re fining principles of Budhism and
Jainism. They reveal a beautiful reconci-
liation of the ideal with the practical life in
the spirit of the greatest of all books,
the Bhagavat-Gita, Further, the songs of
both contain high poetic merit, One can
find in them the same love of nature, over-
flowing imagination, a wealth of happy
similitudes and the haunting beauty of
word-melody that one finds in Valmiki or
Kalidas, Shakespeare or Shelly. Unspeaka-~
ble is the joy that one feels in singing the
songs of these great masters with a
thorough realization of their meaning. At
any rate, there is nothing like it this side of
life,

Music Classes in the B.A. Course. We
understand that arrangements have not
been made in the Queen Mary’s college
for opening music classes in the B.A.
course, next academic year, That this will
entail great hardship upon the students will
be easily realized, We trust the Director
of Public Instruction and the Minister of
Education will rise above the limitations of
departmental and official routine and with
their sympathy and imagination help the
students out of their difficulty. In this

connection may we ask the Government if
they think that music is a subject reserved
for ladies only ?

The late Ponnuswami Pillai, It is with
regret that we have to record the passing
away of Nagaswaram Pounusami Pillai
of Madura. He was a musician of a high
order and took considerable interest in
the theoritical side of the art, He earned
distinction and reward from the Mysore
Samasthanam, He was a member of the
expert committee of the Music Academy,
always willing to co-operate in any of ‘its

activities. As a man he was uniformly
courteous, kind, generous, hospitable and

affectionate,

Sruthi and Ragalakshana questionaire,
It is somewhat disappointing to note
that the response to the questionaire sent By
the sub-committee on srutis and Ragalak-
shana, has not been wide, Such of the
members as have not sent in their replies
will be s0 good as to send them early, so
that the report of the committee may be
available to the next conference. If an
authoritative lead should be given in res.
pect of any controversial matter, the
decision of a whole body of musicians and
scholars is more likely to find acceptance
than the expression of opinion of indivi-
duals however eminent. It is therefare
necessary that in the next conference all
our experts should gather and contribute to
the discussion and find solutions for the
outstanding problems.

3

. Greetings and Adessages.
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We tender our sincere thanks to all the distinguished ladies and yentlemen who have
been so good us to send their kind greetings and messages which we have great
pleasure in publishing below.—The Editor,

Military Secretary, Government House
Madras :—Her excellency Lady Beatrix
Stanley desires me to acknowledge your
letter of the 20th December. She wishes
me to say that she is very much in sympa-
thy with any effort to bring to the notice of
the general public any branch of Indian
culture. Her excellency is personally very
interested in music and is glad to hear of

‘the organization of “ The Music Academy

Madras” and its efforts to popularise, study
and develop Indian Music. I am to assure
you that you have Her Excellency’s warm-
est sympathy in your endeavours.

Private Secretary to Her Highness the
Maharani Regent of Travancore :—I am to
inform you that the proposal to starta
journal of the Music Academy has the
warm sympathy of Her Highness and her
Highness will watch with interest its career.
I am also to request you to arrange for a
copy of the journal being regularly sent to
Her Highness.

Private Secretary to His Highness the
Maharaja of Travancore:— Her Highness
the Junior Maharani sends you her best
wishes for the success of your endeavour to
start a quarterly journal.

10

The Dewan of Baroda :—It is an excell-
ent idea of yours to start a journal exclu-
sively devoted to music and I trust you
will get wide support for your venture. I
have issued instructions to the commis-
sioner of Education to subscribe for copies

of your journal for the music schools in
the state.

Secretary to Dr. Rabindranath Tagore:—
Dr. Tagore wishes your endeavour the
success which it so richly deserves and

conveys to you all his greetings of fellow-
ship.

Dr. Annie Besant, Theosophical Society
Adyar:--I have not sufficient technical
knowledge of Indian music to admire it as
it deserves to be admired, judging by the
enjoyment of my 1ndian friends, nor to write
about it. But I am very glad that a journal

written by competent musicians is to be
published. .

Sir P.S. Sivaswami Iyer:—I am pleased
to Jearn from your letter of the 19th Dec. that .
the Music Academy of Madras has resolved -
to start a quarterly journal dealing with
the science and art of music. I trust that
your journal will be a means of stimulating
a scientific study of Indian music and en-
couraging the practice of it as a fine art. [
wish every success to your venture:
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Sir. C. P. Ramaswami lyer: -1 welcome
the inaguration of the Journal of the
Madras Music Academy. The finest ex-
pression of the genius of a country and its
race are to be found in its arts and amongst
the arts the appeal of music is at once the
most universal and the most individual.
Whereas western orchestral music and the
opera are intended to appeal to and evoke
the emotions of a large number of men
gathered together, Indian Music needs for
its enjoyment a cultivated taste and a
knowledge of the subtleties of musical
rhythm and is thus, to a large extent,
dependent for its effect upon a small and
trained audience. Like Indian philosophy
Indian Music is intrinsically personal in
character. Music in this country has
fallen from its high estate and to effect a
renaissance, careful study of its past and its
possibilities is required. I, therefore, consi-
der the Journal one of the most timely and
useful contributions to the New Life that
is coming to heing.

Mr. M. R. Jayakar, Bombay:—I am in
thorough sympathy with the object of your
musical journal. Its want has been folt for
a Jong time and I hope you will succeed in
your effort. You have my best wishes for
its success.

Mr. S. Satymurthy Iyer M.L. C.:—I am
very happy that the Music Academy,
Madras is bringing out a quarterly journal
dealing with the science and art of music,
under the able editorship of Mr. T. Vv,
Subba Rao. I notice with pleasure that the
object of the journal is nothing less than to
serve as an authoritative medium of ex-
pression of their thoughts for the best minds

engaged in the study, developiment and
may I add, practice of music. I carnestly
trust that every attempt will be made to
keep that object always in view so that the
journal may soon come to occupy the
position which high class scientific journals
hold in the world of scientific learing to-day.

Ibelieve profoundly in quickening and
enriching the artistic and particularly the
musical revival of India and especially of
South India, not only for its own sake but
also for the sake of conserving and develop-
ing the self respect and the patriotism of
India. Music hasalways played a large part
in helping the achievement of freedom in
other countries. May it not be so in our
country also ?

But music makes a more permanent ap-
peal to the elemental emotions of man and
woman. There is no artistic pleasure you
can derive sweeter than that from hearing
our good music. But we must progress:
great asour heritage is, we cannot afford to

live on that except at the peril of stagnation.
Moreover.
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I look forward to the journal conquering
fresh fields and pastures new in the realm

of music. [ wish the journal a long, pros-
perous and epoch-making career.

WS wag

Mrs. Margaret E. Cousins. —Backelor of
Music, Royal University of Ireland. CULA
TURAL NATION-BUILDING :—There is no
more authentic evidence of the Indian

national revival -than the enthusiasm

04

GREETINGS AND MESSAGES 5

with which Indian Music and paint-
ing are being restored to the place of
honour which they occupied in the past,
but from which they had been dethroned
for the past two hundred years. Thirty
years ago I lived amongst an exactly
similar revival of national art and art-crafts
in Ireland, I heard and saw the ancient
folk-songs and dances, the poetry and
drama of the Irish soil being brought to
rememberance of a people from whom a
foreign system of Anglicised education and
civilisation had hidden their Celtic national

self-expression,

That Gaelic movement for the art gave
balance and emotional inspiration and out-
let to a resnrgent nation. The work of the
Indian Music conferences and Indian
Music Academies and Sanghams as well as
art schools and exhibitions will do the
same valuable service in India in this
eritical time of nation-building for national
administration.

I congratulate the Madras Music Aca-
demy on the way it is moulding public
thoﬁght regarding thie revival of Indian
Music on a basis of common-sense, reform
and popular organisation. Madras Presi-
dency has reason to be proud of the celerity
with which it has secured the inclusion of
Indian Music in the curricula of schools
and the university. This though imperfect
in details ensures Academical honour for
the art of Saraswathi. It also safeguards
fhe gcientific aspect of Music. The publica-
tion of a quarterly Music Journal will
immensely strengthen the whole move-
menf for the advancement of Music
in India. It will also prove a bridge over
which Western and Eastern musicians may
pﬁss to view one another’s musical king-

doms,

Without mutual understanding of the
souls of nations how can there be true
friendship? Music is the laguage of the
soul, of the emotions. We may hear the
music of other nations, such as the Japa-
nese, the Chinese, the Russian, the African.
as we may hear various spoken languages,
but unless we have had some instruction in
them, their beauty, their message eludes,
In addition to hearing we must have also
intellectual understanding of the maitter.
Indian Music has notable rich gifts to
bestow on the music lovers of the world—
its rhythms, combinations ef sounds (raga
as contrasted with scales), psychological
valuations, unexplored by other systems of
music. This Music Journal will be a valua-
ble factor in supplying missing links of
explanation needed forinter-national appre-
ciation of aesthetical and spiritual music
expression. Thus it may fulfill a necessary
and honourable share in both national and
inter-national Peace, Purity and Prosperity.

I consider it an honour to be connected
with the initial number of the Journal and
I wish it and every activity of the Madras
Academy of Music ever-increasing influ.
ence and success.

Mrs. Ethel Rosenthal F.R.G.S., ARCM.
Author of * The story of Indian Music and #s
instruments’,  Polish Music and s com--
posers’ ctc :—W ith a thrill of artistic satis-
faction I learnt the decision of the Music
Academy Madras to inaugurate a quarterly
musical journal. With its soul-stirring
beauty and elaborate science Indian music
merits universal appreciation and of a
certainty, the proposed journa}, with its
noble aims, will become known optside the
confines of India proper. The new publicag-
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when it will have the satisfaction of
furthering the Cause of India’s Divine Art
in the West as well as in the East.

I esteem it a great honour that I a
foreigner should be permitted to greet tho
musical quarterly at birth. Filled with
affectionate admiration for [ndian Music I
sincerely wish the magazine the great
measure of prosperity and success that it
deserves and congratulate the Music Aca-
demy Madras upon the progressive and
enterprising spirit demonstrated by this,
its latest venture.

Rev. H. A, Popley. Cu/cutta:—T am glad
to hear from the President and Sccretary
of the Music Academy Madras that it has
been decided to start a quarterly journal
dealing with the science and art of Music.
Since the demise of the Indian Musical
Journal some years ago we have had no
magazine whatever in India with any
special interest in music. During the past
few years Indian music has been receiving
very much greater attention from both its
friends and its critics, and has come to have
a recognised place in the education of the
young. It is therefore only right and proper
that a journal should be started devoted to
this subject.

I am quite sure that this journal will
help music scholars in different parts of
India to get into touch with one another
and will also be very valuable in bringing
before peoples of other countries something
of the meaning and value of Indian musiec.
It is only fitting that this Journal should
be started by the Music Academy of
Madras and I trust it will come to have a
recognised place among the music journals
of the world.

Bahmasri Vidwan Swaminatha lyer of
Umayalpuram: -1 am extremely delight-
ed over the Journal of the Musio
Academy Madras. I shall write about
musical matters in the Journal,

Brahmasri Vidwan Tiger Varadachariar,
Madras:—You  have undertaken the
task of editing, a journal in the Art
of Music for which I beleive, the
music loving public and also profes-
sionals should be thankful. It is
very important and it should be popular
because it is a long felt want among the
general public especially in the field of our
South Indian Music. I promise that I will
be giving you every possible help I can.

Brahmasri Vidwan T. S. Sabesa lyer,
Principal  Rajah  Sir  Annamalai College
of Music.  Chidambaram:—T am very
glad to hear of the proposed Journal
and T shall heartily give it all the
help that I can. May God bless the
journal with long life and prosperous
career so that it may bring out fresh know-

ledge and be a source of immense pleasure
to the public.

Brahmasri Gayakasikhamani L. Muthiah
Bhagavathar: —1 am glad that a music
Journal is to be started by the Academy. I
am sure it will be welcomed by the public.
May it prosper.

——

Brahmasri Mahakathaka kanteerava
Chidambara Bhagavathar :—1I fully appre:
ciate your idea of starting the Journal, &
long felt want, and a good medium to sharé
the benefit of the best minds engaged in the
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research work of music in its theoritical
and practical side.

Brahmasri Vidwan Vedantha Baga-
vathar, Kallidaikurichi :—May God bless
the Journal of the Music Academy
Madras with long life and success and
bring to it the whole hearted and loving
support of all patrons of Artand Sangitha
vidwans. I shall help it to the best of my
ability.

Brahmasri Keerthanacharya C. R, Sree-
nivasa lyengar, Mylapore:— 1 heartily
sympathise with the objects of the quarter-
ly and wish it godspeed and a bright
future.

Brahmasri Vidwan Ariyakudi Ramanuja
Iyengar, Karaikudi :— 1 am delighted to
hear of the arrangements made for the
publication of a journal from the Music
Academy which I think is an absolute
necessity. I will help the journal by con-
tributing articles to the best of my ability.

Brahmasri Vidwan Venuganam Sanjee-
va Rao of Palladam :—All professions have
got their respective journals. But till now
there has not been any journal devoted to
Music. It is a matter for great delight that
the Music Academy Madras has come for-
ward to undertake that task and fill up the
want. But writing about Music &nd put-
ting into practice what is gsaid and written
are very difficult things. All the same,
difficulties must be faced and trouble must
be taken. If trouble is taken there is bound
to be-pleasure. I shall give what help I

can to the journal.

Professor D.Venkataswami Naidu, Vio-
lonist and professor of music Vizya~
nagaram College:— 1 heartily commend
the idea to start a journal devoted
exclusively to our music and I
feel highly honoured when you call
upon me to make contributions to it and I
shall help you to the best of my ability.

Brahmasri Vidwan Hulgur Krishna-
charya, Bharat Sangeetha Sdla, Hubli:—
You have my full sympathies with the
activities of the Academy and I shall
continue to help it in whatever manner
possible for me., I wish every success to
the journal and hope it will have a long life
of useful service to the public.

Brahmasri Vidwan Musiri Subramanya
Iyer, Madras :—I am extremely delighted to
hear that the Music Academy is starting a
journal of Music. When, owing to various
causes, our glorious heritage of Music is
apparently being affected by adverse forces,
the establishment of the Music Academy in
Madras with a view to preserve and improve
the Art on proper lines is a welcome sign of
great relief and hope to the Music world.
All are watching with interest the useful
activities of the Academy and the proposed
journal, a long felt want in the country is a
new venture in the right direction and
richly deserves the support of all. I wish
all success and a glorious future for the
journal.

Prof. R. Srinivasan, M. A, Mahkarajah's
College, Trivandrum :—Music is a Divine
gift to man: it is the finest of the fine arts
and enables man to rise from the national
to the spiritual regions. India disabled as
she has been (and perhaps is still so) for long
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has all the time treasured this Divine gift.
With life awakening around us in all phases
of our national activity it is but natural that
a new era of increased vitality should dawn
even in the field of music., The proposed
journal of Music is a sure indication that
the heart of our musical culture is sound
and the votaries at the shrine of the great
muse are not wanting. May this endeavour
be blessed with all success and may the
journal be verily a messenger sent from on
High to soothe the hearts that are hunger-
ing for the nectar of music.

Mr. P. Sambamurti, B.A, B, L, Lecturer
in Music, Queen Mary's College, Mudras (—
I look forward with great eagerness to the
publication of your journal. A well con-
ducted Music journal has boen a long felt
-desideratum in our country. I hope it will
help to collate research work and bring
into existence a useful and valuable litera-
ture on the subject of Indian Music. { wish
the new venture all success and a long life
of usefulness,

Mr. Varaha Narasimhacharlu (Coco-
nada) :—It gives me immense pleasure
to hear, after all, of the long felt want of a
Music Magazine beiag filled up and
I will do all the help that I can
to the organ of the Academy. 1Tt is
a laudable attempt of the Academy
and I pray to God that it may meet with
great success. It is also a boon to
Music lovers.

Y )

Mr. K. B. Deval of Sangli, Hon.
Secretary, Philharmonic Society of Western
Jndig :—1 am very glad to hear from your
Jotber dated 2nd Deo. that your Music

Academy at Madras have started a quarter*

ly journal dealing with the science and art
of Music.

Assistant Secretary, the Krishnagana
Sabha, Trichinopoly:—We heartily con-
gratulatethe Music Academy, Madras, on
their adventurous enterprise to start from

January, 1930 a quartarly Journal on
Musiec. ‘

Public mind is growing everyday in
favour of Musical Education and people
are insatiably athirst for knowledge.
Music, as an art, ought to find a prominent
place in the National life of our cpuntry.
Under its protecting wings, the agitated
find shelter; in its expansive surface, all
acrimony and animosity submerge, through
its medium, the jubilant sing their songs of
triumph.

Every effort, therefore, to arrest the
downward progress on the incline of
musical degeneration in our Presidency
will be hailed with joy as the present con-
ditions in that respect are appalling in all
conscience, Musical Sabhas as ours in the
presidency are by nature fit for only spade
work, It may be argued they do help to
elevate the standard of taste to a degree,
But the work of pioneering ought to
rest in such an executive body as the
Music Academy with a wide field for ex-
periment. A Sunday performance wmay
pleasantly beguile the afternoon of a
holiday. Only a journal of the kind that will
appear with the dawn of the “New Year ",
we trust, will lift all lovers of Music from
the rest of a weekly routine to a refresh-
ing atmosphere of Art and Literature.

We think so far as the keeping and
maintenance of a high ideal is coneerned
the journal will be frankly propagandistic,

o
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The few pamphlets of a highly educative
value we received of late from the Academy
inspire the confidence that the Journal has
a great futare before it, if it deals with the
constructive side of Music. At such a
juncture as at present when there is not
only trading upon Music but also dumping
of counterfeit goods, one of thesad duties
the journal shall have to perform would be
to purge much of the trash that is of late
avidly and increasingly devoured by many.

We cherish the hope the journal will
bring Musical literature into quite a histori-

cal and critical focus, embracing all schools
of thought but converging toa common
ideal The journal deserves the sy mpathy
and support of the public in a large
measure,

We sincerely join with the Editor of the
journal, Mr. T.V, Subba Rao, in praying for
a long healthy life to the young and greatly
promising magazine.

May “ Saraswathi’ the presiding Deity
of the Fine Arts shower her bounteous
blessings on this young baby !

THE MUSIC ACADEMY MADRAS.

(A brief resume of its origin, aims and achievements with an appedl for generous support).

BY
THE HON’BLE DR. U. RAMA RAU,

President

On this momentous and auspicious occa-
sion of the birth of the Journal of the
Music Academy, Madras, it will be my
pleasant duty as the President, to give a
resume of the origin, aims and achieve-
ments of the Academy and to urge its claimg
for generous support from the charitably-
minded and music-loving public and musi.
cians in India and in other parts of the
world.

THE ORIGIN OF THE ACADEMY.

The Music Academy was established in
Madras in August 1928, in pursuance of ttfe
recommendations of the All-India Mu'sm
Conference held at Madras in 1927 dun?g
the Congress Week and was regis.tered in
1929 under the Societies Registration Act.

THE AIMS OF THE ACADEMY

The Aims of the Academy have been
clearly set forth in several of its previous
publications ; but it will not be out of place
to reiterate h/efe some of the more import.
ant among them. They are (1) to arrange
for exposition of the Art by competent
artists and to-encourage new and deserving
talent, (2) to provide' facilities for wide-
spread instruction in Music on proper lines
by establihing a College of Music' and
otherwise, (3) to promote the study and
practice of music by instituting competi-.
tions and scholarships and awarding prizes
(4) to form and maintain & Music library
and museum, (5) to collect and preserve
compositions in Music, (6) to orgsnize
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annual conferences and (7) to construct a

Music Hall.

SOME OF THE ACHIEVEMENTS OF THE
ACADEMY

The Achicvements of the Academy
even during this shors period of its existence
have been many and varied. There have
been 25 musical performances given under
the auspices of the Academy up till now
and the best artists in Music have been
invited. In addition to the exposition of
the Art by leading and well-known profess-
ional Vidwans, many a new and deserving
talent has been brought out. Awmateurs
of a high order have also been encouraged
and a healthy competition has thus been
set up. The University of Madras having
included Music in the curriculum of studies
prescribed for Examination, the establish-
ment of a College of Music becomes
urgent and imperative. At Chidam-
baram, the patron of our Academy, Raja
Sir 8. R. M. Annamalai Chettiar, has
founded a Music College, and more Collegos
are needed in Madras and elsewhere. But
that means money and the present resources
of the Academy do not permit of its im-
mediate accomphishment. The Academy,
therefore, depends entirely for the tulfilment
of this object on the generosity and munifi-
cence of the Maharajas, Rajas and
Zamindars of the land, the merchant prin-
oes and wealthy land lords of the country
and others who have a taste for and a mind
to revive this hoary Art and restore it to its
pristine glory. Lectures have been arranged
and demonstrations held with a view to
disseminate useful knowledge about Musiec.
A library of Music books is being formed. An
expert Committee consisting of some of the
leading scholars and musicians has been
constituted to suggest desirable reforms in
music performances, to correlate the theory

and practice of Music, to standaraize the
various srutis, ragas etc., and generally to
advise the Academy in its work. Annual
Conferences are being orgainzed and the
first Conference held during Kaster last
year was a grand success, though not
financially but from the point of view of
learned discourses held and scholarly papers
on the technique of music read at the time.
Three competitions in Music were held and
medals awarded. Last, but not the
least, is the launching of this Journal-the

Jowrnal of the Music Academy, Madras, to.

voice forth the views of the Music world
and interpret the right kind of Music to its
readers. In consequence of the heavy
demand for space, the lay press are unable
to help us in this direction and a Journal
intended soloy for the discussion of Music
topics and for the enlightenment of Music
lovers who can be counted in several
thousands, is a great desideratum. The
Journal will be issued quarterly for the
present and when it acquires greater
support, it may be converted into a monthly.
The subscription has been fixed sao low
as to be within the means of even the middle
class people, it being, Inland Rs. 4 ; Foreign
8 sh. a year; single copy Rs. 1-4 post paid.
It is hoped that it will have sufficient pat-
ronage and prove to be a success.

AN APPEAL

I have enumerated the above activities of
the Academy in some detail, because, I wish
to impress on the readers that the Academy
has commenced well and is growing and
gathering strength. In order that it may
reach the adolescent stage, and be a power
for good in the music world, it must be well-
fed and nourished in its infancy. But funds

are short and unless more patrons, more.
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life-members, and more of other members
join the Academy and enrich its coffers, its
success cannot be easy. I therefore make
an earnest appeal to all music lovers and
musicians to take an abiding interest
in this premier institution and contri-
bute liberally to its funds so that
it may go on doing its useful
work unhampered by considerations of
finance. Under the rules and regulations

of the Academy, a patron has to pay not
less than Rs. 500, a life member Rs. 100, an
ordinary member an entrance fee of Rs. 2
and half yearly subscription of Rs. 5 or a
monthly subseription of Re.1l, Ladies are
admitted as members on a monthly sub-
scription of annas 8 without any entrance
fee. The Office of the Academy is at pre-
sent located at No. 323, Thambu Chetty
Street, G.T., Madras.

2

REPORT OF THE MADRAS MUSIC CONFERENCE 1929
(ORGANISED BY THE MUSIC ACADEMY)

Published by The Music Academy Madras As. & per Copy.
SELECT OPINIONS,

*The Hindu’:—*“ The Music Conference
organised by the Music Academy in Easter week
attracted considerable attention at the time, not
only because of the performances given by emi-
nent Vidwans gathered for the occasion, but
even more because of the scholarly discussions
on moot points of musical thedry and practice
which were held. The Academy has done a
Signal Service to the music-loving public by
presenting in this report a readable and authori-
tative account of these discussions which must
be of great value to the student and to the
prdfessiorial alike. The full texts of the presi-
dential addresses on the various days of the
conference as well as summaries of the papers
read are also given. The pamphlet is well
printed and neatly got up.”

‘The Indian Daily Mail, Bombay :—* The
report of the Madras Music Conference of 1929

11

organised by the Music Academy contains much
food for thought for those intented in the reviva
of Indian Music.........".

‘Matrimonial Review’:—* Only a year ago
was formed an Academy of Music in Madras and
the Conference that was held in Madras under
its auspices is symbolical of the rapid progress
that the Academy has made during such a short
period, the Conference bringing together all
those enthusiastic about the art, the talented
musicians, the research workers and the refor.
mers and the patrons, the Zamindar of Seithur
and Raja Sir Annamalai Chettiar lending their
support in all ways....................A quarterly
Review for Music is a serious and urgent neces.
sity and we are sure that such a review will be
published without much delay.”
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VEENA.

The noblest, grandest and sublimest of Musical Instruments.
The Musical Instrument of the Gods & Rishis.
The Musical Instrument typifying the soul of India.

Tanjore Veenas manufactured by Tanjore craftsmen with the
traditions of 2000 years behind them. Place one in the hands of
{ your wife or daughter and make your home the nearest approach to
) Paradise.

Prices ranging from Rs. 95/- to Rs. 200/-
Apply to :— i . i

The South Indian Music Emporium,

Premier Dealers in Gramophones, Violins,
Harmoniums and other Musical Instruments,
No. 3, Broadway,

MADRAS.
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HARMONIUMS

Best and Renowned
FOR )
%' Durability, Melodius Sound, Easy & Short touch, & Correct tuning,
. Numerous testimonials received,
Cther Sorts of harmoniums and Violins ordinary and
fancy also can be had
Catalogue on application.

Sole Agents:

PALANY & CO, g Hormniom

1, Madras.
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Musical Instruments.

If you want a perfect VEENA, buy it only
from those makers that know the secret

of sweet Musical sounds. They are P. KRISHNA & CO.

VEENA to life again, send it for |

REPAIR and REJUVINATION to P. KRISHNA & CO.

If you want Excellent FLUTES, VIOLINS,
and ¢ Krishna Flute’ HARMONIUMS, g0 to P. KRISHNA & CO.

27, Iswara Doss Lala Street,
Triplicane, MADRAS.
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BY
VISIT ONCE Mr. P.SAMBAMOORTHY,B.A,, B L.
ENGLISH.
South Indian Music Seories: Primer As. 4,
THE Book 1 As. 8, Book II A:. 8.

Elements of Karnatic Music, containing the
above three beoks bound in one volume Re. 1.

COLLEGE BOOK

Melakarta Janya-raga Scheme As. 8,
Melakarta Chart As. 4; Tala Chart As. 2,
COMPANY Flute Instruction Beok As, 6,
’ Good Bamboo Flutes Rs. 2, each.
TAMIL.
AT Indian Songs: Series I—IV. Each Series con-
taining 100 choice selections from 30 Great
d composers. As, 6 each.
ildings, Esplanade Golden Treasury of Indian Songs, containing
Appa Buil gs, p ’ Series 1—I1I bound in ona volume, Re. 1,
Namavali Satakam. As. 3
Madras. A Practical course in Karnatic Music Book 1.
As 4,
Indian Bongs. I series (Telugu). As. 8,

You will find the books

Veena strings 1 set As. 12, Violin strings 1
set As. 12. Thambura strings 1 set As. 8.

you want, The Indian Music Publishing House,
4, Bunder Street, G. T. Madras.
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the Kerchief.

The Queen of Perfumes for
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Rs. 2/8, a bottle, _ "'
SRI KRISHNAN BROS., 323, Thambu Chetty St., MADRAS.
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HOMED EBRAHIM & Co.)
2627 RATTAN BAZAAR Rp MADRAS
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For MARRIAGES [N

You will be more than pleased if you Buy 21 Gold and Silver Medals’ Famc.‘

Rahaman ROSE = WATER  sEst or Al.l:)‘

6 As. 8 As. Re. 1 & Rs. 2 Per Bottle,

Rahaman. Purfumed SANDAL. L TR T ;’

Wet 5 Palams 8 As; Dry 1 Palam 8 As.

FOR TOILET
Buy 21 Gold and Silver Medals’ Fame,

Rahaman SANDANATHI - TAILAM

(The coolest Perfumed dressing hair oil for Brain.)

zaomen Arakerai Yidai Tailam,

(Coolest Mcdicated perfumed Bath'ng Oil)
._The above Tailams arc boons to Billous and heated body men.
Prices:—EACH TIN Re. 1.
. Cat1logue free—Moffussil orders are promptly executed by V. P. P.
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T. A. RABAMAN & SONS., The Original Perfumers,
No. 10, China Bazaar Road, Madras.
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s SPORTS AND GAMES
! FOR ALL KINDS OF SPORTS REQUISITES

CONSULT
SHARMAN & CO.,

THE ONLY HOUSE WHICH HAS GAINED
i THE CONFIDENCE OF THE SPORTING
PUBLIC.

Stockists of all kinds of imported and Indian
made Tennis Rackets and Frames, Foot-
Balls, Hockey, Cricket etc.,

Supplied at Competitive Rates.

SHARMAN & CO.,

THE MADRAS SPORTS WORKS,
(Wallajah Road)

MOUNT ROAD—MADRAS.

PHONE 3544.
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OUT OF PRINT! SCARCE 1@
A RARE COMBINED MONUMENTAL WORK. i

ORIENTAL MUSIC IN
EUROPEAN NOTATION

AND

“ ACADEMY OF THE DIVINE ART”

IN ENGLISH, TAMIL AND TELUGU
Being the Golden Wedding of Eastern and Western Music.
By A. M. CHINNASWAMI MUDALIAR, M. A.
Printed in a Special Music Press, 18 x 14 in.

Note :—The only available copy of this work won a Medal and
Certificate of Merit at the recent British Empire Exhibition in London. No
copy has been available for sale for the past 15 years: but we are now able ta
offer a fow copies (pages slightly discoloured), some repaired, otherwise in good
condition) of this scarce and unique work, in cloth boards, at Rs. 150,

Please apply to HIGGINBOTHAMS, Mount Road, Madras, sharp to‘ "
b avoid disappointment. .
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- INDIAN PAIN BALM
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