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THE PLACE’OF MUSIC IN EDUCATION.*

BY

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

- A discussion about the place of music in
the scheme of education involves two
points:—(1) why has music been found to
be incompatible with the present system of
education?

(2) How can the present system of
education be so modified as to make music
‘an integral part thereof ?

.Just as Sir Jobhn Simon and his colleagues
triumphantly marched throughout the
length and breadth of our land, though we

cried from house-tops and condemned the

Statutuory Commission from the very time
of its inception, so too, our present system
of education triumphantly flourishes all
round our country, though we have been
orying from house-tops and condemning it
from the very time of its formation.

A distinguished friend of mine once mads
what seemed to be an astounding remark
that all the graduates the Senate House
manufactures, year after year, are go ma.ny!
Ravanas incarnating time after time. When:
called upon to explain his metaphor, he’
came forth with a thundering reply.:
“Mind you that Rivana was a person of
very mighty intellect. Just as a steam-
engine is called 100 horse power and just.ag -
a Washington Light is called 100 candle
power, 80 too, Ravana was, and may ev_en/
now be, called 10-Head Power. Not that he
had literally ten different heads over hxs: :
shoulders but that he had, in his one heed '
the brains of ten highly inteclletual pereons :
all rolled into one. Unfortunate]y, his head,
alone was developed, and not his heart, 'So;
if any aggrieved person cried before ‘hi'rh

* A Lecture delivered before the royal piesence of H.H. the Mahara;a of Mysore, in. Summqr
Palace of Mysore, on the night cf November 1, 1928 ; “at the end of whlch His ngbness Was. plea;e&«

40 compliment the lecturer




84 THE JOURNAL OF THE MUSIC ACADEMY

and shed tears; he would forthwith collect
all those tears in a bottle and run to the
nearest laboratory for chemical examina-
tion, He hardly knew that those tears
were the outpourings of an injured heart.”

When, therefore, my friend characterised
the graduates in terms of the mighty, but
heartless, Riavana; he but emphasised the
tnjustice of the one-sided education that
obtains now, as well as the fact that the
exclusive development of the head, at the
expense of the heart and even of the hand,
threatens to make a permanent home in
our schools and colleges, with the result
that, in the words of Roussean, “ our young
boys and girls have heen taught, not what
they should practise when they come to bhe
men and women, but what they ought to
forget.”

May I attempt to give you a reason
for the prevalence of this “injustice,”
hoping thereby that I shall be able to find
out the needed remedy ?

Schools and colleges form but a part of
whole machinery of the humansociety and,
as such, cannot, ordinarily, but reflect the
mentality of that big soceity. What is
the mentality of the big human society but
-that which continues, even in this twentieth
century, to prefer ornament to utility,
decoration to dress, appearance to function,
and display to use?

Ask, for instance, a tatooed barbarian as
to why he took extraordinary pains to
procure pigment; and he will answer;
“To make mryself admired.” Ask a savage
chief as to why he paints himself so formid-
ably; and he will reply; “ To strike awe
into my inferiors.” Ask a fashionable
belle as to why she labours to plaster her
hair with pomatum and resorts to all kinds
of ruffling, pinking, and patching; and she

will hasten to tell you; “To make
conquests.”  Ask, again, an Indian lady as
to why she wears so many diamonds all
over her body; and forthwith comes her
defence; “ My neighbouring lady wears
more ", Ask also a student as to why he
strains himself to remember a string of so
many useless pieces of knowldge ; and he
will exclaim: *To pass the examination
and secure a position of influence,” Rven
a prince, as Ruskin observes in his Sesame
and Lilies, * desires to sit on the throne, not
because he believes none else can, but
because he wishes to be addressed Your
Majesty by as many lips as may be brought
to such utterance.” In the same strain
Herbert Spencer remarks, in his Hssay on
Education, “To get above some and be
reverenced by them and to propitiate those
who are above us—is the universal struggle
in  which the chief “energies of life
are expended. By the accumulation of
wealth, by style of living, by beauty of
dr.ess, by display of knowledge, each
tries to subjugate others. We are no'ne
of us content with quietly unfolding our
o.wn individualities, to the ful], in all
fhrections, but have a restless craving to
impress our individualities upon others and,
1 some way, subordinate them, -

“And thus it is which determines the
character of our education, As, throughout
life, not what we are but what we shall be
thought of is the question ; 80, in education
the question is not the intrinsic value ‘of

knowledge so much as the extrinsic effect

-on others .,

The head»-—education, 80 to speak which

alone is given in our schools and colleges

enables the students to make a full display
of tbeir intellect, in which act they natural-
ly take de_light i while, the heqrt

' —education
will compell them to exercise » trol

self-contrel
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which act is generally unpalatable to them.
Since thus the trend of humanity’s mind
has been more for display than use; it is
no wonder that the trend of our school-
and-college education has been, all along,
ranning in the samedirection and largely
accounts for the preference of intellectual
studies to those that are calculated to
develop the feelings. Since music comes
under the latter category, it goes without
saying that it has been found incompatible
with the present system of education.

Dr. Rabindranath Tagore only backs me
up when, in his centre of Indian Culture, he ob-
serves; ‘* Like the moon, we present, to the
sun of world-culture, only one side of our
life, which is intellectual side. We do not yet
fully realize that our other sides also
require the same light for their illumination.
From the educational point of view, we
know BEurope where it is scientific or, at
best, literary. So, our notion of the modern
culture is limited within the boundary
lines of grammar and laboratory.
We almost completely ignore the assthetic
life of man, leaving it uncultivated, allow-
ing weeds to grow there. Therefore,
again, T have to give utterance to a truism
and say with profound seriousness that
music and the fine arts are among the
highest means of national self-expression,
without which the people remain inarticu-
late. OQur conscious mind occupies only a
superticial layer of life; the sub-conscious
mind is almost fathomless in its depth,
where the wisdom of countless ages grows
up from its base, like the great continents
beyond our ken. Our conscious mind finds
its expression in numerous deliberate acti-
vities which pass and repass before our
view. Our sub-.conscious mind, where
dwells our soul, must also have its adequate
media of expression. These media are
poetry, music, and the arts, wherein the

OF MUSIC \o 8%

complete personality of the man finds its
utterance. The timber merchant may
think that the flowers and foliage are mere
frivolous decorations of a tree; but he will
know, to his cost, that, if these are
suppressed, the timber also follows them.

“During the Moghul Period, music
and art in India found a great impetus;
from the rulers, because their whole life
was in this land, not merely their official
life; and it is from the wholeness of a man
that art originates. Our English teache'rtii'
are birds of passage; they cackle to us, but’
do not sing—their true heart is not in this’
land of their exile. The natural place of
their art and music isin Europe, where
they are so deep in the soil that they can-
not be transfarred to a distant land, unless
the soil itselfis removed. We see the
Buropean, where he is learned, where he
is masterful, where he is busily construc-
tive in his trade and politics, but not where
he is artistically creative. That is the
reason why modern Europe has not been-
revealed to usin her complete personality
but only in her intellectual power and
utilitarian activities and therefore she has
only touched our intellect and evoked our
utilitarian ambitions,”’

Due to this narrowness of culture, that
now obtains in our country, I again repea‘t':
that music has been found incompatible
with the present ill-conceived system of
education.

It now remains for me to consider the
other question as to how the present system
of education can be so modified as to
include music as an integral part thereof.

It is said that the three essential parts of
a human body, each of which requires
development in its own way, are the
stomach, the head, and the heart. Corres.
pondingly, all the arts, which man in
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required to learn on the face of the earth
fall exactly into three divisions, namely,
the mechanical arts, the liberal arts, and
the fine arts. The mechanical arts, I need
hardly tell you, enable man to develop his
stomach ; the liberal arts, his head; and
the fine arts, his heart. Since the stomach,
the head, and the heart are each of them
important for man; all the three divisions
of the arts assume therefore equal impor-
tance. Any system of education that does
not concern itself with all the three divi-
sions of the arts cannot, in the nature of
things, be deemed to be perfect. Education
in the strictest sense of the term, is a matter
of trilateral development. Whoever learns
to think for himself, feel for others, and act
forthe good of the world, all the while, earn-
ing his own honest and independent liveli-
hood—is the most finished product of educa-
tion that ever walks upon the earth.

On ultimate analysis, the mechanical
arts point to this world, and the fine arts
point to the other; while the liberal arts
stand midway between the two and merely
cultivate the head-power of man, even to a
stiffening degree. O account of the wmid-
dling, thrisanku—Ilike position which the
liberal arts occupy, having nothing directly
to do with this or the other world; the
modern students of the liberal arts are said
to be undergoing useless, and godless edu-
cation—useless, because the problem of
unemployment stares them in the face, here
below ; and godiess, because the problem of
irreligion stares them in the face, thero
above.

In his Discourse on Artsand Sciences, Joan
Jacques Rousseau made a tirade against
the liberal arts and, in the fervour of his
enthusiasm, went.even to the extent of
declaiming in a little exaggerated form ;
% Astronomy is horn of superstition; elo-

quence, of ambition ; geometry, of avarice;
physies, of an idle curiosity; and aven
philosophy, of human pride. Thus the
(liberal) arts and sciences owe their birth
to our very vices. Their evil origin is

indeed but too plainly reproduced in their
objects.”

' Apart from this exaggeration, one thing
1scertain that, wherever the liberal arts
went singly and unaccompanied by the
other two, the temples of virtue were

Invariably converted into so many theatres
of vice.

So long as a country did not make
a fetish of learning but, like
had an eye on the development of v
that country flourished. But the moment
when the learned men, pure and simple
appeared, honest men were eclipsed. T0<;
much of philosophy ruined Greece; too
much of eloquence ruined Rome: too much
of commerce ruined Kurope; and too much
of communalism now ruins India,

Sparta,
irtues ;

The exclusive teaching of the liberal afts
must, therefore, go; and they must be
supplemented by the other two artg—
n.lechanical and fine, without which those
!1beral arts will unnecessarily heighten the
importance of scholarship,
nuity over and above common sense,
ho_nesty and magnanimity and will also
mischievously make learning more impor-.

tant to the learned than goodness to the
good.

wit, and inge-

' What better proof is required to substan-
tiate the futility of the liberal arts, unaided
by the other two than the shrewdn‘ess with
which the Goths, when they ravaged
Greece, left only the libraries unhurt by
the flames, so that the enemies might be
left.with & possesion calculated to divert
their attention from all useful purposes and
keep them °ngaged in indolent’ and .sedeny

.t
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tary occupations? And what better work
do our School-and-College libraries do even
today ?

Hence, I contend that the one-sided
education, now in vogue, must be made
three-sided. How?

A beautiful simile, employed by Herbert
Speucer in his Education, furnishes us with
a fitting answer. A florist cultivates a
plant for the sake of its flower and regards
its roots aud leaves as of value chiefly
because they are instrumental in producing
the flower. While, as an ultimate product
the flower is the thing to which every thing
else is subordinate ; the florist konws that
the roots and leaves are intrinsically of
greater importance, because on them the
evolution of the flower depends. He fur-
ther knows that it would be a great folly
on his part, if, in his anxiety to obtain the
flower, he were to neglect the plant. Hbe,
therefore, bestows every care in rearing a
healthy plant, though the ultimate object is
the flower. If on the otber hand, he allows
the roots of the plant to rot and its leaves
to fade and if he, nevertheless, takes elabo-
rate pains to beautifully paint such rotting
roots and fading leaves and thus makes it
absolutely impossible for the plant to blos-
som, what would you think of such a flo-
rist ?

Now, if education is regarded as a plant
which each of us is required to cultivate,
the mechanical arts will form its roots ; the
liberal urts, its leaves ; and the fine arts, its
flowers. Indeed, the fine arts have been
styled * the efflorescence of civilised life.”
Just as a plant is the product of the roots
and leaves which, when carefully cultivated,
yield the desired flower; so too, what is
called the civilised life is the product of the
mechanical and liberal arts which, when
carefully cultivated, yield the desired efflo-

reseence of the fine arts. It isthus clear
that though a study, not unaccompanied
by practice, of the mechanical and liberal
arts is of greater importance than and must
therefore precede, that of the fine arts; yet,
in rearing the roots of the mechanical arts
and the leaves of the liberal arts, one must
ever bearin mind that the ultimate object is
the efflorescence of the fine arts.

I shall pursue the same point in another',
way. The leading kinds of human activityi
fall, according to Herbert Spencer, into five
divisions, viz., o

(1) those that directly minister to self-
preservation.

(2) those that indirectly minister to self-
preservation.

(3) those that pertain to the rearing of
children, )

(4) those that pertain to social and pql:i;:
cal relations. o

and

(5) those that fill up the leisure parts of
life, CoA

On close scrutiny, the first four kinds
point to this world; while the last alone
points to the other. I yield to none in
maintaining that the first four kinds of has
man activity are very important; yet; I
maintain that the last one is edually very
important. ‘ ' A

In fact, it has been said that-the summum
bonum of well-conducted life is well-earned
leisure; that the chief object of education
is to enable that life to fully enjoy that
leisure; and that the only means ’whe_’re,b\y‘;
such enjoyment can be most satisfactorily
produced is the most serious cultivation of
the fine arts from infancy onward, .

A word about * Leisure ® will not be here
out of place and will indeed elucidate the
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point raised. It should have occurred to you,
in your everyday's observation, that men
are truly what they are only in their lei-
sure hours and that the turn their character
takes largely depends upon how they em-
ploy thoseleisure hours. Inbusinesshours,
they are slaves—though willing, yet slaves
after all. In the field or the office, in the
street or the school, and in the mill or the
shop, each assumes his place among the
ranks of those that toil and moil. Ther_e he
has to show the straw in the direction in
which his employer blows. He is not free,
But when the duty of the day is over, when
the day deepens into the night, and when
all the hours of the night are at his own
disposal; does he return straight up to his
house to be welcomed there with the beam-
ing face of his wife and hersweet voice ?
Or does he wend his way right up to
an arrack-shop to be welcomed there
with the nauseating froth of the toddy
and its effervescing noise? The origi-
nal statement is only too true that a
person’s real character is evidenced by the
employmwent of his leisure as well as by the
enjoyment of his pleasure. Hence, to the
observation made by Sir Joshua Reynolds
that the real character of a man is fonnd out
by his amusements, Dr. Johnsun ;added
o No man can be a hypocrlte in his own
pleasures * Agam, Bacon and Bhartrhari
rightly observed, as though by 1autual agree-
ment the latter in his V(ura(]ja Satakam,
Ya secluded place (for enjoing  leisure)
leads to salvation, only in the case of self-
restraining persons; butin the case oflove-
sick persons, it is a further incentive to that
low passion”*; the former, in his essay on

T RRAS afaal fgw
emrrgrrcrmﬁrmmurq—- ,
) " Bhartrhari..

Friendship * whoever is delighted in solitude
(for enjoying leisure) is either a wild beast
ora God ",

Any scheme of cducation, worth the
nanie, must enable the students, that avail
themselves of it, first to satisfactorily per-
form their DUTIKS of securing an honest
and indepeudent means of livelihood, of
discharging their parental functions, and of
regulating their social and political con-
duct; and secondly to wisely enjoy the
PLEASURES of life which their leisure
hours, deservedly earned, are calculated
to furnish, namely, the fine arts. Other-
wise, the education is defective; and the
life, devoted thereto, is not full.

Having realised the necessity of making
the fine wrts an integral part of education
and having also suggested a proper place
for them in a good scheme of education ;
the next question is:—* What is the place
whish music occupies in the galaxy of the
fine arts ?” '

Now, the fine arts cover a wide range of
subjects. But the classical division thereof
is only fivefold, viz, Architecture, Sculpture
Painting, Poetry, and Music. Which of
these five fine arts commands the first and
foremost place ?

This, indeed, isa a controversial question,
whereupon no definite conclusion, or con-
sensus of opinion, has been arrived at. But,
at the same time, we cannot shut our eyes
to the fact that the greatest artists tend to
more and more speak of all other fine artsin
terms of musie. Architecture, for instance,
is called Frozen Music; Sculpture, Stone-
Musie; Painting, Color- Music; and Postry,
Word-Music. A great American architect,
Bragdon, showed why certain pillars were
beautiful and why certain proportions of
light and shade gave a sense of harmony
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and rhythm, and finally concluded that all
of them expressed but the message of music,
Walter Pater, in his Renaissance, described
music as the typical, or ideally consum-
mate, art towards the condition of which
all other arts constantly aspire., That
great philosopher, Plato, and his successor,

"Aristotle, spoke mainly of music as the first

and foremost study in their acadamies.
Even Confucius, the Chinese Plato, but
echoed the sentiments of his Greek proto-
type., That keen thinker, Hegel, gave the
first place to music; and that keener
thinker, Schopenhaur, thought it right to
so classify the fine arts as to give the first
rank to music and the last rank to architec-
ture and to place the other three betwseen
these two. Even the modern thinker, Her-
bert Spencer chose to label music as ““ the
finest of the fine arts.” Finally, our own
ancients described Saraswathi, the Goddess
of Learning, not as rearing architecture,
not as carving a stone, not as painting a
landscape, not even as composing poetry;
but as producing sweet music from her
divine Vina.

Indeed, all the fine arts may besoarrang-
ed in a series as to correspond to a series of
development in the human mind itself. At
a stage when man thought of everything
else but himself and was attracted more
by external nature than by his internal
self, the only art that could possibly deve-
lop itself was Architecture. When man
came to think of himself, the human form
attracted his notice; and slowly, the
humanistic spirit exbibited itself in the fine
art of Sculpture, which recorded the first
unperplexed recognition of man by himself,
When, later on, humanity was conceived in
a new and striking way and when a happy
and ideal world was conceived in the place
of this dry-as.dust world; Sculpture gave

way to Painting and Poetry. ‘When, above
all these worlds practical and ideal, the soul
began to soar and yearn to speak; music
was born,

It is not impossible for us to distinguish,
in the first four fine arts, the matter from
the form, or the means from the end.
But, in the fifth fine art, the distinec-
tion between matter and form, or : between
the means and the end, will be seen
to have been quite obliterated. That
is why we find it written that.'a beauti-
ful structure, statue, picture, or poem is
anchored to the ground by the necessary
asssociations of its subject-matter while,
music has no such anchor; and it is therefore
free to soar. Indeed, scar it daes, bearing
with it the hstemng soul into regions thq,t
have no relations with the things of every
day life. That is, again, why Mr. Schwab
wrote: - “There is a reach to music that the
other arts have not; it seems to get to: you
in an exhausted mood and quiets .and
refleshes where a book or, a picture, is nqt
s0 sure” : .

Hence, ' musioc is the pinnaclel :'of
humanity’s achievement leading us'to'the
very last boundaries of our world of thovght
and feeling and enabling us .to gazé inte
the wonder of another world. Henoe;
also, Carlyle very truly said: ‘““Music takes
man to the very edge of the indéfinite and
then lets him gaze, as over a - wall, lnto its
wonder.” . : o

A certain geometrician came *to - tha
same conclusion in his Own geometrical
way. Take a point A;“amd'draw ‘&
straight line A B. Draw another straight
line ‘A C. perpendicular to A B,
From the centre A at the distance
A B, draw a cirle. We have thus the

*of Chaless M, Schwab’s Where Busmes.:
Men are Wrong
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quadrant C A B, Bisect the angle C A B Remeo and Juliet stood exactly on A B,

with another straight line A D; andlet A D
meet the circumference at D.

C

: Now, let A B .indicate the nerve—power;
and let A C indicate the will power. Then,
the line A D stands midway between the
will-power and the nerve-power and re-
presents a well-balanced mind. Itis what
Carlyle calls the “Wall,” over which
man is let to gazeintothe wonder of the
indefinite. It is what I would call the
Cultural Line. The capacity to appreciate
music depends upon the position one
occupies in the quadrant. The more a
person moves from A D and marches to-
wards A C, the stronger his will-power
develops; and his nerve-power, if any,
weakens correspondingly. Softer feelings
disappear; and music does not move him,
But if he moves from A D to A B, his will-
power decreases and nerve-power increases.
He then yields to emotion and is, in fact,
carried away by music. Shylock for
instance, stood exactly on A C; while,

All the three—Shylock, Romeo, and Juliet
lived therefore a cave-worn life and died a
a sad death, Again, Kaikeyi stood on A C,
while Dasaratha stood on A B. Hence
Kaikeyi easily out-beat Dasaratha.

Both the extremes A B and A C are bad
and must therefore be avoided. Those that
areon A C,the line of will-power, will utter
the slogan—"T have no taste for music”; or
will, like Shylock, mercilessly insist upon
their pound of flesh; or, again, like a miser,
count and recount their hoards only to sigh
that the hoards are wanting still. On the
other hand, those that are on A B, the line
of nerve-power, will go to the other ex-
treme; become helpless slaves to music; and
even part with their property for a song.

Hence it was that I said that both the
extremes, A C and A B, are bad and must
be avoided. General education takes man
from A B to A D; while, musical education
enables him to move from A C to A D.
Thus the general and .musical teachings

are both absolutely necessary for a man’s
cultural life,

To sum up: Man, it is said, is an
animal, a human being and an angel—all
rolled into one. The mechanijcal arts keep
him only as an animal; the liberal arts
humanise him ; but it is the fine arts that
tend to angelise him. Even as an angel, he
has to pass through different grades of con-
dition; and the highest of those grades is
reached only under the influence of the
finest of the fine arts—Music,

PLEA FOR AN ALL-INDIA SYSTEM OF NOTATION AND CLASSIFICATION
FOR INDIAN MUSIC

BY
REV. H. A. POPLEY

India suffers from exaggerated communa-
lism in political life, from excessive varia-
tion in language and culture, and from
hoary localism in many forms. Music un-
fortunately has not been able to escape this
localising and dividing influence, and the
result is that there is no one standard or
system for Indian music in different parts
of India. Just as beneath all India’s com-
munalism and her religious and racial
variations there is an underlying unity, so
also in Indian music beneath all its varia-
tions is there a fundamental unity. Other-
wise the task that I have set before myself
in this paper would be a hopeless one.
Evennow I am afraid that it will have
short shrift from those advocates of section-
al diversity who prefer the varieties oflocal
and territorrial expression to the idea of
unified system.

Perhaps I may be permitted to give some
illustrations of the difficulties which arise
from these variations of nomenclature and
gtyle in music. To begin with we may take
the very great differences in nomenclature
between the north and the south, The
names of the seven svaras are the same for
all India. That is something to be thankful
for and is evidence of the fundamental
unity in Indian musie, But their vikrits or
variations are named quite differently in
the north and the south. The south re-
tains the old Sanskrit names, referring to
facts which have no significance for mod-
ern musio. The terms shatsruti, chaturs-
ruti, antara, kaisiki and kakali have lost
for us moderns any meaning that they once

must have had. Or perhaps we may say
13

that the meaning has gone to Indraloka
with Gandhara Grama. At any rate they
do not indicate anything to us today.
In the north for these same vikrits the term
komal and tivra are used, which are equi-
valent to ‘flat ‘sharp’. Then take the
term ‘suddha’, In thesouth this is applied
to the flat of every svara, that is to the
lowest vikrit, probably because at some
time Kanakangi was the primary ecale in
use, However that may be, Kanakangi is
not now in common use and it is hardly
likely that it will come into favour with
either the musicians or the populace as the
fundamental scale. In the north the term
suddha is applied to the middle variety of
the svara, that is the one that occurs in
Alaiya or Sankarabharana. So it means
natural as in western music. The use of
the term in two absolutely different senses
at once causes confusion,

To take the names of the ragas. In the
sonth Bhairavi is quite different from the
Bhairavi of the north. Or again, the Bihag
of the north is different from the Bihag of
the south. The former uses tivra ma,
whereas the latter never does so. So also
the Todi of the north is different from the
Todi of the south. In many cases distinct
names are used for the same ragas. Thus
Mohana in the south is Bhupali of the
north and Mayamalavagaula of the south is
Bhairava or Bhairav of the north. This
leads to much difficulty in one part of India
understanding the other’s musiec.

Again in the north itself there is great
variety. The Megh of Bengal is very
different from the Megh of Lucknow; sq
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also with Bibhas, Malkos, Hindol and many
other ragas. Bombay also reems to have its
own differences frcm both thece places.

Take again the raga classification. In

the south we have a carvefully worked out.

system which is accepted all through the
-country. I am not here attempting to hold
it upas a model. I simply sfate the fact.
It certainly helps the progress and orderly
development of music in South India to
have this one system, which hascome down
from Venkatamakhi, who may be called
the father of the present Carnatic system.
In the north however there are almost as
many systems as schools. The rag-ragni-
putra system, if it can be so called, holds
the field. Each school has a different series
of six rags, which are supposed to form the
fundamental ragas. 1 have not been able
to find any intelligible reasons for joining
the various ragnis to the rags, but that may
‘be due to my ignorance. Atany rate even
pandits have not been able to give them to
‘me. Andnow we have Pandit N, V. Bhat-
‘khande with anew classification. Thenin
‘Bombay Pandit Vishnu Digambar also has
his own system of classification.

We have the same great difference bet-
ween the north and the south in the Tala
system. The nomenclature is quite differ-
ent. Many of the northern talas are not
used in the south at all. Still those that
are used have different names. The Rupaka
of the north is quite unlike the Rupaka of
‘of the south. It is really the Triputa of
the south. The Chachar of the north is
similar to the Misra Chapu of the south.
So the two systems are quite unintelligible
to one another students.

When we come to notation we find one
underlying uniting fact. The names of the
svaras and therefore the solfa syllables are
'.th,e‘ same for the whole of India, Thisisgq

most important fact. Thesame symbols are
uged ﬂhrqughout India for the seven notes
of the scale. Each vernacular of course
uses its own letters but apart from this the
sounds are the same, except for minor local
variations,  But methods of notation
difter widely. The vikrits are shown
in different ways, the gamakas have
different signs, and the time is indi-
cated in ways that differ from each
other very widely even in the same areas.
In the south there are great differences
between different musicians in the matter
of time-indications and the varieties in the
north are many. This makes it almost
impossible for a student of music in one
place to read properly the music of another,
An all-India system of notation is perhaps
one of the greatest needs of India to-day. The
music of one language area is a sealed book
to the music of another.* Even in the south
there are many who cannot read the music
of the Telugu or the Kanarese or the
Malayalam country because different letters
are used. All this greatly hampers the

progress of music and the interchange of
ideas and compositions,

1. ComMmoN NOMENCLATURE FOR THE
NOTES.

The first thing necessary is to have
common names for the vikrits of the svaras
throughout India. In this matter it is, I
think, advisable to follow the northern
system. The facts behind the present
names in the Carnatic system have been
lost in the past and we are never likely to
recover them. Even if we could they would
not be of very great valye to modern music.
I suggest.therefore that we should adopt
the notes of the SANKARABHARANA
scale as the suddha notes and make all
others komal or tivra of these, as is done in

the northern system, This is perfectly
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simple and intelligible to all, both in the
west and the east. The scale of twelve
notes to the octave will then run as
follows :

Shadja, Komal ri, Suddha ri.
Komal ga, Suddha ga,
Suddha ma, Tivra ma,
Panchama,

'Komal dha, Suddha dba, -
Komal ni, Suddha ni

I have only provided for twelve vikrits
because these are the once ordinarily used.
1f however anyone wants to add to these it
is quite possible to do so on the same
model. TIVRA RI. TIVRA GA, TIVRA
DHA, TIVRA NI can be added as demi-
semitones or whatever they may be called.
Or if we want a lower GA and NI we can
call them ATIKOMAL GA and ATI-
KOMAL NI. This is quite logical and
simple and can be understood by all.

Let us not fear that by doing this we are

throwing away our precious heritage. Our
heritage is in our South Indian music and
not in the names and the music will s‘till
be ours and also that of the north as well.

II CoMMON CLASSIFICATION FOR RAGA
AND TaLA

I have already shown the difficulties of
the present systems found in different parts
of India. In the north there is hopeless
confusion in raga nomenclature How are
we €o proceed to ﬁnd the best classification,
for ragas ?

It seems to me that the .south has
a logical and a slmple principle of
clasmﬁcahon, based on Venkatamakhi’s
which should be adopted in some modified

form for the:.whole. of India. Pandit,

N.V. Bhatkhande has already suggested a

modified form for northern music based on:
the southern system and this is being fol-
lowed in all the schools that he has founded
in various placesin North India. Previously
some northern scholars had made some
appl%ximation to the southern system in
their classification of the ragas. Among
these may be na,med Pundauka Vltthala,
Ahobala Pandit, and Bhavabhatte, 50
Pandit Bhatkhande was thereforé only
following good precedents i in adoptmg this
course.

Venkatamakhi recognised‘ lfi‘v'}l’c’vx;its in
the scale and worked out his ragas on thjs
basis. That gives 72 janaka or bprima.ry
ragas. If however we reduce thesoe 16
vikrits to 12 we need only 32 janaka ragas.
I would suggest that we should adopt these
as the 32 fundamental modes, keeping the
others, if we wish to do so, as special
variations. It does not mean that we
throw away the others, but we refuse to
overload our science with material that has
largely become obsolete. These 32 Janaka
ragas or Melakartas will be classified
into four groups: namely the Todi group
using the Todi vikrits in the first tetra-
chord ; the Mayamalavagaula group using
the vikrits of that raga; the Kharaharapria
group: and the Sankarabharauna group.
I have here adopted the scuthern names
without in-any way prejudicing the ques-
tion as to whether we’ should do that-or
take the northern. names. Then these 33
ragas will also be in two corresponding
series of 16 each according to whether they
use Suddha Ma or Tivra Ma. This s, sim-
ple and logical . All of these primary ragas
vse ull the seven svaras in regular order in
both ascent and descent and therefore corre-
spond roughly to the scales of wes,tem-,music.

Pandit Bhatkhande has adopted a some-
what different arrangement. ‘He classxﬂw
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the ragas under twelve fundamental thats.
These are as follows :

Bilaval group having the first tetrachord
of Sankarabharana, 1, e. the western

The sccond half anay

have one or other of the Nishadas.

major scale.

The Yaman or Kalyani group having the
same notes as the Bilaval group with
the exception of Ma, which is Tivrae
N. B. Unfortunately in Bengal Bila-
val is always surg with Tivra Ma;
Alaiya is the variety which uses Sud-
dha Ma.

3. The Khamaj group similar to south-
ern Harikambuoji having komal Ni
always. Some of the ragas use both
varieties of Ni.

4. The Bhairavagroup (i.e. Mayamalava-
gaula) having the first half similar to
Mayamalavagaula and using in the
second half either variety of Dha and
Ni »

5. The Purvi group (i. e. Kamavardhani)
similar to no. 4 except that Tivra Ma
is used, and Komal Dha.

6. The Marva group (i. e. Gamanasrama)
similar to no. 5 except that suddha
dha is used always or Tivra Dha.

7. The Kaphigroup (i.e. Kharaharapriya)
similar to southern Kharaharapriya.

8. The Asavthri group (i. e. Nateabhai-
ravi) similar to no. 7 except that
Komal Dha is always used.

9, Bhairavi group (i.e. Hanumatodi)
using both Komal Ri and Komal Dha.

10. The Todigroup using various vikrits
somewhat similar to No. 9 but with
Tivra Ma and other microtonal
vikrits.

Pandit Bhatkhande himself admits that
he has worked these out somewhat along

the line of the southern classification, It
is certainly the best system now in vogue
in the north, and is immensgely superior to
the rag-ragni-putra system. However it

seems to me, if I may say so without
presumption, that it still leads to some
confusion for two reasons, First, all these
ragas are not necessarily sampurna and
surely it is better that the primary ragas
should be sampurna. And secondly, there
are variations in the different groups which
do not always come under a general rule.
Forinstance Bihag under the Bilaval group
often uses Tivra Ma and a number of the
others makes use of different vikrits from
those in the fundamental That,

I cannot help feeling that the north will
be wise if it adopts the southern system of
ragas, modified as I have suggested or
perhaps in some other way so as to make it
simpler. This would not be a great varja.
tion from the system adopted by Paundit
Bhatkhande and would make for unity.
The north cannot expect the south in this
matter to adopt its methods, as that would
entirely confuse all our southern musie. It
would be quite impossible. Itis not however
impossible for the north to adopt a simpler
form of the southern system as Pandit
Bhatkhande has already shown,

As regards the names of the primary
ragas, I feel that I cannot make any definite
suggestions. The southern namos are deriy-
ed from Saunskrit, while the northern
names are from various sources. I think
that there should be give and take, We
might well adopt the more euphonious
Bhairava for the long and cumbrous
Mayamalavagaula. So with Purvi, Marva,
and perhaps Kaphi. Bhairaviis adifficulty
as the name denotes two different ra;gasin
the.north and south. So also with Todi

«f
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Only a conference of pandits and musicians
drawn from both areas can work this out.

With regard to the Janya or derivative
ragas, it is not such an easy matter.
Where, as in a number of cases, the two
ragas are exactly the same as Mohana and
Bhupali, one of the names may be adopted.
In many cases however there are slight
variations which will probably mean that
both names and both varieties will have to
stay. They may however all be grouped
under their respective Janaka Ragas and
this will make it comparatively easy for
anyone in the north or in the south to have
access to the music of the other section
Gradually as a result each half will be
enriched in its musical material. This
intermixture is already taking place on a
fairly. wide scale, ragas from the mnorth
coming into the south with their northern
names and vice versa.

As regards the Tala system it is not so
easy to suggest the means of bringing
together the northern and southern musical
ideas. The beat and the Khali are very
important for the northern system, while in
in the south they do not play that part. It
should n>t however be impossible for a
group of scholars who represent all the
various systems to work out something
v&hich, while allowing for the varieties that
are peculiar to both north and south, will
yet arrive at some harmonious arrangement
under which the regular Talas of each
system may be classified. Here again the
south hasa logical arrangement which may
be adapted so as to include the northern
talas. The number of Matras in a time-
measure will have to be the deciding factor
together with the way that they are
divided. Thus Rupaka of the north has?
matras like Triputa of the south., Jhabtala
.of the north has 10 matras, separated into
2, 3,2, 3. as two bars of tisra rupaka of the

*
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south, The Dadra of the north has 6
matras, divided into two bars of 3, thus
being equal to two bars of tisra eka tala.
Thus we may work out a classification of
talas based on the numberof matras begin-
ning with 3 up to 16, which will give us all
the talas in common use in both north and
south, Here again there will have to be
give and take on both sides. Consérvative
musicians will of course object to any
change whatever, but change is of the very
essence of life and it is high time that music
and especially tala in India was unified,
Nomenclature here will also be a diffi-
culty, but with a little adjustment some
agreement may be arrived at.

TII. A- CoMMON NOTATION

Perhaps a common notation is one of the
greatest needs of Indian music today.
Without such a notation it is hardly pos-
sible for music in India to devolop into full
and rich maturity., Weare hampered more
by the lack of an all-India system of
notation than by any thing else. This
system will have to comprise both note and
tala signs, and also signs for the regular
gamakas, as far as they need signs.

Mr. Chinnaswamy Mudaliar of Madras
advocated the staff’ notation system -of
western music, which is a universal system
with many advantages. To my mind there
is no inherent reason why the staff nota-
tion should not be used for Indian musio.
It can be adapted to that purpose and itean
express all the shades of melody and
variation that Indian music delights in.
There are however some obvious disadvan-
tages in the system, from the point of
exact pitch, whereas Indian music is not
at all worried about exact pitch, The key.
note or tonic of the Indian scale is not fixed,
but may vary with the singer and the-
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instrument. The staff notation registers a
note of a certain pitch and if Indian music
adopts it, it will have to be understood that
it does not necessarily fix the pitch of
notes. Then again. the staff notation rests
upon certain scales, which will not always
fit into Indian music. Considerable vio-
lence will have to be done to western ideas
if the staff is adopted for Indian music.
Forinstance if we make D the key-note and
use no sharps and flats we get the scale of
Kaphi or Kharaharapriya, with its two flats.
The westerner however seeing a staff with-
out sharps or flats would nrturally think of
the scale of C and would be left wondering
where he was at the use of a familiar
instrument for unfamiliar purposes. ¥or
this reason it is sometimes extercmely
difficult for one who knows both Indian and
western music to be clear as to the scales
used by Chinnaswamy Mudaliar because
there is no indication of key-note. If the
staff is used it is absolutely essential to
indicate the key-note and not only the
sharps and flats.

- My M. S. Ramaswamy Aiyer in an
article in the Hindu has given a number of
other weighty reasons against the use of
the staff notation for Indian Music. A
part from the scientific reasons the
strongest reason to me against its use is
that it would shut out the majority of the
Indian people from developing a musical
culture. It is not a notationthat is natural
either to Indian music or to the Indian
people and for that reason I should be
against its general adoption at the present
stage. . '

Various other hotations have been sug-
gested. In my book ‘The Music of India’
I have suggesied an English notation based
on the inltial letters of the Indian notes
and using capital and ordinary letters to

indicate sharps and flats. That was writteh
some years ago and I do not think that I
would be prepared to advocate that system
to-day. One ingenious writer has suggested
a combination of the staff notation and the
Indian solfa, using the initial letters of
the svara names instead of the black and
white noto symbols of the staff, This
however still has against it most of the
reasons which have been brought forward
against the staff notation and it would not
be of any use for the west, which would
not understand the new symbols. So from
the universal point of view there is
nothing in its favour. |

The first All India Music Conference
which met at Bavoda in the year 1916 ap-’
pointed a committee to devise an all-India
system of notation, but I have never seen
its report to this day. I therefore appeal
to the Music Academy, Madras to appoint a
committee and to instruct it to get to work
and evolve in consultation with musical ex-
perts from different parts of the country a
system of ali-India uotation. This is long
overdue and indeed is very necessary at the
present stage if Indian music is to develop
We cannot aftord to wait any longer. I
should like here, if T may do so without
being accused of rashness and presump-
tuousness, to suggest some of the lines along

which such an all-India notation may be
worked out,. '

1, It should be a solfa notation, making
use of the initial syllables o letters of the
8vara names common to all India. It seems
to me that nothing else i possiblo at the

present time and for g long time to come,

2. Sankarabharana should he adopted a;s
the suddha scale, the notes of this 'sct;,le

being shown as without sharps or flats. i. e
natural notes, U

*
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3. Any variations from these notes may
be shown by lines either above or below the
.notes ; the lines below showirg the komal
notes and the lines above, the tivra notes.

4, The Tara Sthayi may be shown by a
dot above the note and the Mandra Sthayi
by a dot below the note.

5. The Nagari script should be wused.
Hindi is now coming tobe known all over
India as a result of Mahatmaji’s Hindi Pra-
char movement and so there is an increas-
ing number of people who are learning this
geript. Further these letters are very clear
and distinctive in print and very easy to
read.

The question arises here.as to whether
we shovld use the initial letter or the initial
syllable of the svara name. For instance
should we use N or NI? From the point
of view of ease of printing I should prefer
the letter only. Everyone will at once
understand the syllable in his own mind
and the inclusion of vowel only adds to the
space occupied. It must however beadmit-
ted that the practice at present is to usethe
whole syllable. This is the case inall ver-
naculars,

6. It does not seem to me to be neces-
sary to use the komal and tivra marks
throughout the piece. They may be placed
on the top of each piece and then it will be
understood that they apply to all the notes
of the piece unless otherwise shown. Not

only so, but the name of the raga itself will.

in most cases tell the performer what vik-
rits are to be used. If the note used devi-
ates from the key-signature, as for example
in the case of the use of Komal Ni in
gouthern Bihag on some occasions, then
this should be specially indicated.

7. With regard to Tala symbols the bar
stroke has come inta fairly general.use

< it

throughout India and may be adopted. The
angas of the bar may be shown by. shorter
strokes as in the western tonic solfa. The
gquestion of how to indicate. the exact
lengths of lengthened notes and rests needs
to be worked out by a.committee, Pandit
Vishnu Digambar uses one method and
Pandit N. V. Bhatkhande another. The
southern musicians, such as Pandit
K. V. Srinivasa Iyengar, use a combination
of commas, calons, semi-colons, etc. It
should not however be difficult for a group
of men drawn from the north and south to
come to some agreement on this point,
especially as no traditional principles are
at stake. One thing however is certain : we
shall have to discontinue the use of the long
vowel for long notes as is now done in
Tamil and Telugu.

8. Ags regards the various gamakas we
may as far as possible adopt the western
signs for these. Where these are not
adequate we may either invent our own or
else put in the notes in small print as is
now generally done. There should be no
difficulty in this.

One word of caution must be mentioned
here. Itis not claimed that any notation
can adequately represent all the curves and
graces given to the notes and the melody by
Indian musicians and singers. The notation
will still represent what may be called the
bones of the melody. The singer will have
to clothe it in suitable flesh, Oneof the djg-
tinotions that has been made between Indian
and western music is that the former is
curved while the latter is linear, meaning
ttiat the former delights in all kinds of
slurs and ornaments while the latter em:
phasises more especially. the exavcktnessf of
the pitch. This is not of course to be taken
strictly for even in western music a 'grea.t

- many graces ave used and modern ‘singing

-
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and a commanding personality. The clean
white slightly lace bordered cloth and the
bright colored shawl that he always wore,
the saffron-mark on his forchead, the
Rudraksha-mala mounted in gold round his
neck and the diamond ear-rings, all contri-
buted to his impressive personality. As he
passed along the street< with a walking
stick in his hand the pcople scated onthe
pials of the houses on both the sides used to
getup in reverence. 'T'hie people going in
front made way for him to pass through.
“Truly he is the king of musicians” every
one exclaimed. Like Tyagaraja and Muthu-
swamy Dikshitar he was also an adept in
Mantra Sastra, Yantra Sastra and Jyotisha.

While on a holiday visit to Pudukota, a
certain unknown person came to him and re-
quested him to go to Madura and sing a few
kritis in praise of Sri Mecnakshi Amman,
He thought that it was a commard from
above and composed nine kritis on the
way and called them “Nuvwratna malika”
(garland of 9 Gems). When he sang these
9 pieces in the Madura Temple, he was
honoured with many Temple Honours.
The famous song ‘‘Saroja dala netri” in
Sankarabharana raga is one of tliese nine
songs.

There are many interesting anecdotes
related about Syama Sastri. Of these, the
historic contest between him and Bobbili
Kesavayya, who arrogated to himsolf the
title  of Bhooloka chupra chutti is
known.

well

Syama Sastri had two sons:— Panju
Sastri and Subbaraya Sastri. Of these
only the latter attained great proficiency
In music and has composed several fine
kritig, which abound in technical beauties.
Perambar Krishnayya and Alasur Krishn-
ayya were two of the prominent disciples of
our hero, besides his own son. Subbaraya
Sastri was a pious person and a worthy son
ofa worthy father. He did much to popu-
larise his futher's musical compositions. If
Syama Sastri had only caved to teach his
compositions to many more disciples, even
as his two illustrious contemporaries did we
should at the present day have been in
possession of many more of lLis composi-
tions.

Like his two contemporaries Syama Sastri
also predicted the time of his death. On the
Sukla Dasami Day of the Makara masa of
the Vijaya Samvatsara (in the year 1827)
the immortal composer of Tanjore shook off
his mortal coil in his 64th year,

SOME ANOMALIES OF SOUTH INDIAN MUSIC,

BY

PANDIT 8. SUBRAMANYA SASTRI, TANJORE,

-The impression seems to have gained
ground among several South Tndian musici-
ans of the present day that the 12 Svaras of
equal intervalsin an active of the Vina have
been desined on the same principles as in
the harmonium. It is only superficial
observers that think so. Nowadays there
are very few people who have the ear for
finding out if the Shadja and Panchama are

quite concordant and to adjust the sruli of
a Tambura accordingly., I believe their
want of capacity in this direction is mainly
due to their having got accustomed to the
habit of singing to the accompaniment of
the harmonium. This capacity had been 50
ex.traordinarily developed by the late
Sriman Narayanaswami Appa of mrid

dangam fame as to baffle even the late
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Sriman Krishna Bhagavatar of Tanjore, a
contemporary of his, during Harikatha
performances, To'this day some makers of
musical instruments in Tanjore make use
of this capacity in fixing the frets of the
Vina. This will convince any one that it
ia wrong to conclude that the 12 Svara-
sthanas of the Vina have any bearing on or
dre similar to those of the harmonium.

In this connection the observations of

Revd. Jhon Curwen in page 52 of the
“Popular Educator”, wherein he discusses
the relationship between the notes of the
Major Scale of European Music and their
corresponding intervals are noteworthy:—

“ 1t is better to regard the scale as composed
of 474 degrees, containing three ‘“great tones” of
80 degrees, two “small tones” of 72 degrees, and
two “tonules” of 45 degrees” and this is the
smallest perfect measurement of the scale in
plain figures. But if the pupii will go one step
further, and divide each of these intervals by nine,
he will see how weobtain the proximate scale of
fifty -three degrees. The tonule will be exactly 5
degrees, the small tone exactly 8 .degrees, and
the great tone only one-ninth of a degree less
than 9 degrees. Adding these together, as
before, you will bave the “Index-Scale,” as
Colonel Thompson calls jt, “of fifty-three,” and
you will see that itis three-ninths or one third
of a degree foo large. We strongly advise the
pupil to construct a “mono‘chord," and try for
himself whether this is not in truth an accurate
description of that scale of related notes which
God has made most suitable to human ears and
souls. All the books of science are agreed thaf
it is ; and experience bears the same testimony.
1t is the more important that you should under-
s%and .these points, because the true scale is
dreadfully abused by the common Keyed-instru-
ments. Many of these are tuned by what is
¢alled “equal temperament;” that is, the scale is,
divided into twelve equal semitones, and it
follows that that the tones are all 79 degrees of
the perfect scale of 474, while they owught to be

sometimes 80 and Wgrees land the
tonules (semitong amw d of 451!
They might agiAv oW rs of a
statue to “gbggfmperament I inge-
nuity will e@ eliver us soon from§his@ons-
trous disto ,‘ion._ »

it is so often p%asanter to sing w Di the
piano.”_ 5 - -
While this is ¢ 5 ion of
recognised exPi musical’
theories, we sha aking our-

selves the laughing stock of the world, if
we should still persist in our ignorance.
The right course to be adopted regarding
12 Svarasthanas of the Iondian Vina is that
they should be” fixed according to the
Shadja-panchama method, determined by
the requisite ear-capacity and by no means
confounded with their counterparts of the
harmonium.

It will be evident even to super-
ficial observes that while Shadja and
Panchama are constant, the other five
intermediate Svaras have two variants each.
While this is so, more advanced people who
have developed their musical faculty will
be able to inake out two more variants of
each of those svaras which are closely akin
to them, and which may be described as .
their twins. It is on these ten pairs of twins
and the two constants that the time-
hallowed theory of twenty-two ‘Srutfis‘:_i:S'
based. I do not propose to dilate on this
aspect, as I have dwelt on it at length ina
previous article. ’

The view that the twelve superﬁcia.l
Svaras with their sixteen names form the
basis of the.now extant Ragas is quited
modern one and cannot hold water on cloéer ,
scrutiny. As music is afine art, it is but
fair that every votary of it should be allowed
full freedom of its expression and expansi.or;
in various directions, and should not be
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handicapped by any hide-bound doctrines.
As every lover of Music has to take into
account every concordant note which is
sweet to the ear, even thouzh it would
infringe the canons of Music, hie should
be given the fullest liberty to develop
on his own line. TFor instance any one
listening to professors of Hindustani ‘Music
singing south Indian tunes will surely note
some musical effects produced which strike
an original path not recognised by Karnatie
musicians. It would be unwise to discard
these features and lovers of Indian Music
would be well advised in according their
recognition to them in the interest of the
advancement of Indian *Music. I have
heard from some of the disciples of the great
Tyagarajayya that he uscd to listen to the
gongs sung by wandering miostrels with
avidity and make use of their noteworthy
features in his compositions. Hence I
venture to suggest that adaptations of this
kind, from whichever source they may be,
would go to enrich Indian Musie, even
though they inay militate against the ortho-
dox views, One has todeplore the state to
which our Music has drifted, when one sees

how it is made to be subserviant to Mridan-
gam, Ganjira, Ghata, Konakkol, ete. which
are after all but accessaries. It is a cage of
the tail wagging the dog. Further it would
be a mistake to seek to differentiate between
male and female, Brahmin and Non-Brahmin
etc., or to brand musicians with inferiority
merely because they tuke part in operas,
dances or Orchestra. One should rather
think that in the republic of Music, there
should be complete equality, liberty and
fraternity and this alone would conduce to

the broadening of one’s vision and the attain-
ment of eternal Bljss.

The following table contains the 22
Svaras (based on so many Srutis) with
their significant names which, T believe,
faithfully represent the traditional view.
The symbols noted against each refer to
the middle octave, and by placing a dot

either above or below the symbol, they .

may be made to signity the higher or the
lower octave respectively., They are
designed chiefly with a view to help
students of Music in writing out songs
in musical notation.

TABLE SHOWING SYMBOLS AND SAMVADA OF SVARAS.

4. Shdja S. 13. Suddha Madhyama m. 17, Panchama P.
5. Ekasruti Rishabha 7. 14. Tivra Madhyama m. 18, Ekasruti Dhivata d
6. Dvisruti Rishabha 7. 15, Tivratara Madhyama M. 19. Dvisruti Dhaivata d

7. Suddha Rishabba
Chatussruti Rishabha R,
9. Suddha Gandhara s
10. Sadharana Gandhara ¢.
11, Antara Gandhara a,
12, Chyutamadhyama
Gandhara @
13. Suddha Madbyama .

S

R. 16, Tivratama Madhyama M, 99

. Suddha Dhaivata D:
21. Chatussruti Dhaivata D.
22. Suddha Nishada T

1. Kaisika Nishada N,
2. Kakali Nishada M.
3. Chyutashadja

Nishada N,
4. Tara Shadja S,

A NOTE ON NADA, SRUTI, AND SVARA.

BY

MAHOPADHYAYA PANDIT V. VENKATRAMA SARMAN VIDYABHUSANA,
ORIENTAL RESEARCH INSTITUTE, UNIVERSITY OF MADRAS,

There is no information traceable any-
where to enable us to say when Sangita was
first practised in Bharatavarsha or when its
abstract treatment was first begun. Among
the ancient writers on Music in India are
Matanga, Kasyapa, Tumburu, Afijaneya,
Dattila, and Kohala, As we know from their
works, it may be inferred that Music was
practised in India from the dawn of History.
Among the various Departments of Sans-
krit literature, Music belongs to Kalavidya.
The fact that Sangita did not become as
popular as other branches of learning
namely, Veda, Purana, the systems of
philosophy, ganita, mantra, tantra, and
ayurveda,; was due to two main causes.
One was the lack of interest in musical
literature on the part of the people and the
other was the arid and mystifying manner
in which it was treated by early writers,
Almost every portion of the subjeé¢t was
divided and sub-divided and the characteri-
stics of each division or sub-division were
given; but it was difficut to distinguish them
by these characteristics, owing to defective
definition or excessive sub-division. The
technical words and phrases used in these
discussions have lost ia these times the
exact significance that belonged to them.
It is perhaps due to this that modern music
has wandered a great deal from that

discussed in these Lakshanagranthas,

There is nothing to show that in the
Middle Ages scientific treatises were writ-

[Abbreviations:—S R=8angitaratnakara, Adh
=Adhyaya, Pr=Prakarana, Com=Commentary
S D==Sangitadarpana, MB=Matanga’s Brhaddesi,
S R L==8angitaratnavali.]

ten. After the very early works on the
subject, written by the Risis, other works
on music which are known to exist, are
comparatively modern ; and no works have
been obtained which belong to the long
interval between very ancient and recent
times,

Among these later works nearly all
belong to South India, Of these Sangita-
ratndkara * of Sirafigadeva by reasons of its
popularity and merit is easily the first.
An indication of its importance will be
found in the fact that most of the later
authors like Chaturadamoédara the author
of Sangitadarpana make reference to him
as an authority on the subject and no less
than seven different commentaries of his

work by eminent scholars have up till now
been discovered.

Theve is, as might well be expected,
considerable disparity between the ideas
regarding sound as contained in these works
and as developed by modern physies. On
the other hand, the authors of Pratisakhya
whose works have been of great assistancé
in building up the Science of Phonetics had
a more accurate conception regarding the
origin of Sabda and Varna.

The treatment of the subject of Sangita
in Sanskrit Literature may be divided into
chapters as follows:—(1) Svaradhaya; (2)
Ragavivekadhyaya; (3) Taladhyadya (4)
Prabhandhaydya; (5) Prakirnakédbyéya ;
(6) Vadyadhyaya and (7) Narttanadhyaya,
Thave given as an appendix to this paper the
full contents of each chapter dealt with,

* Anandasrama Sanskrit series No®85,
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I condense below what the Ancients say
regarding the relation between nada, Sruti
and Svara.

In the literature of music in Sanskrit the
word sangita connoted not merely gita or
song, but nrtta, gita and vadya.{ Of these
three, gita was considered the important
factor and the other two its auxiliaries, as
éhoWn by the proposition ‘sam’ of the word
sangita, This was emphasised by describ-
ing nrita and vddya as the limbs and gita
as the head of the body music. Sangita
was thus a figure of speech for the combina-
tion of the above three elements, nrtta,
gita and vadya. The combination of these
three was also known as ‘ Tauryatrika.’

Sangita was recognised to be of two kinds
margi* aud desi. Of these margi was
the music scientifically evolved by the
labour of Virincin and popularised by
Nandikesvara, Bharata, Anjaneya, Matanga
Yastika, Sardula, Kohala and Kasyapa;
while desi was evolved among different
commuunities in accordance with their pre-
ferences.

Véadya keeps time with gita and the
postures of nrtta are governed by the
rythm of both, a fact which justified the
assignment of the premier place to gita in
the art of sangita. Thereis a legend about
Brahma creating sangita out of Sdmaveda,t

|| sher ared aar g ag GHagsay |
: Sr. Adh : 1. Pr. I. verse, 21.
*'I‘he word ‘ Margi ' is derived from the root

q-rﬁ- af=qoy indicating that it was formed

by Brahma and other teachers by assembling
materials. from the four vedas.

11t is said in reciting samaveda, seven svaras
were used, namely:—Utkrsta, Prathama,
Dvi.tiya, Trtiya, caturtha, Mandadi, and svartha
Bramha adopted these seven svaras in sahgita-
gastra chadging their names into sadja ete,

but it is here unnecessary to dilate upon it
to any extent.

“ smrafmaEa ae wfywTTa: |
& MNaATAT diear gkm qq=ry )
TATTREGUITERRrY gafeg: @ |
Gt GRSt e st 1

“ agrita firgdte At e w2 '\

We have either heard of or have noticed
the facts mentioned in the above verses,

In keeping with the tendency to exagge-
ration on the part of some ancient writers
is the claim put forward in some works
that sangita could confer on its votaries
the four fulfilments (the caturvidha-puru-
sirtha) of human existence. From the
line ‘bradhmanau vinigayinau gayatah’
in Asvamedhaprakarana of the veda it was
deduced that gita could form a part of
dharma. Music has always been a paying
profession, and from the sastra ‘gayantam
striyah kimayante’ it was argued that it

was possible to attain kama also through
music.

The versa
“ oA v
syfrfmTe: |
ATSTTILTRA
JRAATT T Ay ) 0

in yajnavalkyasmrti showed that mokéa
was within the reach of devolee of music.
We should now interpret the above claims
to music as merely an emphatic form of
saying that music was worth the pursuit of
the learned.

Gita is the expression of art in sound
(n&da), vadya is the rythmic combination
of sounds ; and Nritta obeys the movements
of both. It is probably from an appreciation
of the importance of sound in their art that
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writers on music have created the concep-
tion of nddabrama.

Nida is of two kinds, Ahata and Andhata
and is impossible of production except by
a living being. Of these Ahata creates
music through Srutis. We will here briefly
state the views of these writers about the
origin of nada and its connection with
srutis and svaras.

It is said in ancient works on sangita,
that Brahma, Vishnu, and Mahesvara by
long devotion to nada were transformed
into nadasvaripa, and continue evennow
to existin that form. |

In the production of sound the jiva prompts
the mind (manah), the mind fans the
sarirdgni which sends forth maruta, whose
seat is in the Brambhagrandhi.* Maruta
rises and touches five points in its course
rushing past the nabhi, the hrdaya and the
kantha touching the murdha and then
passing out through the &sya.t With
reference to this theory an analysis of the
word nada has been made in Mantrasastra;
‘na’ is explained as meaning agni and ‘da’
as meaning praua, so that nida indicates
the combination of agni and prana.

| AT A0 S RS |
RIRGARIAT TA TEATIA ILEAKRT )
S. R, Adh: L; Pr. TI[. Verse. 2
* Bramhagrandhi is a region four angula
squure round the nabhi,

YTET FAEGRATATAT T FTFS: |
amalaRfy s aEaAE o |

- emey APYTE g FIERTCATRIAL |
' S R. Adh: I, Pr: 11. Verse 146 —47.

t sreeRt FITAACME A AT JE |
Yoy aheareha & Safy wreaa N
smARafaa: S KATEEATE T|A1
m&zcﬁwkﬁmﬁwhuﬁf afig

8 R. Adh:1 Pr  IIL verse. 3—4.

Nada has been classified into five kinds
with reference to the region of its origin
which was believed to be one or the other
of the points mentioned above,

The nada originating from the nabhi is
called atistiksma, that from the hrdaya
suksma, from kantha, pusta, and from
murdha, apusta and that from asya, krtrima.
It is of course difficult to realize the exact
significance of these five classes of né,da in
actual practice,

Therefore ndda is generally classified into
three well-known divisions mandra, madhya
and tara. * Of these mandra is said tohave
originated from the hrdaya, madhya from
the kantha and tara from the murdha. The
pitches progress geometrically, the factors
being two. It will be seen that the nida
from Asya and from the region of nabhi
have not been included here, otherwise ‘the
number of nadas would be five instead of
three as here. The omission is due to the
fact that in nabhi and asya there are no
nadis capable of producing different srutis,
and consequently the nada produced ‘in
these regions are wanting in sruti,. *~ ¢

Sruti comes from nada and the reason ffor
different srutis being formed is, that thetd
are many nadis in the places where thé
nada is generated. Sarangadeva says that
when the air strikes against different nadis
different srutis are produced. There are no
nadis in the mouth or in the umbilical region
so that this theory cannot be accepted with
regard to nada’ produced in these places.
Therefore, these two origins 'have..beéh
éliminated, and. it has been socepted that
forall the various srutis the;bases are the

* The apparent differences of sound or nada
are only assigned not essential, and are due to
the difference of their origin.’

Com: on § D. Part 1. Page. 26.
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three nadas which are determined by
their place of origin. There are said to be
twenty-two nadis in each of the three
places of origin above mentioned, so that
each nada can produce twenty-two sruties.
The nada arising from hrdaya was called
suksma, that from the kantha ucca, and
that from the murdha uccatara. Each of
of these has 22 variations, The terminology
of classification here given was often used
in practice whereas the previous classifi-
cation was used only in the discussion of
theory. Srutiis the common name for all
these variations.

Sruti was by one school regarded as
altogether different from nada and by
another as merely a modification of sound.

The authors of works like Sangita-
ratnakara and Sangitasamayasdra i  illus-
trated the identity of various srutis in
the following manuner, The corresponding
strings of two vinas (one called Dhruvavind
and the other Calaving,) identical in every
respect each with 23 strings, so graded that
no intermediate sruti is possible emit the
identical sounds.

1t has been seen how each nidda has 22
sratis. These srutis have been assigned
names as follows:—

1. Tivra; 2, Kumudvati; 3, Mandd; 4,
Chandévati : 5, Dayavati: 6, Ranjani; 7,
Ratika ; 8. Raudri; 9, Kro1ha ; 10. Vajrika;
11. Prasarini; 12, Pritih : 13. Marjjani; 14,
Ksitih; 15, Rakta; 16. Sandipani; 17,
Alapini; 18, Madanti: 19, Réhini; 29,
Ramya ; 21, Ugra ; 22, Ksébhinf,

Srutis can be of five varieties; viz,, 1,
Dipta ; 2. Ayata; 3. Karuna; 4. Mrduh ;and
5. Madhya.

The 22 srutis have been arranged into
seven groups of 4,3,2,4,4, 3, 2. and each

% Trivendram Sanskrit series.

of them belong in order to seven svaras:—
Sadja, Rsabha, Gandhara, Madnyama,
Pancama, Dhaivata, Ni:ada, which arise
from the sratis. Each Svara rests in its
last struti.

For clearness tables showing the inter.
relations among svaras, srutis and srutijatis
are give in Appendix.

There is no general agreement among
the writers regarding the connection bet-
ween sruti and nada. There are in the main
five views on the point :—

(1) Visvavasu says that as sruti and
dhvani are both audible they may be con-
sidered identical, and that they may be
sub-divided into classes *

(2) Some others hold the view, that
there are only two kinds of srutis which are
determined by the place of origin.

(3) Still some others say, that srutis are
three on account of theimperfection in the
Indriyas. They are, sahaja, doshaja, and
abhighataja, Owing to imperfection of the
mind caused by satva, rajas, tamas, or
amladirasa the resulting sounds ave sahaja,
doshaja and abhighataja respectively.

(4) Tumburuand some others hold that .

srutis are four due to the influence of the
vata, pitta, kapha and sannipatat

[[erefygat wgent g = sgsfafiaft )
RATATITIEAER TOITT ATiRaa: )

iy |
8. R. L. Srutiprakarana .

* ratiferaaterand, v gy
& A frfrat #ar waoeacRiamra )

t TR v R e gl |
TR ey Ratat et gl )
feraer game 7w swst w e |
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(5) Venavadi} and others say that srutis
are of nine kinds with which view Bharata |
agrees. _
All the abave five views are based on the
theory that nada and sruti are not different.
As nada is audible and distinguishable to us
from sruti, Catura-Kallinatha says that it
is not correct to say that there is no
difference between nada and sruti, There
are two views, that srutis are 66 (3 x 22),
and another that srutis are infinite. In the
following verse Kohala condenses all these
views :— )
worfirmfa FRrgarecha yfa yidew
FRrarreRa: |

gzafyfirar: ag FRaamEaia
gfaqrgata |
wrrer & it = geafa fofia

AT AR FRRIRTOTAAT TR |

SRR GRS TATAAT: |
YO TR 7 AT

Of these two the contention that srutis
are infinite in number is the most accepted
as in the last two verses quoted above,
which say that they are as numerous as the
waves of the ocean or the manifold echoes
of the air. Anyhow as 22 srutis can be
distinguished, we may accept this number
for scientific purposes.

As we have seen, the svaras arising from
the srutis have been called the shadja and
other six ‘names. There are five different
views expressed on this point :—

(1) Sruti and svara whose relations are

those of species and individuals are both -

1 rgfaResfide sgufas o)
TICTART: FAT: TSLITAT To: N
|| frwRawergereg ¥IT STaT 6 |
FPTHTATIH Y ST [ (et |
i FrE=TaT ST Qe At a9 |

Com : on S.R. by Kallinatha, Srutiprakarana,
15 .

audible, and therefore they cannot be but
identical.

(2) . A svara may manifest itself in the .

shape of different srutis just as, it is
said, the same face may be reflected in
different mirrors.

(3) Sruti is Adrane and svara is kdrya
just as the clay and the potters-wheel are
the karana of pot.

(4) Sruti is transformed into svara as
milk is into curds. B

(5) Svaras enable us to distinguish
srutis as light does the objects placed in
darkness.

The shadja series of names have been

‘considered by Matanga and others as

descriptive *, As in singing it would be
difficnit to mention the full names of the
svaras they have been replaced by the
initial letters of the words sa, ri, ga, ma, pa,
dha, and ni. When sruti is consequent,
smooth, pliant and pleasing to the ear, it is
called svara. The seven svaras have been
vompared respectively to the voices of the
pea-cock, the cataka (name of a bird which
is supposed to live only on raindrops), the
goat, the curlew, the Indian cuckoo, the
frog, and the elephant.

|| woort TCTO? WweR: wghEt s = )
SV AT ATA: TR Terorfia |
QA TIA TEARTEHTENRT: €qaA: |

Sy aar g Rratfy o s N

TATATH FHAT: TTQTHTIEAT |
qrar arArRRT T ofr areTeEE: )
T AT HEAW: T IS |
TrCFaC Freatd 4 e & aga -
QTZHRH MO FEIAT THRASTAT N

W |
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APPENDIX I,

Table showing the relation between nada, sruti and svara.

SANGITA

Miz'mrgi Desi
! ! i
Nrtta  Gitais  Vadya
Né,da DO.
l S
1 |
Ahata Anihata
| - | |
Hrdaya Kantha Mtrdhi
(Mandranédasthana) (Madhyanadasthana) (Taranadasthéna)
1. ..Tivra. %
2, ...Kumudvati. . )
3. ....Manda. 3. 1. Shadja.
4. ....Chandévati. 4,
1. ... Dayavati 5. .
2 e Rafijani 6. 2. Rishabha. Do,
R JN Ratika .
1. e Raudri. 8. .
' SRR Krédha 9. 3. GéAndhira,.
1o ceveesn Vajrika. %(1)
e eereeseens Prasarini. .
%, ........... Pritih. 19. 4. Madhyama.
P Marjjani. 13. Do.
1. chieee Kshitih, 14.
e vereerrrinnes Rakta. 15. -
, S Sandipani. 16. 5. Panchama..
P Alapini. 17,
1. e Madanti. 18.
D rerrieeecenns Réhinf, 19, 6. Dhaivata.
3 Ramya, 20.
) DO Ugra. 21. . .
2 e Kshébhini, 29. 7. Nishada. Do

APPENDIX Ii.

The srutijdtis and srutis belonging to the different svaras.

Svaras. Srutijatis. Srutis,
I Shadja First—Dipta 1. Tivra
" Second—Ayata 2. Kumudvati
" Third—Mrduh 3. Manda
" Fourth—Madhya 4, Chandévati
1L Rishabha First—Karuna 5. Dayavati
' . Second —Madhya 6. Raifijani
. Third—Mrudh 7. Ratika
III.  Géndhara First—Dipta 8. | Raudrf
" Second —Ayata 9. Krodha
IVv. Madhyama First—Dipta 10. Vajrika
" Second—Ayata 11, Prasarini
" Third—Mrduh 12. Pritih
" Fourth-—Madhya 13. Marjjani
V. Pafichama First—Mrduh 14. | Ksitih
i Second--Madhya 15. Rakta
" Third--Ayata 16. Sandipani
” Fourth—Karuna 17. Alaping
VI Dhaivata First—Karuna 18. Madanti
» Second—Ayata 19. Roéhini
. Third~Madhya 20. Ramya
VII. Nishada First—-Dipta 21. Ugra _
»” Second—Madhya. 22, | Kshobhini
Svaras: 7 Srutijatis: 5 Srutis: 22,
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The Srutis amd Searas Corresponding to the different Srutijatis.

Srutijatis

Srutis.

Dipta

Karuna

"

L1

Mrduh

Tivra
Raudri
Vajrika
Ugra
Kumudvati
Krodha
Prasarini
Sandipani
Rohini
Dayavati
Alapini
Madanti
Manda
Ratika
Pritih
Kshitih
Chandovati
Ranjani
Marjjani
Rakta
Ramya
Kshobhini

Svaras

In Shadja

» Grandhara
» Madhyama
» Nishada

» Shadja

» Gandhara
v, Madhyama
,, Panchama
,» Dhaivata
» Rishabha
» Panchama
» Dhaivata
» Shadja

,» Rishabha
» Madhyama
» Panchama
» Shadja

» Rishabha
,» Madhyama
» Panchama
» Dbaivata

,» Nishada

Srutijatis 5

Srutis: 22

Svaras. 7

APPENDIX IV

TOPICS TREATED IN WORKS ON SANGITA IN SAMSKRIT.

1. Svarddhydya : -

1. Anatomy, 2. Origin of Néada, 3.
Characteristics and varieties of Svara,
sruti, grama, miircchani, kuatana, alankara
jati and gita, 4, Description of Suddhas-
vara and vikrtasvara.

II. Rdgadhydya :—

1. Characteristics of Rigas, 2. Raganga,
3. Bhasadnga, 4. Kriyanga, 5. Upéanga.
6. Kandarana, 7. Ragas-classified into three
according to Matanga. 8. Names of Ragas
9. Their origin. 10. The time of the day
specified to several Réagés. 11. Determina-
tion of seasons for Ragis. 12. Classification
of Melakartr. 13. Janya Ragis allied to
Melakartr. 14. Methods of Arohana and
avarodhana of each raga. 15. Originalriagis
are 20 according to the views of ‘some
others.

1. Tdladhydya : —
1. Characteristics of Téala and Laya,

2. Divisions of Margatdla and Desitala,
3. Drutameru, Laghumeru etc.

IV. Prabhandkadhyaya :—

1. Characteristics of Prabhandha, Gana,
Talaniyama and Gadyaprabhandha. 2.
Divisions of Prabhanda and Gana. 3. De-
fects and qualities of Gita.

V. Prakirnakddhydya :—

1. Characteristics of  Vaggeyakéira,
Sabdabheda, Sarira, Gamka, and Sthaya,
9. Defects of Gayana and Sabda, 3. Quali-
ties of Sabda etec.

V1. Vddyddhydya :—

1. Vadya covers the defects in gita and
nrtta. 2. Vadya is classified as four:

Tata, Susira, Avanaddha and Ghana. 3. Al
the stringed instruments are called Tata-
vadya. 4. Their divisions:—Ekatantri,
Nakula, Tritantrika, Citra, Vina, Vipanchi
Mattakokila, Alapini, Kinnari, Pinaki etec.,
5. Instruments having holes are called
Susiravadya. 6. Their divisions:—Vamsa,
Pava, Pavika, Murali, Madhukari, Kahala,
Tundukini, Cukka, Srnga. Samkha etc.,
7. Leather-faced Instruments are called
Avanaddhavadya. 8. Their divisions:—
Pataha, Mardala, Hudukka, Karata, Ghata,
Ghadasa, Dhavasa, Dhakka, .Selluka,
Ghallari, Bhana, Trivali, Dhundubhi, Bheri,
Nissana, Tumbaki ete. 9. The.instruments
which produce clinking sound are called
Ghanavadya. 10. Their divisions:—Tala,
Kamsyatala, Ghanta, Kshudraghantika,
Jayaghanta, Kamra etc, 11. Measure-
ments for the construction of instruments.
12, Selection of timber for Tata instru-
ments and their construction. 13. How to
construct Kurmapratha in Vina. 14. Charac-
teristics of Suska, Gitanuga, and Nrttanuga .
instruments. 15. Special Vinas for some
particular ragas, 16. Selection of - bamboo,
khadira, ivory, sandal-wood, iron, white
copper, and silver for . susirvadya. 17,
Measurements. 18. Differences in sounds
according to measurements. 19. Classifi-
cation of susiravadyas according to the
difference in measurement between
Mukharandhra and Tararandhra  20. Cons-
truction of seven holes - which represent
saptasvara 21. Directions for the wuse of
different susiravadyas. 22. Characteristics
of Avanaddha instruments and - their ‘cons-
truction 23. Qualities of Kashtha and
Charman, 24. How to purffy the metals for
Ghanavadya 25. Their qualities,
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VII. Narttanalhydiya:—

1. Three divisions of Narttana i, e.
Natya, Nrtya and Nrtta. 2. Their charac-
teristics. 3. The origin of Natyaveda.
4. How these three cause the manifesta-
tion of Rasa, 5. Differences of gesticula-
tion, 6. Limbs useful in narttana. 7.
Nineteen postures of the head. 8. Different
views of actions by hand:—64, 66, & 70.

9. Their characteristics. 10. Actions of
hand are the principal parts in abhinaya
11. Varieties of abhinaya by each limb.
12. Rasadrshti 13. Bhavadrshti 14, Sthana-
bheda 15. Characteristics, qualities and
faults of an actor. 16. Karanabheda,
17. Formation and arrangement of Sabha
for dance 18, Characteristics and classifi-

cations of Rasa, sthayibhava, and satvika-
bhava.

APPENDIX Vv .*
BIBLIOGRAPHY.

Author.

Anantanarayana.
Applacharya.

Arjuna.

Asokamalla.

Ahobala.
Kamdalochana.
Kallinatha.
Kumbhakarna.
Kumbhakarnanarendra.
Kubhakarnamahimahendra
Kshemakarana.
Gangarama.
Ganapatidevasena.
(Ganesadeva.
Gandharvaraja.
Chandrasekhara.
Chinnabommabhupala.
Tippabhupala.
Tulaji Raja of Tanjore.
Dattilakohala.-
Damodara.
Damodara.

VVU)‘/C.

Gitalankara.

Gitasankara (B).
Sangitasangrahachintamani (E)
Arjunabharata.
Nrttyadhyaya,
Sangitaparijata *,
Sangitachintamani.
Sangitamrta.
Sangitaratnakarakalanidhi.
Sangitaraja.
Sangitaratnakaratika,.
Sangitamimamsa.
Ragamala or Ratnamala.
Sangitaratnaaratika,
Sangitasetu.
Nrtyaranavali,

Kalpataru.

Ragaratnakara (B).
Sangitasastrasamkshepa (E).
Taladasapranadipika(B).
Bharatasarasangraha.
Sangitaraghava (B),
Taladipika (B).
Sangitasaramrta (B).
Dattilakohaliya (B).
Sangitadarpana.

* This Bibliography, which includes most of the printed books and
in Samskrit literature hitherto known, is intended only for general informatio

—
anuscripts on sanhgita
n,

Author,

Devannacharya
Devendra
Dhundivyasa
Nandikesvara
Narada

"

Nimbabhupala
Nyayadeva
Parsvadeva
Pundarikavittahla

Purushotamamisra
Bhattacharya
Bharatamuni

"
Bharatacharya
Bhanudatta
Bhanudattamisra
Balaramavarman
‘Bhavabhatta

"
Bhimadeva

Mandapala Raja

Mummadichikkabhupala
Raghunathadasaprasada

Raghunatha
Raghunathabhupa
Ramakrisnabatta
Ramamatya
Lakshmanabhaskara
Vithala

Vimala
Visvanathasimha
Vasudeva
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Work.

Sangitamuktavali (D)
Sangitamuktavali (B) and #
Shahavitasa (?) (B)
Talabhinayalakshana
Talalaksana (B)
Raganirupana
Panchamasarasamhita
Chatvarimsacchataraganirupana (B)
Sarasamhita
Naradisiksha
Sangitadipika
Bharatabhashya
Sangitasamayasara
Ragamanjari (1)
Sadragachandrodaya (1)
Narttakanirnaya (W),
Ragamala
Narttananirnaya
Sangitanarayana
Nadadipika
Bharatasastrasamgraha (K)
Bharatanatyasastra
Adibharata
Rasatarangini (S)
Gitagaurisangita (V)
Balaramabharata (E)
Dhruvadipika
Abhinayasangitavilasa
Murliprakasa (}})
Srutibhaskara (1)
Anandasanjivana (Il )
Abhinavabharatasamgraha
Ragadisvaranirnaya
Bharatasastra (B) .
Sangitasudha
Ragakautuhala (1)
Svaramelakalanidhi (E)
Matangabharata
Sangitavrttaratnakara (B)
Ragachandrodaya
Sangitaraghunandana (E)
Viraparakrama



114

duthor,

Veda
Vemabhupala
Saradatanaya
Sarangadeva
Sukambhara
Srinivasa
Srirama
Sadasivadikshita
Simhabhupala

”
Sudhakalasa

”
Somanatha
Saurendramohana
Hamsabh uphla
Haripala
Haribhatta

"
Harivallabha
Hrdayanarayandeva
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Saungitamakaranda (B)
Sangitaraghava
Bhavaprakasa (E)
Sangitaratnakara
Sangitadamodary ()
Ragatattvaabodha (i)
Ragavichara
Sangitasundara (B)
Sangitasudhakara
Sangitaratnakamtika
Sangitopanishatsary (*)
Sangitopanishat
Ragavibhodha
Sangitasarsangraha (W)
Sangitaratnakaratika
Sangitasudhakara
Sangitadarpana (B)
Sangitasaroddhara ()
Sangitadarpana
Hrdayaprakasa (%)

Abhinayamukura
Abhinayadarpana (B)
Anupasangitavilasa (! )

Ashtottar rarasatatalalakshana ( B)

Kalpatarutika (¢)
Gayanaratnakara (D)
Gandharvaveda (D)
Talaprasthana
Talaprastara
Taladilakshana
Talavidhana
Panchakalpa (1)
Prakrtagana (D)
Bharatalakshang
Bhamt'\.smtrasanmta
Muktavahmakamk
Muraliprakara
Meladhikaralakshana
Rasaratnavali (| )
Ragadhyanadlkathanadhvaya
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Work

Ragaprastara (B)
Ragabodhaviveka (E)
Ragaratnakara (D)
Ragalakshana (B)
Ragavibodhaviveka (Il )
Ragaviveka
Raghavaprabhanda (B)
Rudratamarubhavasutravivarana
Laligita (E) )
Vadyakhanda (x)
Sankirnaragadhyaya
Sankirnaragalaksana (X)
Sangitasara (1)

a Sangitasara (1)

Sangitasaravali
Sangitasarvarthasarasasangrah
Sangitasiromani (I} )
Sangitavinoda (1)
Sangitakamada (E)
Sangitanarayana
Sangitapatha
Sangitapushpanjali (1)
Sangitartnamala
Sangitakalpataru
Sankitamuktavali Sangitasarvasara (D)
Saptasangalakshana
Saragachandrodaya

s Svaraprastara

‘ ' Svaramanjari

t I page 318,
)=Vide catalogue of Sanskrit Mss. India Office, Par
:I)—Vlde catalogue of Sanskrit Mss. in the Library of His nghness the Mabharaja of

1880 by Rajendralal Mitra pages 509—>530.
Hikanis (X)= e’rlde JNotlces of Sanskrit Mss. Vol. XI. Har.aprasad Sastri 1895. - .
(11)=Vide Notices of Sanskrit Mss. Rajendralal Mitra Vol. 1880.
{D)=Vide Gackwar’'s Oriental series No. XVII page 31 _ )
(V)=Vide catalogue of Mss. in the Library of H. H. The Maharaja of Ulwar. Peterson.
(B)=Vide Sanskrit Mss. in the palace at Tanjore. Burnell pages 59—61.
(S)=Nide katalog der sanskrit—Handschriften der Universitats—Biblothek Zer Leepzlg
901. |
e Thei(i’??r) f ;lft;l('lzcg:tilggues of printed booksand Mss, in Sanskrit belpngmg to the Oriental‘

Karyatirtha 1904.
Library of the Asiatic Society of Bengal. Kunjavihari
(E)=Vide a catalogue of Sanskrit Mss. in the Adyar Library Part II, -
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THE IDEAL GAYAKA

BY

MR. A. NARAYANDAS

CPrincipad Maharaja’s College of Music Vizianagaram.

Music is the noblest of all arts. A scien-
tist states © music stands in a much closer
connection to the pure sensation H:an an‘y
other art ”. The scriptures ordain “ God is
embodied music ”. The epics state “Vocal
music is a thing aspired to by men.”

A Gayaka should necessarily be well
versed in literature and music and a good
author of both metrical and lyrical piecefs.
He is born and not made. FProficiency is
developed by instruction and pr:actice.
Poetry and love would be pleasing if only
when they come freely; but if they are
forced the taste would surely be spoiled.

It is said that unless one is endowed with
the musical nerve, he can neither sing nor
appreciate music. Those who are not bless-
ed with the musical nerve should necess-
arily be quite defective as the poet says
“ the man that hath no music in himself;
nor is not moved with concord of sweet
sounds, is fit for treasons, stratagems and
gpoils . One who cannot appreciate music
and rhetoric is a mere brute without tail and
horns.

The sacred scriptures ordain that * there-
fore a learned Gayaka should sing accom-
panied by two learned lutists, Vinhikas who
sing their own compositions; the Gayaka
should keep the master of sacred celebra.
tions awake throughout the night by singing
songs of his own composition relating to
the deeds of virtuous ancient kings, The
master's wives too much assist the Gayaka
with their harps "

The pleasure of a Gayaka is a hundred-
fold more than that of a king. A man

should aspire to be a Gayaka. A Gayaka,
that is a learned man, must sing and dance
so that the public may supply his wants and
his person waited on by many disciples. A
Gayaka should be a poet and an attractive
person. A Gayaka is like a celestial being
amongst men. The two learned Vinhikas
who accompany should be well versed in
both music and rhetoric.

A Gayaka must be a poet and musician
and his speech, verses, songs and action
should be original. A born Gayaka will never
recite any songs or verses composed by
others except those from the scriptures if
he atall wants to quote authorities for his
own compositions. A Gayaka should be a
teacher and teach the theory of both litera-
ture and music to his children and disciples
and he must necessarily be a classical
scholar. False notes bring calamity to the
hearers. Both the Gayaka and the audience
obtain salvation by systematical vocal
music. The expression of a Gayaka is
itself a true poewm.

A QGayaka should wear a special dress
authorised by the consecrated ancient cus-
tom at the time of his performance so that
the devotional feelings of the audience may
be encouraged and the audience pleased.
A Gayaka should be of a very good charac-
ter, self-effacing and sing purely devotional
songs ounly of his own composition. Music
comprises vocal, instrumental and gesticu-
lar performances and of the three the vocal
music is the most important. Vocal music
and action are natural and instrumental
music is artificial. Vocal music is the ori-
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ginal, instrumental music is but a copy.

‘Vocal music is a living thing, instrumental

music is but a mere painting. A Gayaka
can express various moods of the articulate
sounds he produces but a simple player of
the artificial instrument such as Veena is
quite unable to produce such living sounds.
The gestures of the (Gayaka appeal tothe
audience, but the dumb-show of an instru-
ment player is merely a waste of labour.
The natural voice is intended for the
cultured taste and the sound of a musi-
.cal instrument and paintings are ouly
for the average class. A Gayaka should be
not only a perfect scholar well-versed in
literature and music but also be unrivalled,
independent and original. Some practice
with ordinary intellect can produce a splen-
did player of mere musical inrtruments.
But a Gayaka must show his originality
more than a mere player of the artificial
instruments, A mere money-gathering
singer who seeks the favour of the illiterate
rich by false praise does not all deserve the

.gifts which are to be conferred on learned

Gayakas., Those who are ill-bred, sing-
ing loose songs and leading unrighteous
lives are only rural and secular musicians
unwarthy of the high honour due to Gaya-
kas.

The chief object of a good Gayaka is to

. promote unity in human society by devolop-
‘ing its sense of concord and harmony and

where there is a unity th.re is also present
the salvation which people crave for. Per-

fect mental peace is attainable through

‘music and righteous conduct. A philose-

pher says “ you will there see a unity which
admits of no duality in which the distinc-

‘tion of persons (literaliy we-ism and thou-
-ism) .can have no place. In this world

where you exist there iz the appearance of

:duality but in the next world there will be
-nothing but the unity of God”,

As men are not wise naturally it is
ordained in the scriptures that they should
strive for wisdom. A Gayaka will help
people in the attainment of that wisdom
and is a wise man forhe loves all and is
respected by all.,

I believe in the scriptures but I am quite
unequal to the task of fully realising the
spirit of their divine utterance. Of what
consequence is a man with his little and
imperfect knowledge, and that even acquir-
ed with great pains if he uses it as a means
of satisfying the evanescent sensual plea-
sures ?

A man who stores food sufficient for a
day’s consumption and who learns the arts
only for the sake of acquiring knowledge
and not as a means for securing riches is
rightly to be respected. Such musi-
cians of genius adorn only the golden ag’e
in large numbers. It isno learning if it is
made a means of satisfying one’s own
pleasures. The human voice corrupted by
selfishness is totally unfit to produce the
pure divine melody which only can gene-
rate perfect mental peace and social
harmony. The poet says “in sweet music
is such art, killing care and grief of heart.
When gripping grief the heart doth wound;
and doefull dumps the mind oppress; then
music with her silver sound, with speedy
help doth lend redress’’. .

All the universe is an embodiment of
musgic, Every man or woman has his or
her own vocal grace and as a duty one
should adjust one’s bodily movements and
voice to express best one's thoughts. Men
differ not in the nature of their souls but
they do differ in their mental and physical
characteristics. Soul is- the immaterial
cause of material substances both perceiva-
ble and unperceivable. The relation of
soul to matter is similar to that of the sun

o other planets and the 'magnet o -the iron,
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Soon after the child is born it cries.
Infant’s cry is the first manifestation of
human voice. Vocal sound consists of four
stages, namely the atomic stage in the navel
cavity called the Pura which is only to be
imagined ; the second which is produced in
the cavity between the navel and the heart
is called Pasyant/ and is twice the Pare and
it is also to be imagined ; the third which
arises in the cavity between the breast and
larynx is named Madhyama and it is
audible to oneself if one closes one’s ears
with one's fingers ; and the fourth and the
last is the human voice which is produced
from the top-most parts of the wind-pipe
and is called the Vaikhari.

The roots of the vocal chords are in the
navel and their top ends are in the throat.
Human voice is of twenty two kinds, for
the vocal chords are twenty two.

The chief mood of the human voice is
mercy and the other eight moods such as
humour, gentleness, love, merriment,
marvel, wrath, austerity and timidity are
only the different aspects of mercy ;-
and therefore the first sounds produced by
a new born baby is recognised asa cry.
The poet saying that “ when we are born
we cry that we are come to this great stage
“of fools” and the bard repeating that ‘ man
“is born but to mourn’ give the reason why
the infant cries soon as it is born. The
voice of a healthy child is musical and his
gestures are full of native grace. So it is
that a healthy child, whom-so-ever it may
belong to, invites a kiss from all. As
selfishness grows with the advance of age,

the physical and mental harmony of a

person gradually decrease and finally dis-
appear with him. If a true-hearted person
always working for the good of society is
endowed with a musical nerve, a graceful
voice and an attractive personality he can
surely command a cultured audience, A

critic of vocal music should himself be a

gifted musician and a perfect gentieman-

One cannot be a gentleman unless one be
pure, unselfish and contented. The poet
says “Contend not sir, we are gentlemen,
that neither in our hearts nor out-
ward eyes, envy the great nor do the
low despise”. An’ able teacher could
guide a person gifted with a graceful
voice and good intellect and the latter
should develop and bring out the best in
himself. Music is a synonym for gentle-
ness. Every nobody sings, plays on instru-
ments, and dances for pure pleasure before
he passes through his teens, and then
selfishness and envy grow and mar the
beauty of harmony. After the age of twenty
a man becomes logical, natural faith
begins to wane, and his simple and pure
heart is agitated by family troubles, An
agitated and afflicted mind can never work
for the good of society. The physical and
mental harmony fade away with the ad-
vance of age. The wise desire solitude
while the foolish crave for society. The
poet says “the fool doth think he is wise,
but the wise-man knows himself to be a
fool”. It is the infant lying in the lap of
his mother, and the wise that can enjoy
the best music for they are always alone
and they can recognise and appreciate the
celestial sounds called Para and Pasyanti.
They can create perfect bliss all around
them. '
A gifted Gayaka who is endowed with a
full voice which could have as an accom-
paniment any musical instrument which is
correct in its metronome, whose physical
features and graceful action attract the
young and old irrespective of colour and
creed, who with his intellectual gifts can
master any science, art or literature in-
dependently, who has led a long, useful and

T

righteous life is in deed s rarity, seen per-
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haps once in cycles of ages. Such a gifted
Gayaka is above all criticism.

A house-wife is music embodied whether
young or old. All men ,without exception
lose their merit in the iron age but even in
that age some women remain perfectly
patient, truthful and virtuous. The poet
says “It is beauty that doth oft' make
‘women proud ; it is virtue that doth make
them most admired, it is government that
makes them seem divine”. *“ Her _voice was
over soft gentle and low—an excellent
thing in woman”. Boys before they are
twelve and family women before they
attain their puberty are naturally musical
and all their physical movements are full of
grace and harmony, Everything that pleases
the mind is itself musiec whether it be mate-
rial or ideal, and therefore music is defined as
that without which (harmony) the world is
null and void. The scientist says that the
creation and the creator are nothing other
than music. In a particular condition
every animate or inanimate object is plea-
sing to the observer and that lively state of
‘both the observer and the observed -is a
genuine form of music.

.. The best music is reclusion, for the phi-
losopher says “ Every state except reclu-
gion is affrighting”. The poet says “Itis
better to be lowly born and range with

‘humble livers in content than to be perked

up in a glittering grief and wear a golden
sorrow.” Thoughtis common human pro-
perty as the poet observes “ there is nothing
igood or bad but thinking makes it so”.
Naturally every one thinks in his own way.
.The poet says “ but thoughts the slaves of
life, and life time’s fool, and time that takes
survey of all the world, must have a stop.

‘Why, what is pomp, rule, reign but earth

and dust? And live we how we can» yet

SOmap—— pr————

die we must.” What is music if it is not

"but the contented mind and mental peace ?

The poet says “ Comfort is in heaven and
we are on the earth, where nothing lives
but crosses, care and grief”. :
The word voice is derived from the
sanskrit root Vach to speak. Every
man should not be allowed to speak
or to sing in public except -a person
who always works for- universal good,
Such an unselfish man’s carser is true
music, his speech is the .only correct
Sanskrit. The poet says * He sits amongst
men like a descended god; he was a ‘man
take him for all in all: His life wasg
gentle; and the elements so mixed in him
that nature might stand up, and say to all
the world ‘This was a man. Heé is a
true Gayaka who teaches his disciples how
o speak, sing and act to please and instrucé
his contemporary society. Truly the past
is a guide for the present and science leads
to good when it is followed correctly., The
present and the future differ from the past
and therefore it is the duty of a learned
Gayaka to please the society by following
what is pure and good and train his young
disciples so that they realise that - all of
them work for the promotion of universal
good. Ina world of differing tastes where
“The gentlemen like steadiness of char-
acter, the learned men desire right applica-
tion, ladies wish for sweetness and the
multitude wants gratification,” he is best
qualified to achieve unity. :
The ancient Rishis realised not only the
high place which music has in well-ordered
‘human. life, but also recognised the great
work of a true musician in the life of &
nation. The musician has a midgion in
life. He is to discharge a sacred duty. .. Like
the poet he sings because he musti -}

"




SANGEETA SUDHA,

[Translation of the music pussages only.}

History.

(Sl. 1-14) In the Chola country is the
City of Tanjore under the sway of King
Raghunatha—the centre of all wealth and
prosperity. There were Sanskrit poets
equal to Kalidasa, Mayura, Sanmilla and
Murari; as also poets in Karnataka, Andhra
and Dravida languages.

15. There were many Vaggeyakaras
(composer-vocalists), experts in all the
musical arts, and players on the Vina and
ather musical instruments.

. ’ (16-26). A set of Vidwans waited, one
day, at the door of Ragunatha's Court.
They were respectfully received and seated
by the King. After the usual inquiry was
over they addressed the King:—

(27-34). “ Your Grandsire, King Chinna
Cheva was the first vassal at Tanjore under
Karnataka suzerainty. He built the temple
towers in Sonachala (Tiruvanamalai) and
also the Ekamranatha temple tower at
(Conjeevaram) and did like holy service at
Dirgha Saila, Vriddhachalam and Srisailam.
He was a promoter of arts and literature.

(35-46). * Of him was born King Achyhta
by Murtyamba. He was a devotee of Ran-
ganatha at Srirangam. He built the gold
canopy and made the coat of percious
stones and the throne of gems for God
Ranganatha. He made also several jewels
for. Lakshmi. The flight of steps at the
Kaveri Ghat was decorated by him. The
towers in the temples at Mayavaram,
Madhyarjuna (Tiruvidaimarudur) and

Champakaranya (Mannargudi) were cons-
tructed by him,

(47-61). *You are born of Achyuta. You
have been trained in the use of war arms,
in the art of music, postry and composition
in the vernacular lauguages. You have
built the temple of Rama at Rameswaram,
Kumbakonam and Srirangam. '

(62-63). “ Your poetical works, Parijata-
paharana, Valmiki Charitra, Achyutaraya
bhyudaya, Gajendramoksha, Nala Charitra,
Rakmini Krishna Vivaha—Yakshagana
have already earned you a fame as a poet,

64. “ You have sung the new Ragas Ja-
yantasena and others. You have invented
Ramananda and the other new Talas. You
are teaching music to Vina experts.

65. “ You have codified the new Mela—
Raghunatha Mela by name. You have

clearly classified all the Ragas in that Mela
system. ‘

(66-76). ‘‘ Several Music works have been
written from Sadasiva downwards. Some of
them have made the science more unin-
telligible in their works. Thereis seen vari-
ance in the practice of Music. The theories
propounded do not agree with what is found
in practice. We request you to write a

music work where in practice and theoryb

go hand in hand with each other since you
are found to be competent for the task by
your learning and culture and give us ‘ the
Sangita Sudha’(nectar) after churning the
the acean of Music literatyre,”

»

SANGEETA SUDHA 124

. Thereupon, king Raghunatha in res
ply accepted the request with all due respect
and expressep that the wishes of the Vid-
vans would be obeyed. And he wrote the
Sangita Sudha for the benefit of the man-
kind.

Preface.

1. Salutations to the tutelar deity
Ramachandra, the lover of Sita. Then I
proceed to write Sangita-Sudha for my fame
and as part of my permanent Dharma
(duty).

(2-4). Ishould first name of the music
authors, to merely pronounce whose names
brings honour and fame to one—Sadasiva,
Parvati, Brahma, Nandikesvara, Bharata,
Durga, Sakti, Sardula, Kohala, Vayu,
Kasyapa, Hanumat, Rambha, Arjuna, Nara-
da, Thumburu, Ravana, Visvavasu, Dattila
Kambala and Asvatara (the kundalas of
Siva), Yastika and Devaraja.

5. 1 churn the ocean of the music
works of the above authors with my in-
tellect to serve as the churning handle and
offer you the Sangita Sudha (Nectar).

(6-10). Nritta, Vadya and Gita—all make
up music. Then why is Gita alone taken
up by you? Sangita is of two types—
Marga and Desi. What Brahma and other

Gods performed in the presence of Siva was

$arga. What is enjoyed by men as music

" jn different countries and with varying

tastes is termed Desi. And Nritta, Vadya
and Gita are conjointly termed Desi—
Dance depends upon Vadya and Vadya de-
pends upon Gita. Gita is therefore the
principal thing and it is the subject of
treatment. ’

Brahma extracted Sangita from the
Sama Veda and codified the science of
Musiec.

(11-16), Siva who could not be won by
Yajna, Dana and Tapas was appeased : and
Ravana, with his musie, pleased him .and
got his boons. Vishnu and Brahma were
blessed by Siva by singing the Jyeshtha-
Saman and the Flute of Krishna charmed
even the animals at Brindavan, The Gopas
and Gopis were enraptured. Saraswati
plays on her Vina for the Gtods. Yakshas,
Nagas, Kumaras and Gandharvas especially
are drowned in music. The child in the
cradle stops erying under the influence of
music. It is not only men but even animals
are pleased to hear musiec. )

17. I therefore treat Gita as my chief
subject in the following seven chapters.

Introductory.

1. 1In the first chapter will be dealt the
origin of sounds from the physical body with
their differences, and arising therefrom the
positions (Sthanas), and then the Srutis and
the Seven svaras beginning with Shadja
(17).

The twelve different swaras, their families
and their origin; the varnas, and the source
from which they have originated together
with their Patron Rishis and Gods (18).

Their metre, their different effects and
applications and the Sruti groups of each
of the swaras; their two gamuts and the
three different classes of modulations (Moor-
chanas, viz Shuddha, Sasamkhya and Kuia-
thana (19).

The different Prastaras and Kundamers
calculated to enable the restorations of
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lakshanas which have been specified but
lost; then, the combination of swaras i. e.
the combinations common or natural to
each swaram (20).

Again the sound use and application of
the two Kakalis: and the distinguishing
features ot varnus, the 63 different w/ankaras
of the jatis and the 13 lakshananas (21).

Then fkapalas and kambelas and the
fourfold classification of songs. Thus the
subjects to be dealt with in the chapter on
Swara have been briefly indicated. (22)

2. 1In the second Chapter entitled Ruga
viveka (Study of Ragas) will be mentioned
the gamut Ragas, uparayas Rugus, Bhashas
and Vibhashikas (23).

Then the Antharubhashikus and all the
component parts of Ragas, will be men-
tioned in order. Likewise Bhashangam.
Upangakam and Kriyangam will be dealt
with: these being the matters germane to
the second chapter (24).

3. Inthe third chapter known as Pralir-
nake (miscellaneous) vocal music is first
dealt with and then the swaras etc—called.
gandharnam (25).

Then the singer—male and male —their
respective merits and drawbacks and the
differences between them; the sounds
known as Bahula and Jambala, their differ-
ences and their merits and defects (26).

Then Sariram, the good and bad qualities
in it and the scintillations of swaras—
known as Gamakam: then the Sthayis,
Laptht and Brindam—these being the
matters to be dealt with in this chapter.

4, The matters to be mentioned in the
fourth chapter are fully set out herein, viz,
Udgraha, Elapaka, Dhruva and Bhoga (28).

The six divisins of Tapas, Swaras, Burnda
Pada, Thenna Pata and the different varie-
ties of Palaprabandha (29).

That prabhandha is of three kinds, Shuddha
Sule and Suluka Sudaga; the Aliga, Ain

and Prakairna songs and their merits and
defects (30).

T.he e.xact nature of each of the above and
their differences —these form the subject-
matter of the fourth.

3. Next we will specify the subjects to

be dealt with in the fifth chapter on Talus
(measure) (31).

The margathulas having variable padus in
t}.le beginning differ from each other. Measu~
ring of the time silently, by mere signs, un-

accompanied by beat of hand j
e (o 13 known as

When accompanied by hand-beat it is
Ta‘l(f with sound and is of 4 different kinds,
arising from difference in movements.

They are Dhruva, Chitra, Varthika and
Sudakshing, (33)

- Its Marga, the eight Kulas, the difference
N measure between the gury and the
Laghu ; the talus with one, two and four
kulas and the difference in stroke (of the

beat) in the specified talas will be deseri-

bed. (34)

Then what is known as Pathakala in'

talas and then the control of the fingerin the
tala ; then the other differences in “variable
putas,” Avrithis and divisions of songs. (35)

The layas, swift (Druia) 1
' ) nean (Madh
and slow (Vilambita) and the determi:ﬂ

tion of intervals; if there is a regulation
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of laya than the song is one with Madhya
laya. (36)

Druta, laghu and Laghuplutha are all the
parts of tala; Ullophyaka and Madayaga are
the Deysa thalas, having their origin in
Gitanga. (37)

The 120 talas beginning with Ad¢ tala,
with their Prastharas (Guru and laghu
words); when the prasthara calculations
are given: the tala which has been specified
but lost might be recovered. (38)

The Druta, Meru of laghu and Guru and
their prolation yogameru; prastharaka
split-word- beginning and the Pracha of the
four merus. (39)

The mention of what has been lost in
the orcer aforesaid and the 19 tests; these
are all things to be mentioned in the fifth
and have been specified, (40)

*

6. In the sixth have to be described the
different musical instruments together
with their special features.

7. In the seventh has to be specified the
different kinds of dances, their Rasas and
Bhavas. (41)

By being born in perspiration (as vermins
on the head), by being laid as eggs and by
breaking out of the belly. Of these we
shall deal with the birth out of the womb,
by reason of its relation tosound. (71)

Mortals having formerly attained to the
chandraloka for the enjoyment of the fruits
of all their virtuous acts, fall down again
when the enjoyment is exhausted and the
bodies given them for such enjoyment fall

down. (72)
17

Then entering the skies and then the
region of‘the air and then in turn the strata
of vapours and then the cloud-region and *
then the rain-bearing clouds, they enter the
earth through the rains. (73)

Entering the earth and then the vegeta-
tion and the huge forest trees and becoming
completely one with them, when the said
vegetation etc are mowed, cut, burnt, ground
and dried. (74)

The mortal is destroyed, the Jiva being
lost immediately on comin} into contact
with the skies; and suited to the fruits of
their actions, they acquire a form and enter
the womb, (75)

On entering the womb they acquire
shape through the semen according to the
nature of their actions (good or evil); if
good, they enter the womb of worthy people-
if evil, of vile persons. (76)

The Jiva first remains in a liquid condj-
tion; within one night he becomes semi-
fluid ; at the end of seven nights he attains
to a semi-hardened condition; in the
course of a fort-night he becomes comp-
letely hardened and rolled into a ball. (77}

In the fourth month the Jiva acquires
the belly and the waist; in the fifth month
the vertebral column and in the sixth the
eyes, nose and ears, (78)

In the seventh he i{s endowed with life,.
in the eighth month he is fully formed; in
the ninth month he afttains maturity and
perfection in all features. (79)

Beginning from the seventh month he
will remember the gvarious acts he had
done. Remembering the hundreds of his:
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births and the varieties of food and bodies
he had had; (80)

In the midst of his existence in the womb
the Jive with acute consciousness and his
body buffeting by effectings is mortified by
the bitter and unpalatable food and eata-
bles of his mother. (81)

CHAPTER L

The soul of music is sound, instruments
only time the spund and dance {ollows both
sound and instrument; hence the sound is
the source of all the three (vocal music
instrument aund dance). (42)

It is not merely these three that depend
on sound, but the whole world. Syllables
are distinct only through sound, words only
through syllables and expressions only
through words, (43)

All affairs are possible only through
expression ; hence the entire world is domi-
nated by sound. If there was sound in the
beginning, then the origin of music was in it,
since even the differentiation into notes
(swaras) had to be made ounly from the
sound. (14)

That it (music) has its origin in sound is
manifest in itself and has also been stated
by Matanga to be so. Even the Gods
Brahma, Siva and Vishnu are sounds
incarnate. (45)

The sound is the supreme force in the
whole world and is all comprehensive.
There are two kinds of sounds Ahatha and
Anahatha (embodied and disembodied) ; the
Anahatha is possible only for those who
. have realised the self lten yogis.) (46) ’

The Ahatha subsists in all corporal exist-
ence: hence the study commences with the
body. Since the emanation of sound is from
the body, the conscious self or Jiva is
attached to the body. (47)

The Tattwa or the Truth of existence 1.0
the quality of the supreme being, the
Brabman (or soul) has to be mentioned;
and when describing the properties of the
body, the four elements (earth, water, air

and fire) and none else have to be consi-
dered, (48)

Some leading charvakas claim that the
body is itself the soul on the ground that
all the experiences are undergone only by
the body; while another school of thought
maintains on other apriori grounds that
consciousness alone is transient. (49)

It has been said that the worldly affairs
with sons and husbands etc are all ephe-
meral unbroken by consciousness. In these,
some people maintain the absence of Truth
(Brahman), while others, viz, Mudayamkas
maintain the existence of everything. 50

Others still, maintaining the truth of the
seven—fold state, say that it might be,
exists and does not exist, while there exist
Swathe  and  Anthika and others who are
opposed to the doctrines of the Shastras. 51

Let it be that in the conscious state
(state of wakefulness) the living being is
free-willed; but how can the five Brahman
be realised thus ? The fact is that Kumarila

baving vanquished all the Buddist
leaders, (52)

Demonstrated the unquestionability of

Vedic gospel and analysed the meaning of
the Vedas,

Vedas and the one who persisted in perverse

The person who _defied the'
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reasoning were defeated by Udayana’s
Shastraic pandits. (53)

The existence of God was established
‘also by [inferences drawn from Sudhas and
supported by cogent reasons. Thus even
Kanada, Gautama and foremost of Gangeas
and others well versed in Sastras. (54)

The perverse-minded have been definitely
vanguished ; Kumarila’s words shall be the
tocin of victory, with the conclusive
establishment of the Vedic principle the
Jiva is to be understood as without the
other four fold characterstic. (55)

That very Jiva is union as Viswa or suol
in his conscious or wakeful state in the

.dreamy state (56)

In the dreamless state or state of complete
oblivion when everything is at rest when
maya (illusion) and ignorance alone remain
the consciousness goes with pleasure and
rests finally in god Siva. (57)

Just as the paddy if covered with chaft
and when the chaft is separated becomes
rise likewise the Jiva is enveloped in
ignorance and all his actions are of like
nature but when the same is thoroughly

rooted out. (58)

The said Jiva becomes Brahma, knows
Brahma, being Brahma attains Brahman
according to the text. If the quality or
characteristic ~of Brahman has been
realised than the characteristic of every-
thing is determined (59)

Brahma is only a cause of the existerice
of this illusory universe whose reality is
‘based only on the fact of its existence. By
reason of the necessity on the part of the

K ‘Brahma to take up the task of creation the

effect by this universe might even be the
cause. (60)

Hence perverseners or heartlessness of
of Brahma may not be the ground on which
to explain creaton. In order that the Jiva
might understand the nature of the soul
(or truth) the nature  of Brahma will
be studied. (61)

The Brahman is comprised fully of Sat
Chit and Anandam, is pure and faultless
and by his own conscionsness and power
has compassed the creation of worlds. Hae
is capable of access by means of vedic texts
and is self luminous being that shines. (62)
That which is known as “Brahman™ is
different from Jate, Jiva, Brahma and Veda
and is free incapable of being described as
Sajeh or Vijiti andi s immense,

It is that “ Brahman” that in each indi.
vidual is know as “ Atma ™ and wishing to
know whom the sage Vyasa, the son of
Satyavati wrote the Sutra * Atho tho Brah«
ma jignesa.” (64)

But it is the supreme Lord whe is en.
dowed with numerous qualities of culter and
enjoyer which could not even be imagined:
by the mind, as seen in creation and in the
withdrawal of all creation into himself and
in the uniting of Rig, Sama and the early _
Vedas, who is endowed with the ¢apacity of
being a mere “Aum” (atern), who ig arbiter
and the Lord and without whom nothing
can exist—it is this God that by his power
assumes difforent forms in animate and in-
animate objects with different stands and
features. (65 & 66)

It is that self same God that is proclaimed
by all Vedas with one voice as ‘Kshetraajna’
(or soul). But the jivas being strikrn with
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the sz'{lya (ignorance) of more recent origin
and split by several kinds of diseases.  (67)

Issue from him (God) with his Amsa like
sparks from aflame. So jiras are not diffe-
rent from the Eternal and have neither birth
nor destruction. (68)

Nevertheless, the jivus being subjects of
suffering become subject to the law of birth
and acquire a dual body (one of the spirit
and other of the flesh) and realise the fruits
of their good or evil actions of their previ-
ous births, (69)

Likewise he is subject to happiness
misery, and a wonderful variety of castes
and births and lives. But throughout, unti}
he attains Moksham (salvation) one thing
keeps following him, viz, the symbolical
body of his, the soul (Sookshma Roopa). (70)

Of beings that are to born there are four
ways in which their corporal hodies are
brought into existence viz., by womb.

“Formerly I have done many worthy
deeds for the sake of my wife and children,
All those people enjoyed the fruits of my
nation have gone away. Iam living now
clone in this woumb ”, (82).

“I have experienced many different hells
beginning into Fowrava at the instigation of

yama. But I see now, alas, in this womb-

sufferings crores of timer more great ”. (83)

“If I should get out of this womb I will
never again enter a womb, How can I
now endure the interminable sorrows which-
like the ocean cannot be cursed.” (84)

“ When 1 get out of this womb, hereafter
I will adapt the Varneshrama Dharma, .
discard all vices like hatred ete., will have
no desire for wife, children and friends

(85)

“And by Bhakti and other yogas I will'
try to please Maheswara, the one god to be:
worshipped by all, ” Thus ruminating eter-
nally within the womb, when the sength
month is completed, then. (86)

Pressed by the labour paing (as?) he
becomes inverteq (with head downward),
pressed closely round by the uteris as with
a sharp-pointed nut crackor. (87)

Ejected therefrom he falls to the ground.

and then immediataly becomes oblivious,.

Owing to contact with the external at-

mosphere the child knows nothing of the-

things he had done or not done.

The suckling at the breast is the first act
which comes to him ag

the acts of his prior birth, Then the givg
becomes the Eternal and incidence of birth
etc., and disease become Part of the body,

(89)

the consequence of
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TRANSLATION OF SANGEETA SUDHA.

By the grace of God Parameswara the
Jivas taking their bodies worship the Lord
of the Universe through sacrifices, gifts
penances and yoga practices. 90).

If they seek to worship Maheswara with
music and vina, the great sages say, that
Nada in addition to giving pleasure to good
men also achieves the dissolution of
Samsara. Having thus descgibed the nature
and the science of the body as being con-
ducive to a knowledge of the nuda we shall
now proceed to describe the origin of nada
and shall also further on discuss the various
srutis. (91) and (92)-

Nada (Sound) or (Tone).

I bow reverentially to Nada, which, as
having the chit in all living beings, as mani-
festing itself by a change as the universe
and as being the one thing in which all
things existing are reflected, is identical
with the Brahman itself. Nada is single
but it undergoes various classifications as
Dipta ete, or Samanya and Visesha. It then
assumes 66 forms known as the srutis and
becomes the basis of the svaras. How can
a single sound become so diverse? Is it
proved by science or supported on common
parlance ? One answer is that the diversity
in the manifestation of the nada is due to
the Vyanjanas (the accidental causes
which throw it into a relief). 93, 94 & 95.

The sun assumes a multitude of shapes
when reflected upon a number of waves. A
volume of sparks darts from a single fire.
The same bar of gold is converted into a va-
riety of ornaments. Similarly nada comes to
have a multiplicity of forms and names.(96).
Some explain the word “Nada” as a
composite term in which ® stands for STOT

- (Breath) and § stands for SAHT fire (heat).

Nada is called as such as it has its origin
in the interaction of Prana and Agni, (97).
Others have said that the word is formed

by the root Ag taking . When a person
feels the impulse for expression the mind is
put in a stir. The mind strikes against the
vital heat in the body which in turn gives
an impetus to the breath. The breath presses
upward from its place called the Brahma-
pada which resembles a knot, and produces
nalda at the naval, at the chest,in the throat
and in the head in the order of its progress.
The same Nada acquires five designations
wiaagw, A, 9Y, AYY and Ffaw respec- -
tively, in the five places referred to, the first
and the last being ignored, the other three
are capable of being demonstrated (are good
for practical purposes). The mandra stands
at the chest, the madhya at the throat, and
the Tara at the head. 98, 99, 100 & 101,

The madhya is twice the capacity of the
mandra and the tara twice that of the
madyas. There are 22 srutis at each of the
Sthanas making on the whole 66 srutis,
Letters affirm that srutis are innumerable.
At the chest between the [ia and Pingala
nadis there runs the Sushumna Nads which
rises upward. If that place be crosswise a
number of other nadis (forming thus a nerve-
system) resemble the coral reefs in their
ﬂ@%(ferm) or (texture). The 66 srutis have
their origin from the breath coming into
contact will all these nadis, 102, 103 & 104.

Srutts explained,

The nature of these srutis should chiefly
be learnt from the Sastras. (But) I shall
illustrate them upon a couple of Vinas, Take
up two strong and well-made Vinas sweet.
toned, of similar sound,capacity and furnish-
ed with wires. 105. Their wires shall be

R 4
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two In number, They ({wires) should be
fitted in properly and separately. The first
among them should be constituted in the

HEAA (lowest bass) tone,

T he next (wire) shall be of a slightly higher
tone. Between two srufis there should be
no interspace ie,, there should be no possi-
bility of a distinct and different tone inter-
vening. The tones emerging from the
(a‘iar:) wires thus constituted are called
srutie. In those wires the 7 svaras should
be located in their proper places. The first
shall be called the Dhruva Vina, and the
second Chala Vina, That from which the

svaras are deduced (reduced) (WW‘I)
(under—toned) is said to be the Chala
Vina, That from which the Svaras are
not deduced is said to be the Dhruva
Vina. The Chala Vina having three wires
should be sounded and we shall describe
how the same should be done. Wise men
must place the? svaras in their order in
the last but one wire (counting from the pro-
ximity to them). All the seven svaras in
the Chala Vina are one sruti less than those
in the Dhruva Vina. The Second wire
algso being sounded shonld be constituted in
a tune which is less by two swaras. The
Gandhara and Nishada of ("hala Vina will
merge in the Rishabha and Dhaivata of
the Dhruva Vina. And then similarly the
third wire also. Then the Rishabha and
Dhaivata of Chala Vina will merge in the
Shadja and Panchama of the Dhruva Vina.

A 107 to 112
" Then the fourth ®TTUM also should be
made (similarly), then the shadja madhyama
and panchama of the Chala Vina will
respectively merge in the nishada gandhara
and madhyama of the Dhurva Vina, By
these few saranas (Tunes of the four wires) it
will be evident that the chala sruiis merge
in the 22 srutis of the Dhruva, 113 to 115,

20

There shall be no more reductions
(WW‘Q‘UT) as the quality of a Svara is
marred when sweetness dwindlesaway
(as there can be no svara when sweetness
dwindles away). Thus by ST*q¥ and
SATFUE the @ETAT (the number) of the
srutts should be learnt for the purposes of
(EHQ'ET() demonstration or performance,

116,

The vina fitted with 22 shining 99 s
should be constituted. In the same ving
(learned) men constitute the 66 different
srutts and AR etc differences, 1]7_

Having thus determined the enuumera-
tion of the srutis by means of the gquadri-
ple wire tuning in accordance with the
usage of musicians we now proceed to
describe the origin of Svaras. 118

Svaras.

I do not see any the slightest difference
between the Sruti and the Svara. How is
it that the Svara is born of the srufs?
Our answer is this: the difference arises by
virtue of this or that being the dominant
factor (315&?) in the same way as curd etec.,
are mere .transformations of milk. In a
place covered with dense darkness things
like a pot are illuminated by the lamplight.
Similarly by taking two view points we get
the Svaras from. the sruiis. This the AFTA
(or resonance) which though born of and
depending upon the srutis is yet different,
is called the Svara. The great sages have
said that the Svara has thus become ple-
asurable by itself, The Sru#i scale is for
counting (for affording the measure) and
the essence of the svara consists in the

WAFTIO. I shall now state the five Jathis
of Srutis following the method of Sardula.

They are thus ennmmerated: ZTET, aqgar,
HRUM, HF: and WAT. Ishall now desqribe

. ]
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the points of distinction among them indivi-.
dually, 119 to 1_33
. Z\AT is of four kinds namely AT, GEY
TfgT, and AT )
J/IRAAT is of five kinds namely THEHT, RN
sarfion, ssffma, TR,
The third Juti called Kaeruna is of three
K inds namely TATR ArST & wgfeawt.
This three fold division is given by Kasyapa,
The fourth called TF* is divided into A T,
(ﬁl’?ﬂ, sﬁﬁ‘, and TUEAT. This is declared
by those who have known the School of
Durga. The Madhya is of six kinds namely
Chandovat, Ranjanika, Marjani, Raktika,
Ramya and Kshobhinika, Thus Kasyapa
Yashtika and others have described the
twenty two difficrent srutis. 124 to 128

Names of Jatis.

I shall also recount the names of the
srutis which stand related to the swvaras.
The first sruti is ﬂﬂﬁaf.

The second is ATATHT FHFAT.

The third is TEAFIHT.

The last is AT BFEAL.

These four are the Srutis of the Shadja
and in the last of them emerges the king of
svaras. Now I shall specify the jati of the
three srutis occupying the place of the
Rishabha.

The first is HEOAT FATTAT,

The second is H¥HT AN,

and the third is T TREWT. 128 to'131

In the last the Rishabba manifests itself
by the two Srutis which occupy the region
of the Gandhara. m\}ﬁ is the first and
SMAAHIAT is the second and Gandkara
emerges from the second. Then I come to

the Juthis of the Srutis which as stated by
Bharata occupy the region of the madhyma.

The first is 1T TRAFT. 133 0 133

The second is wrgtaeRT NT&VR

The third is TR

and the fourth is AT ﬂﬁ}ﬁﬁ\'

Upon the fourth rests the madhyama
svara,

Following Yashtike I now describe the

Jatis of srutis which form the basis of the
Panchama. 135

The first is FFLAT:
The second is FIATTAT.

The third is NTITAET Hﬁﬁ'ﬁ* and
The fourth is HEUT ATATIAR. 136

The Panchama svara always shines forth
from the last mentioned sruté. Following
Dattila, T now describe the jatis of the
srutis occupyirg the Dhaivata region. 137

The first is HEAT ATFAT.

The second is ATRAT ﬁ&ﬁﬁﬂ and

The third is REGTL¥YT.

Upon this last rests the Dhaivata, and
therefrom shines forth, I nowgoto the two
srutis which form the basis of the Nishada
svara following the dictum of Durga.

The first is SR, 138 and

and the second is wwr&frﬁ‘:ﬁm 139

and the Nishada svara shines with rare
excellence upon this last, Thus the 7
svaras and the various srutis which form
the basis of the svaras have been dealt
with in accordance with the learned tradi-
tion. The skadja etc svaras in their
suddha character which form the sole basis
of Raga formations have thus been
described.

Vikritagvaras.
Now we take up the vikritasvaras in

their order, those which form the basis’

of other Ragas. Vikrita svaras are twelve in
number and their identity is as follows.
The suddha svaras have been ascertained
and also the twelve Vikrita szaras, These
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19 svaras are said to be the basis of the
emergence of all the Ragas. 141, 154, & 155.
The determination of the Svara
distinctions.

These distinctions as shadja etc.—
Whence have they been derived? From
Brahman or from the methods given in the
Atharvana Vedaor from an examination of
the science of music itself ? How are the
distinctions to be accounted for? One
answer is these distinctions are clearly
within the direct experience of men versed
in verses, in the sciences, and they are
well known in the scieuces. There are seven
svaras in the Sama Veda, Krushta etc and
there are also seven swaras in the sastras.
‘But the distinctions as &I, di=, 9949,
etc are not in vogue in the science of music.
The great servants of music like Mathanga
Sardula and Yashtika have given
us these distinctions of Svaras which
stand for the delight of all beings from the
gods to the man and the beast, When we
investigate the matter on the lines indica-
ted by them we find these distinctions
obtaining even in the sounds of animals
and birds. The peacock, the chataka, the
goat, the krouncha, the kokil, the frog, and

. the elephant give expression to the seven

svaras beginning with Shadja resp ec-
tively in their voices, distinctly and unmis-
takably. 155 to 159

The svaras again form the divisions name-
ly Vadi, Samvadi, Vivadi, and Anuvadi. 160
In due order shall we explain the definitions
of all the form .classes. That Svara in
music upon which there is frequent
emphasis is called the vadt. The vadi is
called the king of svaras, and is always
prominent. The svara which is 8 Srutis
‘off from that is the minister. And another
minister is the Svara which is twelve

. Srutis ramoved (from the king of Sva ras)

Both are called Samvalis bring placed

after the 8th and then after the.fourth
Srutdis. Nishada and CGandhara as
destroying the harmony of five svaras are
called Vicadis. So the great Sages have
said. Ordinarily the two (Ri and Dha ) are
Vivadis with the five and Ri and Dha
are (also) mutually Vivadis. (enemies).
This is the opinion of a different school
expressed by those well versed in the
scientific works of Sardula. Thase that are
not Vadi, Samvadi or Vivadi and simply are
the followers of the king and the ministers,
they are said to be thednuvadi svaras by
Yashtika and others. 161 to 165
The family etc. of the Svaras.
Shadja was born in the line of the celes-
tials. Similarly also gandkara and madhyama.
The Panchama was born in the line
of the Pitris and Ri and Dha in that of the
Rishis. Nishada was born of the line of
Asuras. Thus is given the genesis of the
Svaras, The Chatusruti is of Brahminical
origin, Thri Sruti ot Kshathriya birth and
Dvi Srut of Vysya stock, the Kakali and
Kantara, these two are of Sudra birth.
Shadja is known to be of lotus.dike
splendour. Rishabha is of reddish hue.
Gandhara is of golden colour. Madhyama
shines like the kunda flower (white).
Panchama is greenish, Dhaivata shines in
yellow splendour, Nishada is of a mixed
bue. These are the colour distinctions of
the svaras. All theseven svaras beginning
with the shadja, were born respectively in
the Seven Dvipas namely the Jambudvipa
ate, 166 to 170
Agni, Brahman, the Moon, Lakshim-
pathi (Vishnu) Narada Tumburu and
Yakshapathi (Kubera) discovered the Seven
Svaras respectively. Agni, Brahma, Saras-
wathi Siva, Vishnu Ganesha and Syrya are
the presiding 'deities of the svaras in the

given order, 171 o 173
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The Chanrdas (or metre of the Svaras) are
as follows: Anushiup for the first (Sa),
Gayatri for the next (Ri), Thrishtup for
the next (Ga), Brihati (Ma), Pankti (Pa),
Ushnik (Dha), and Jagati for the last (Ni).
Sa and Ri denote Vire. Adbhuta and
Raudra rasas (Heroism, wonder and
terrible fury). Dha represents the Bibhatsa
and Bhayanaka rasas (Disgust and fear).
Ga and Ni should be associated with the
Karuna Rasa (pathos) and Ma and Pa with

Hasya and Sringara (mirth and love). 173
to 174

Thus have been described the Chandas,
the Rishis and the Rasas etc of the seven
Bvaras.

Gramas.

A Grama is a group of svaras forming the
basis of the Murchanus. The great sages
who had known the truth of the science of
music say that this is the definition in
general (of a grama), Of the three kinds
of gramas the Shadja yrama is said to he
the first, sccondly the Madhyama gramu
and the third is the Gundhara grama, The
Gandhara grama does not exist in the
human world. It is fit to be sung only by
Narada and others. 175 to 177

When the Panchama stands upon its own
fourth sruti the group of Swvaras con-
taining that (Panchamna) is given the name
of the Shadja grama by the Rishis, 178

If that Panchama giving up its fourth
sruti takes it stand upon the third srut:
the group of svaras associated with it is
kaown as the madhyama grama. 179

If the Gandhara seizes the (two) srutis
of Ri and Ma. and Dha seizes the Srutis
of Pa and Nishada rests upon the (two)
srutis of Sa and Dha the grama is called
Gandhara grama. The Shadja grama being
the first and also as mainly consisting of

Samvadis,; is considered to he the most
prominent among the yramas. 180

As the madhyama grama involves the
dropping out of certain Srutis it stands
next in importance (to the Shadjagrama) and
it is prominent in Ouduva and Shadava
Rugas. 181

The Gandhara grama also is important as
being of a divine origin. The Adhidevatas
of the gramas are respectively. Virinchi.
(Brahman)  Lakshmisa. (Vishnu) and
Mahesvara. They are fit to be sung in
Hemanta, Grishmae and Varsha seasons
respectively. They are auspicious and
appropriate for being sung in the foreno on,
nooun, and afternoon in the day. 182 to 183

The Murchanas.

Having thus explained etc. three gramas
we proceed to describe the murchanas ete.
The Arohana and Avarohana in order of
the svaras go to make up the Murchana.
They are seven and seven in the two
gramas. Together they are of 14 kinds of the
Ist M, in Sh. Gr, is called ST, the 2nd
TAAL, the 3rd TTTTAT, 4th FTTFAT 5th
FROEHA, 6th SOARIAT, 7th ACTGEAT.
The first panchama born of Madhyama
grama is HH&*T, 2nd ET&UTI"QT, 3rd
FATAAT, 4th T[EHEA, 5th  AWH, 6eh
QR and the 7th TWHT. Yashtika and
others have thus been described. 184 to 187

The first Murchana called Uttara

Mandrika commences from the middle
Shadja.

The Arohana is up to the Nishada the
Avaroha is down to the shadja.

2. Rajani—From MNishada, up to Dhai-
vata from Dh.down to Ni. 188

3. Uttarayata—¥W¥ to Panchama
down to DhAaivata. 189

. gvaras.

SANGEETHA SUDHA 147

*
Lo .

5. AEHORA—HZHAN to Ga--down to

madhyama. 190
6. IJMWARIFAT—HTE Ga to A Rishabha

down to Gandhara. 1?1
7. SRTEEAT—RRE Rishabha to Skadja

[y
down to AFEAH. 192

We proceed to describe the nature of
he Murchanas of the FEAH gramas (’ﬁ?ﬁﬁ——
WM to ATGT ga. (ma in the middle
octave) to octave ga in the higher A'varohani
down to Madhyama octave,) 193 & .19

2. ﬂ&“ﬂm——ga (mid (_)ct) to Ri (hllgg}';

wn to mid oct ga.
Oc;.avzggzg‘o—mid oct Ri to High Shadja

i 196
down to mid oct Ri. . L
4 §\Eﬂ'€ﬂ"‘mid oct shadja—to Ni s alg(;
down to shadja. ;
5 m"ﬁ-—lower oct; WNishada to mid
‘ i 198
oct Dhai down to L. O. nj, - -
6. ‘ﬁﬁﬁ'“‘lower oct; Dhai to mil c;c;g

Panchama down to Dhat. .
7. EGHRT—lower oct ; Panchama to mu

ha’na- 200
Ihese are the fourteqn mu[chanas Of thB

two gramas. .
1f Nishada occupiest
then the murchana calle

If the Dha and othe :
place of Shadja those murchanas will

result in due order (i.e,) the Uttarayatai] e(:(;.
Afterwards eliminate in order the :d Z. :a
and other svaras and when ga (:he
raaches the place of rfzadhyamIa the
Murchana is called thq l'Efarmasvafd nther
same Way upon the Rishabha and o

e
gvaras ooccupying the ht;he tnke
chanas namely Kalopanata and others ta

their stand. Someare of opinion that you

. imi he Madhyma ete.
should sgain eliminate ¢ THo " ot

he place of shadja
d Rajani results. 201

r svaras take the

Each of these murchanas are again sub-
divided into four kinds in accordance as
they are Y&V : or include the Kakdli. 205
ATEFTAUETZAAI AT —Thus they are 56
in number. Inall these seven murchanas 1
shall recount the method of calculation.
Among the murchanas contained in the
shadja grama the numerical designation of
a murchang is the same as that which
the shadja possesses in it. This is the
rule with regard to the utfare mandraka
etc. 206

Among the murchanas contained in the
Madhyama Gramas the numerical desigpa-
tion of a murchana is identical with that
which the Madhyama possesses in it. This
is the rule with regard Souviraka etc. 207

Sueb murchanas are of seven kinds
by virtrue of the lst, 2ad, 8rd, 4th, 5th the

QAT 6th and the 7th svaras. Thus they
are 56 in number and each being of seven
kinds the total number is 392. 208

Thanas.

When in the course of uttering the
Svaras in order, a svara is left out the

. Suddha Thana results, Datha and Kobala

have taken the Thana to consist of Shadawa
and Oudava—two divisions. When one svara
is leftout it is Shadawa when two swaras
are leftout it is Oudava. We shall parti-
cularly describe the warna swvarus in the
Shadja gramas. Shadja. and . Rishabha and
Panchama and the 7th (Nishada) should: he
ommitted in the several variations. : The
varieties thus formed will number 28 (4X 7).
The Thanas having 5 svaras only will
be Oudavas. 209 0211

Panchama and Shadja are ommitted in
the ocase of Seven Thanas and 'Gan.
dhara and Nishada are ommitted ‘in.“tha
case of Seven Thanas, Seven bthers drop
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out Dhaivata and Rishabha, They are thus
twenty one in number. Thkus the Suddha
Thanas in Shadja Gramas are 49 in
number. Now we shall describe the Suddba
Thanas of the Madhyana Gramas, 212 to 213

Seven leave out the Shadja.

Seven leave out the Gandhara.

Similarly the Rishabha.

Thus here the Suddha Thanas being
Shadavas are 21 in number. The Oudava
Thanas are only fourteen in humber. 214

7 without Ri and Dha } 215
7 without Sa and Ga.

When totalled the Oudava and Shadava
Thanas are 35 in number. In both the
Gramas the Oudavas and Shadawas go to
make up the number 84. 216

When the Seven Svaras are uttered
irregularly and when the difference arises
from the Thanas being full or with ommis-
sions then result the FTAM(s, I shall re-
count their number for the information of
musicians. 217

When one svara is ommitted the Kuta
Thanas are Shadawas. Rishis estimate
their number as 720, 218

When two svaras are ommitted the Kuta
Thanas become Qudavas. 219

Yashtika  and Dathila and others
fix their number as 120.

By ommitting 3 svaras Kuta Thanas of
4 svaras only result, 220

Twmburu and Narade and others say
they are 24 in number.

When four svaras are ommitted the Kuta
Thanas of three svaras only are arrived
at. Nawdi and Hanuwman and others give
their number as six only, 221 & 222

If 5 svaras are ommitted the Kuta

Thaaas of two svaras only result. Kasyapa
and others count theirnumber as two. -

If six svaras are ommitted one svara
alone remains. It is denied that one svara
by itself can ever begin a Thana ; it does not
form a Kuta Thana. 223 & 224

By Virtue of regular and irregular utter-
sance of the seven svaras the Kuta Thanas
are calculated to be 5040 in number. 225

The same number of Kuta Thanas are .

available to each one of the Murchanus. The
total number is two-lacs eightytwo thou-
sand two hundred. 226
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Military Secretary, Government House
Madras:—His Excellency desires me to
acknowledge your letter of the 5th of
February and wishes me to say that he is
very much interested in the efforts of the
Music Academy, Madras, to advance the
science and art of music, especially Indian
music. He trusts that those efforts will
meet with the success that they deserve,
and wishes the journal all prosperity.

[

" Ragini Devi, 269, Sullivan Place, Brook-
lyn, New York:—Systematic music probably
had its birth in Vedic India from:whence it
spread its influence throughout the ancient
world. Since then the music of India has
followed a consistent course of development-
first, as the descending modes of the Gand-
harva Grama based upon the descending
harmonic series (arithmetical division of the
monochord)—and later, as ascending music
(Ragas) based upon the harmonic series of
overtones. Thus the Aryan system of music
has always had a natural scientific found-
ation: as I endeavor to bring out in my
forth-coming book on Hindu Music.

The modern problem is now to realize
once more the scientific system of twenty-
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two srutis. Also the arts of singing, vina-
playing,mndanga etc., should be popularized.

The amazing development of Hindu music
has already been highly appreciated in the
West by Leopold Stokowski, the world
famous musician and symphony conductor,

who visited India and called Hindu musiec
a divine art.

The writer was recently invited by him
to give a program of Hindu songs before

his large and discriminating audience in
Philadelphia.

The music of India is not ouly one of the
highest arts of human expression, but its
scientific basis is far in advanee of any
system in the world today. Unfortunately
India does not yet realize this fact,

I believe that a Quarterly Journal of
Music is an effective medium to unite the
music lovers and scholars in all parts of
India-and I am sure it will be an important

factor in the solution of India's musjcal
problems,

I wish your noble venture all success and

I sincerely hope the publio will appreciate
and support your effort,

ﬂlllI|HlI'I|H||!Hlll|lH|I|IllIIIIiII|IHIIIIliI!IMIHHIIllII||lH|HI|I|HIl1HIllIII|IlIIIIIIIIIIII|I|IIIIIIHl|I!|IIIIIIHHIIIliiI|H|ll!!|IIl||||IIHIHHI|l|\||l||||||||ll|ll||||Illl:_;_“_
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A. Subrahmania Iyer. Military Accounts
Department, Bangalore:—I am glad a
Music Journal in our parts has become an
accomplished fact. There is an opportunity
for Music—lovers to meet on a common
platform and discuss some of the business
problems of the day, such as, the theory of
22 Sruthis.

This theory has been an ancient one and
as such has been recognised successivg]y by
Bharata, Narada, Sharangadev, Vittala,
Ahobala, Ramamatya, Somanata, Vankata-
makhi and even Adrejarkunallar:. The
modern musicians fortunately lost ils text
and have been groping -thelr way from
plunder to blunder to find it out.

Meanwhile 2 new theory of 24 Sruthis
rang up and during the time of the late
8p

s de enough
bam Pandither, ma .
Mr. Ath: then appeared to subside. But

echo through a book Styled * Meladhikara
Lakshna .

Thanks be to Mr. T. L. Venkatrama Aiyar,
B. A, B. L. for the kindness with which he
proved to us in a scholarly way, that the
above book was after all a “Still- born
mass,” and thereby avoided the necessity
for Mr. P. 8. Sundaram Aiyar to further
beat it to death.

No name of the author; no date of the -
book; no lakshana gitas for the melas; a mere
congeries of Svaras without principles; a
mere catalogue of names without explana-
tion; and a miere heaping of the (4624)
Melas without even an attempt to compare
and identify them with any of the current
Ragas.—With all these glaring defects, to
make a statement that this book has * made
out a case” for 24 Sruthis, is to my humble
thinking as much humorous as the remark
of an Irish Judge at the end of a trial,
“ there stands an honest man who stole 6

noise. it has made a faint pairs of gloves.”
in Madras it ha
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of experts organised by April 30 and lasted for the three days follow.
' The conferencg ring Baster last was ing. By declaring its firm adherence to 22
u

the Academy
romarkable in mor

resentative i . ,
fairiz:i‘::s not only from the Tamil Nad bu
mus

.. i
South India inclu
ther parts of
“]sog::z;aka. Andhra and Kera;a v(;:;ﬁ
::gether for a frank exch?.nge t 1(:9 omws.
Thgo conference began 0D Friday }

o ways than one. It was
n that scholars and

srutis no more no less, to the Indian Scale, it
laid at rest, we hope for ever, one of the bit-
terest controversies relating to musie, It has
given the frequency ratios of those srutis to
the fundamental, specified the typical ragas
in which they occur, and considereq eleven
out of the twenty raga® inentioned in the
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questionaire. It is no exaggeration to say
that thisisanachievementand a record from
the point of view of quality and quantity.
The proceedings were marked throughout
by a spirit of good will, reasonableness and
tolerance on the one hand and earne.st en-
quiry, searching criticism and candid ex-
pression of opinions on the other. One
particularly noteworthy feature of Fhe
conference was the frequent demonstrfztmn
instrumental and vocal, to explain and illas-
trate the view points. A report <.)f the pro-
ceedings will appear in our next issue.

The Academy has yetanother celebratiorf
to its credit. The memory of Syammasastri
was revered on the appropriate day, 8th ‘Feb,
1930. An interesting lecture by Mr. P. Sam-
pamurti was followed by an able rendering
of the songs of the great singer by Mr. Tiger
Varadachariar and others. The rhythmic
beauty which is so characterestic of the
pieces was well revealed. Here we are
tempted to make a brief comparison of the
Kritis of the three great masters of South
Indian Music- In the songs of Tyagaraja
melody predominates, without rhythm suffer
ing in the least. In those of Sy amasastri
the rhythm prevails melody suffering
nothing. In the Kritis of Muthuswamy
“Dikshitar melody and rhythm are full and
well balanced. We hope that the musicians
and musiz lovers will cultivate a taste for
the inimitable songs of Syamasastri unde-
terred by the preponderance of the rhythmic

power in them.

IR

all deserve our thanks for the parental
interest they have taken in this matter.
The promptitude of the executive of the
Academy in making the representation to
the Government and the quick response
from the latter have made two things plain:
one, that organised representation by a res-
ponsible body can influence the Govern-
ment; two that in appreciating the difficul-
ties of the people the heart serves the
Government better than the head. If the
Government were always inspired from the
former source there would be little trouble

in the land. But alas! Life is not all
music.

The School Sangita Demonstration
Committee arranged for an exhibition of
mass singing by school girls in the Museum
Theatre. It is an interesting experiment
worth persueing. Group singing, however,
is not uncommon in this country. Vedic
chants, Bhajana parties and certain social
functions when girls sing together are
familiar instances. But it must be observed
that in all these cases the element of musio
is not very high. Indian music in its best
phase is too individualistic to be compatible
with mass singing . Still, we welcome the
demonstration if only for clearing a mis-
conception that Indian music allows no
room at all for collective singing.

On this occasion a nice speech was deli.
vered by Mrs. Subbaroyan briefly reviewing
the progress which the art of musig has
recently made and referring to the services

We are glad to note that the Governmeq?ﬁlneﬂam bodies and persons in this behalf,
o e ‘ |
have taken steps to introduce the s oMmasare h

of music in the B, A. courses of the
Mary’s Oallege from July next. T 3.
Minister, the Director’ of Public Ingfruction,
the Principal of the Queen Mary’ s Col! ege
nnd the Syndicate of the Madras Umvgraity

over, surprised beyond measure
mention was made of the
adras, the one instit ution
er which hasbeen cea se.

or the advancement ‘of

nd tH

lessly workihg
Indian musi e
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MODEL 112 (Camp)
Height (closed) 9 in. Width 1214 in.

Length 1714 in.
Fittings :—Internal—Nickel.
External—Polished Brass.

Latest Type *His Master’s Voice” Interral Horn; f)
Ball-bearing Tone Arm and “No. 4" Soundbox. Tcak
Wood Cabinet fitted with leather carrying handle;
metal corners and non-slipring rubber feet on base,
Equipped with double-spring motor; 10-in. turn-table
playing records up to 12 inches in diameter; _grad.uated A
speed regulator. Pivoted needle bowl: spring clip for
Tungstyle ” Needle Tin.

.

Provision is made for ¢ anyirg 6 ‘reccrds in Lid
-~

Price Rs. 165. *

i *R' an £y
HUTCHINS & Co., 3

y SOLD AT i L *f‘."“‘ M
H. M. V. Gramophone Agents, 185, Bro adway, Madras.
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Insure your Life with ;

THE TROPICAL

INSURANCE Co., Ltd,,
(DELHI)

FOR

SPECTACLES AND EYE-GLASSES.

A flourishing Indian Life Concem E
with attractive features like,

Dr. C. K. R. RATNAM.

EYE-SIGHT EXPERT. 1. Permanent Disability S¢_;heme,

Late of :~GOVT. OPHTHALMIC HOSPITAL, Antomatic Exfension,

2

3. [Insorance of Female lives,
4. Attractive Schemes,
5
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Ecomomic management and Prose ..
pects of good protit.

WRIGHT & Co.

OPTlClANS & EYE-SIGHT SPECIALISTS.

286, Esplanade Row, Madras.
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THE MADRAS OFFICE,
121, Armenian’ Stieet, Madrns
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Wet & Palams 8 As; Dry 1 Palam 8§ As, E
FOR TOILET
5; Buy '21 Gold and Silver Medala' Fame. m]
4 Rohaman SANDANATHI - TAILAM 5
Eg (The coolest Perfumed dressing halr oil for Brain.) E
: Arakerai Vidai Tailam 5
: karaman ArAdKeEradl . i
%‘ (Coolest Medicated perfumed Bathing Oil) . E
boons to Bilious and heated body men.
Eg Tho ahove Ta"“:r:(:‘:s :—EACH TIN Re. 1. g
5g Catalogue free— Moffussil orders are promptly executed by V. P, P, ﬁ
Eﬁg T. A. RAHAMAN & SONS,, The Original l?erfumers,
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i SARADA FLUTE -
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: HARMONIUMS

& Best and Renowned )
% FOR

Ty

Durability, Melodius Sound, Easy & Short touch, & Correct tuning’
Numerous testimonials received,
Other Sorts of harmonjums and Violins ordinary and
fancy also can be had.
Catalogue on application.
Sole Agents:

PALANY & CO,, Caleutta Harmonium

Agency, -
411, Mint Street, Madras.
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You will be more than pleased if you Buy 21 Gold and Silver Medals' Fame,
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GANGAW

The Queen of Perfumes for Kerchief.

Rs. 2/8, a bottle.
SRI KRISHNAN BROS., 323, Thambu Chetty St., MADRAS.
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