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THE INDIAN MUSICAL SCALE: ITS DEVELOPMENT AND CONTINUITY,

BY

HULUGUR KRISHNACHARIAR, BHARATIYA SANGITA SALA, HUBLIL,

Many scholars have written on the sub-
ject and tried to prove the continuity of the
development of the Indian Musical Scale.
In attempting toshow this continuity many
have had recourse to arguments drawn from
their imagination; some have tried to una-
lyse the actual notes used at present in
singing Sama chants and to record them.
But whether the present mode of singing
them is a true reproduction of the ancient
method may be questioned in the absence
of sound and satisfactory evidense. How-
ever there is a persistent tendency to be-
lieve that the Indian art of Music is derived
from the Sama Veda. This statement is
unanimously made by every ancient san-
skrit writer on Music, such as Bharata and
Sarangadeva in their Natya Sastraand San-
gita Ratnakara respectively. While modern

scholars have found out all the references

to music in the Vedas and other Sanskrit
works, which point to various stages in the
evolution of the art, they have not distin-
guished the successive periods 8o as to

show distinctly the continuity of the de.
velopment nor drawn the lines of demar:
cation between one period and another.
Thus though we have many references from
the Vedas, Brahmanas, Upanishads and
Pratisakhyas and from the ancient works,«‘of
Panini, Katyayna, Patanjali and Yujnavalkya
and many references from the works on
music proper, no research scholar has pr-o‘-
perly interpreted them to produce a reliable
history of Indian Music. Without any pre-
tensions to finality on the matter I now
place before the public my views,

Origin and the first stage of the
usage of Musical Sound.

I do not propose to discuss what consti-
tutes a musical sound as that has a uni-
versally accepted significance and there is
no controversy about it. In Sangita we find
two words gﬁ' and €FT about which many
scholars have been misguided and arrived
at wrong conclusions, %Iﬁl' may be appli-
ed to any sound heard by the ear, as its root
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meaning shows, 3, to hear, gf%, that which
is heard ; and ¥JT may be applied to a gﬁ‘r
(sound) which is heard unchangingly flow-
ing to a certain extent of time. So ¥TJL is
m usical sound and gfﬁ' is musical sound
and ordinary sound both. But the ancients
have chosen the word %f%r for ®T of the
later period and used itin the same sense.
To denote all possible musical notes in a
scale this word is used in a technical
sense and out of such settled gﬁ's a
few are chosen to form a Raga, only the
notes 80 chosen are named as ¥gIs; the
rest are gf%rs which are not used in the
same raga. Properly there is no distin-
otion between gﬁr and ¥g7 as adopted by
all classical authors. Qut of the definitely
settled gﬁ's those chosen as being essen-
tial to form a raga are agreeable to the ear,
while the others are not, but may play the
the same part in any other raga. Hence
the agreeableness of a set of )gf\as in a
particular raga is later on described by the
word ¥FT on account of its contribution -to

the formation of a raga and its pleasant
effect on the ear. A TIAX TaF| &
| I=qX | (&.¢. 2 )

~So whenever the word zlﬁ[ occurs in

connection with music it is not distinct
from &gT which is simply used with respect

to the notes of any particular raga.

We can now take up the 1st stage of de-
velopment. Vedic literalure is the most
ancient authority we can find in order to
trace the sources of all kinds of Indian lear-
ning. If we look at the hymns of the Rigveda.
the most ancient of the Vedas, we find that
there are three different sounds used to
recite or sing the Richas and ther are named
as the IqTW, WFATA and TRA. The
widdle or fundamental note is YA, the

higher is IFraq and the lower AN,
Looking to the development of the use of
muscial sound, it is not possible to conclude
that the authors of the Richas originally
composed all of them with the rising and
falling sounds as at present. The Riks are
the prayers to different Gods of that age
and the composers of the Richas felt that
they become more audible and agreeable by
reciting in consonance with one fixed note
than otherwise and that this fundamental
note should be common to all persons who
join in the prayer service at the same time.
And as the lengths of the syllables of the
Richas had been definitely classified into
g(a‘,g‘}{; and =a they were able to per-
form their services most harmoniously.
The effect of this harmony encouraged them
to make further investigations into the
subject and they tixed on the mode of recit-
ing the verses in three different notes as
already stated. This system was unani-
mously accepted by all the Vedic writers of
the subsequent periods. So we arrive at
the following conclusion :- -

The first stage of usage of musical sound
synchronises with the first period of the
Rigveda and this period according to the
researches of the late Lokamanya B. G.
Tilak and Pandit V. B. Kelkar is about
4500 B. C. The musical system of this

period js described by writers as Q-
naA or wrfagaEA.  Vide wpasraw
qA wq=r 1-9-0, TRy = oeyfraTa
wIAAT | QTR 1| also Gaher TaTET
A, L —wrfaw iR arhg sreEda-
T | Wi = CRERETA.

The second stage.

The second stage is m‘ﬁ'ﬁ' or the singing
of Richas in the manner customary at pres-

ent. The period of this coinoides with the
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completion of the Rigvede and is therefore
nearly 3500 B. C.

The third stage (STFAF).

The period as proved by the above mention-
ed scholars falls at about 2500 B. C. because
it has been proved that T'aithiriya Samhita
must have been completed by that period.
The doubt may arise as to why 2500 B.C.
should be taken as the period of the Sama
Veda Samhita if, as is stated, it marks the
completion of the Taithiriya Samhita. The
reason is this. The verses of the Samu Vedu
Samhita have not been independently com-
posed. Ous of the available Sumhita we see
most of the Richas, about 1800 have been
borrowed from the Rigvela Samhitu except
a few about 75, which have been inde-
pendently composed. If we take this fact
into consideration we may judge that a
period required to complete the Rik Sumhita
is sufficient for translating the same into a
notation adopted for Sumu singing. So we
arrive at the conclusion that Taithiriyu and
Sama Sumhitas are of the same period. i. e
2500 B. C.

Sama Gana is distingaished by the addi-
tion of new notes to the ﬂffi‘[:ﬁ system*
Various notes were tried until a certain
note was found to combine very agreeably
with the fundamental. When this pheno-
menon of eFfFqrg was noticed it was
used as a measure for fixing the relation of
the new notes.

Eqfa is a term used by the later writers,
after the scale of 7 notes was fixed. Before
that it was termed as ag:;aft or JT:
&ggQ. Evidence for this may be found in

Sangita Ratnakara.
arfrstsaeatac—anaitgtracy an

e s aariearastafyaaar ete. Here

FYUAT means the harmonic chord between

the fundamental and the note at the end of
the third interval, and WREFTFY implies
the note coming at the end of the seventh
interval, in other words, the octave. From
the.above quotation it is clear that the Samsc
scale was repeated in three ways—from @,
H, T which are the bases for the higher and

lower registers or octaves. The repetition
of the scale with &, ¥ or ¢ as fundamental '
with its component notes unaltered in pitch
and order gives us three different scales—
which is the result of the development of
qraITA. Until the phenomenon of the g

TJT was noticed by the ancients they did

not term the notes &, ® and T 55 TIRK.
This system might have been current dur-
ing the period between 3500 and 2500 B. C.
In the later period this system was modified
and a scale of 7 notes was fixed by means
of the measure EILFAL or TX( .

The usage of the Sama scale with me-
thodical progress by means of 7 fixed notes
falls between 2500 to 1400 B. C. which is
the Brahmanical and Upanishadic period.
We have sufficient evidence from the Bra-
hmanas and the Pratisakhyas to confirm the
above fact. There is a passage in Tandya
Maha Brahmana (1—1—3) which runs as
follows:—

AT FLIT LT QAEA: TICE &A1, IT-
safy, qrsTeai sarer ggeAr, NiFAaE
TATTHLEAl, TEGATET TR, THTAEX
frac 2 =iy [A, T CFHEAAGCi,
FISFAEAATTIAT FTETTAT THISTY |

In the above passage the author men:
tions 7 notes and gives an imaginary descri-
ption of the inventors of all notes descend-
ing from the note, the highest in pitch of
the scale. Notes have been mentioned in
their respective order and not by their tech=
nical names. They ara 5
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1st is spgaA which means the highest

2nd is the 1st of the remaining
3rd is the 2nd »

” 17"

‘4h  , 3d , ,
5th ,, 4th
6h ,, 5th , .,

7th is 3feq the last of the Scale.

In the above passage there is no means
of proving the relationship existing between
the notes. As this passage is a portion of
a Brahmana composition it falls in the
period of about 1000 years (2500-1400 B. C.).
Now, progress in experimenting with vario-
us notes and building up the Sama scale
must have been made with some definite
process they knew, which unfortunately
is not mentioned. The unanimous practice
of the S8ama would be unintelligible unless
we assume that there was some reason
to terminate the progress by the 7th note.
If the number 7 was only a matter of arbi-
trary choice or individual taste it would
not have been so generally accepted by
all Sumagas. We can however prove from
the later writiugs that they hud a definite
process.

There is a passage in the Chandogya Upa-
nishad put into the mouth of a Guru and a
Sishya, Dalbhya and Shalavatya respec-
tively which is as follows:

Question. TMIFET IV | HT TIAT
afa: |

Answer. (&Y IATH | €T ¥iy Ligrer |

The above question may be translated as:
What is the measurement for Suma? And
the answer is that it is measured by means
of a ¥T ; in other words mﬁn{ is equiva-
lent to ¥TgTAT (A. T. §-8-3¢). Tuis
particalar interval represents a harmonious
relationship and is composed of three inter-
vals between the 4 notes, 3 of the Guathika
and an additional ona. 8o the scale of 4 to

7 notes is Samika. There are some exce-
ptional examples fraises of scales in Vedas
which take more than 3 notes of the Gathika
system and more examples of these may be
found in Yagjurveda than in Rigveda- This
fact shows that during the time of the
composition of the Yajurveda, Sama singing
was developing. In course of time as stated
above Sama scale was completed with 7
notes. The explanation is as under :—

When this Srg:&3 or the sympathetic
chord of 4 notes was observed it was used as
a uni.t of measurement of Udatta and Anu-
datta limits. So the scale of Sama was
built of two chords the extreme notes of
which bear the ratio of 3:4, one chord of
rising notes and another of falling notes
in place of Udatta and Anudatta which were
approximately equal to the modern major
or minor tones during the previous period.

When this was fixed, further modifica-
tions in fixing the intermediate notes follow-
ed in accordance with the principle to be ex-
plained below. Previous to explaining the
further development it is necessary that
some techincal terms be clearly understood.
The Archika mode ““ﬂd’ﬁqa‘rm-
TAreARaTia s (RigATa &. T. 8-y
3¢) has been explained in the first stage.
The wrrfsT% mode is thus defined AT -
gqrgrfast fxaw: | Here fyzar means
using one other note above or below Eﬁ'ﬁ’
the fundamental ie,, 2 notes including TJ-
fa + (3704 or AFAT™A). And Samika is
defined : mTR&TATHT : qrfre: |
3 tonal scale i, 3 notes including the
fundamental @&aq-m-{-qaﬁu or addi-
tional higher note or vice versa in case of
HAIZTW. When the scale consists of only
one chord of 4 notes, the extreme notes
being in the relation mathematically re-
preesnted by the ratio 314, it is called

THE INDIAN

ATRIFEICAT or T ETTATA and as stated
in the previous para, if 2 such chords a.r:e
combined the scale will be complete and is
called the Sama saptaka. Thescale may be
represented as shown below :—
3:4 3:4
S o e e, modern
q )

or q3:4 (3] 3:4“

— N e’

qgqiA@ 309

ancient.

The extreme notes are shown with their
ratio with the fundamental or ;a'ﬁ:a, This

is supported by ®fFara (&. T. L. 8. 24).

“ggerraasTReaC R aatraaAn -
faereeaTiaT gfx qav 1 ”

From the above quotation it is clear that
the extreme notes were of the same pitch,
measured from the fundamental. When
this arrangement was completed the an-
cients naturally observed that the extreme
notes § and @ wanted the complement of a

tone at either end to complete the :qra'ﬁ' or

rotation by the appearance of the other ex-
treme note of twice the pitch or in unison
with the initial note. This fact is stated

by sfgrT in &. T. L. 8. X

wqrrg Rrescey arescaAsiy darf -
st A

The above quotation clearly mentions
that this arrangement was purposely adopt-
ed to resording the completion of the scale
and the recurrence of the same note, twice
the pitch of the previous note at every
corresponding lower or higher place. This
shows that they noticed the phenomenon of
the relations of 37 and ¢ with the funda-

mental note as represented below :—
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T 3:4 & 3:4
Hg.0T3.4 3,40 8:97T

—
o ~-

1:2

The development of the above scale is
entirely based on the observation of a
natural phenomenon. When they noticed
the relatiouships of the notes ff and g with
the fundamental note which are now re-
presented by the ratios 3:4and 2:3 or2:3
and 3: 4 if the relations are taken with the
octave of the fundamental and when they
saw that these two ratios added together
represent the rotation of the sound, they
were able to fix the other intermediate notes
of the scale as shown below :—

1:2 1:2

R—
g a7 aq99g e I
S 0

3:4 3.4 3:4 3:4

It has been mentioned in the Rik Prat:-
sakhyu that there are 7 notes in each octave
and three octaves at twice the pitch of the
corresponding fundamental note and that
the very 7 notes of one octave are repeated
in the others (provided the pitches of the
successive octaves are exactly double at
every step). Besides these 7 notes it refers
to possible intermediate notes which may
be obtained at the interval of a full tone.
It shows that they used this scale with di-
fferent notes as fundamentals—which will
become clear as we proceed. From the
above explantion it is clear that the Indian
musical scale was fixed with 7 notes in
exact pitch before 1500 B. C. as is proved
by the Brahmanical quotations.
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The fourth stage—Avanyaka
and Grama gana.

This period falls between 1500 & 500 B.C.
The first half i.e.,, 1500 to 1000, B.C. may
be taken as Aranyaka Ganakala and the
second half i.e. 1000 to 500 B. C. may be
taken as Gramu -Ganakala or Pauranikiye
kala. The Aranyaka literature begins im-
mediately after the Brahmana compositions
and ends in the Upanishads and Prati-
shakhyas. A TAT: | ATAT A= | HAO
OIS | HZAT AAAT ArAIATA |
IraHTT {‘Fa | (Rik Prati Bhasya) etc.,
these sentences from the 7uit. Upanishads
show that the Upanishads do not merely
contain philosophy but that they treat
scientific principles of all the subjects enu-
merated in the Vedas, while Pratishakh yas
mostly deal with details of the technical
subjects that are necessary for Vedic
studies.

Afer fx FAAGIAS T | AL G-
IR qras )

HAATET AFISEANT: )

AT T TATE ||

T |l

This example from the Rik Pratishakhya
supports the fact of the completion of the
scale with 7 fixed notes in the Brahmanical
peried. The progress of this period consists
in the usage of 3 voice registers in singing
and for different modes of recitations from
the Sama chants. Another remarkable point
of progress is the introduction of additional
notes into the large intervals. The scale
counsists of 7 notes only, but the five full
tones in the scale allowed for the introduc-
tion of new notes which were substituted
for the corresponding ones whenever re-
quired. This marks the limit of Aranyaka
Gana. This fact is justified by Panini and

Yajanavalkya who give clearly a reference
to scales that were then commonly used.
The following passages have been quoted
from Panini and Yajnavalkya Shikshas—

TR FramETiaTd g weadaal |
wRAmETRR TgRAawTaT: | . fr.

gt Famgaarct St goriEat |
TMTEg TARAT Fa1: TITIHARIAT: I

. far.

Both writers admit that there are in use
3 notes &, ¥ and q as fundamental notes,
which produce three beautiful scales or
modes. A gradual extension in the signi-
fications of the three terms 3IFTH, AT
and A should here be noticed. In the
beginning the interval represented by Udu-
tta and Anudatta was one tone, then it was
2 tones, then 3 tones i.e., a samvada and im-
mediately before Panini it was one whole
octave. And Searita was one fixed note
up to the Sama period but later it stood for
either ®, W or g during the Aranyaka
period. The three voice registets were
thought of as AI(A (), TR (wea)
and I7rA (A). It was because they
knew of the repetition of the same scale in
different registers that it was possible for
them to fix only 7 notes in a scale and yet
to adopt 3 different modes by changing
the fundamental t> ¥ and g which are
separated from § by an equal distance dur-
ing Samiku period.

Aranyaka gana was limited to the three
scales gftfﬁ'q, RhTRT and {’ﬂﬁ only.

(rama gana will now bz explained in the
following paragraphs. Aranyaka gana was
part of Sumugana but instead of using the
sama chants other chants and prose comp o-
sitions from the Upanishads and other
similar literature were used. The scale was
Samika only but with the optional use of
intermediate notes or an admixture. The
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rericd in which this custom was popular
has already been mentioned. Then comes
Gramagana. This system was more techni-
cal but popular as compositions set to music
at the time were free from the stiff language
of the Vedas and as the new Samskrita
language and verses composed in more sy-
stematic metres were used.

" It is welknown to all Indians that poems
and epics like the Ramayana and the Maha-
bharatha were sung in those days; that
period falls between 1000 to 500 B. C. which
is generally considered to be the beginning
of the Sufras, older epics like the Ramayana
and the older Puranas. During this period
further development was made which will
now be described. The Aranyaka period
had only the notes @, ¥ and ¥ as funda-
mental but in the Puranic or the Grama
gana period each of the 7 notes was taken
as the fundamental. So there came in
common use 4 more scales or modes start-
ing from ﬁ', T, o, ﬁ' as fundamentals, and
names for these modes were taken from
the names of the initial notes of the scales
with the word Grama affixed to them, So
there were 7 Gramas which ware named as
the IZTAH etc. There is one instance in
the Hari Vamsa Parva of the Mahabharata
—we have there the story of a king who
was fond of music and who rewarded his
court musician abundantly when he was
pleased to hear the Gandhara Grama sung
by him. This fact illustrates that the mode
of singing described above was common and
very popular at that time.

Fifth Stage. The Jatigana.

This was systematised by Bharata the
originator of musical science. This system
was current during the period from the 200
B. C. to 400 A. D.

This stage is very important as the music
of this period was raised to the dignity of

a fully developed natural science by Bhas
rata in his famous Nafya Sasira. His obser-
vations enabled him to test all the notes
of the. previous system and notice that it
was incomplete and defective. As some of
the 13 notes obtained by the seven Gramas
were not so harmoniously related to the
fundamental, he continued the same process
of obtaining notes by means of the HaF-
Zg of § wand§q T relations or of the
ratios 3 :4 and 2: 3 respectively. He accep-
ted ¥ and q just, as the results of the obser-
vation of 8 previous age of natural acous-
tical phenomena. As more notes than were
already obtained could be introduced within
the series he continued the two progressions
from ®§ and § each nntil he came to two
notes, each the 11th from the start which
differed by a very minute interval from just
q and 3y respectively. These last notes were
not fit to be used with just @ and @ so ds¢o
make a distinct interval with them nor were
they harmonious to the ear if they were
substituted in the scale for the natural g
and § notes which formed qrg with .
He thus noticed a natural limit to the pro-
gression he had continued and thata furthei;
continuation of the same progression madé
the system impracticable. The series of 11
notes in each of these progressions are very
near—the one series to the other. Corres-
ponding notes in the two series are not suffi-
ciently wide to make a distinct interval
between one another. co

Bharata had these facts before him before
he systematised. To suit this basis of ob-
served facts he invented a system of dual
Gramas, named QR and WAW Gr'a‘md’s
(where, in reference to any one Grama only
22 notes were enumerated. In qgmthe
defective @ was omitted and in the eqR-

A the defective § was omitted, Bharats
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has shown admirable constructive genius
in introducing these two Gramas of 22
srutis in each and in providing for the use
of all the 23 notes (including &) obtained
by the m procedure.) The contri-
vance of these dual Gramas did not have
for its object the finding of new scales——
which is impossible-—but the selection of 7
scales (4 from qgm) to replace the 7
Gramas of the prior period, which scales
were now to be known as 7 Jatis bearing
the same names as the initial notes of the
soales. If we take all the 14 modes from
both the Gramas we shall notice that the
notes in some of these differ from the notes
in certain other corresponding modes by
hairbreadth differences; and some are dis-
tinctly more satisfactory to the ear than the
corresponing ones. It was with a view to
adopt the more satisfactory of these, to re-
place the old 7 Qramas, that Bharata’s
Gramas were mainly adopted aud for not get.
ting new modes. The selection gives us
only 7 harmoniously intonated scales; we
have 2 scales for each of 7 modes from the
Gramas, these scales differing in only ona
note. The difference however being very
minute does not make thetwo scales essen-
tially different; one of the two is more satis.
factory than the other. Thus weget 7 good
scales.

In this way the old term Grama was
adopted with a new sense and the old Gra-
mas were re-named the Jalis. These are
the seven Sudha Jatis of Bharata. Be-
sides these 7 Suddha Jatis or modes each
consisting of all the 7 notes in a specified
way, he brought many pentatonic and hexa-
tonic modes into practical use and named
them as Sudha Vikrita Jatis which may be
obtained by dropping one or two notes in
a specified way, thus arriving at Shadava
snd OQudava Jatis vespectively. Besides

these two sorts, he has introduced two more
sorts of melodies which he names as Sa-
dharana Vikritis (of 7 notes only varied in
a few places) and Samsargaja Vikritis
which admit of the addition of a few grace
notes to the 7 principal notes and thus
ends the science of intonation and scale
building. The present system has also been
founded by him under the name of Jati-
sadharana. If a thorough going attempt were
made to understand and interpret the tech-
nique of Bharata, the result would be some-
what alarming as then J am sure, all the
works of subsequent Sanskrit authors and
those of modern writers would have to be

condemned in the main and the writers.

proved to have entangled the public into
numerous errors and bad taste. The only
trustworthy author is Bharata and the only
reliable work is Natya Sastra.

If the whole theory of Bharata is popu-
larized there is hope of bringing the much
needed improvement in our musical system
very near as it will help to solve many per-
plexing questions through the light it sheds
on current practice. It will revolutionise
the theory and practice of Indian music;
and it will give a very perfect and lovely
music to the world. It is not possible to
give an account of Natya Sastra in detail
in this short paper as it will require a
separate volume.

The Sixth Stage.

This stage will be thatof the Jati Raga or
Grama Raga system ; period 400 to 800 A. D.
Sangita Ratnakara of the st half of the 13th
century gives a description of 30 to 32 of
these Ragas. Sarngudeva has classfied the
formsof Ragas as (1) Ancient & (2) Current.
He describes these Grama Ragas as ancient.
There are some of such Ragas in Naradiya
and Manduki Shikshas which are older
th an Ratnakara. These Ragas have not s
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far been deciphered by any scholar. There
is a statement in Sisupalavadha older than
Sangita Ratnakara (being probably of the 8th
or 9th century) that such Ragas were cur-
rent about the 9th or 10th centuries, The
Raga mentioned there is Bhinna Shadja
which has been enumerated in the Grama
Ragas in Ratnakara. The mode of deseri-
bing these in Ratnakara is the same as that
of the Jatis of Bharata. So they have been
named Grama Ragas or Jati Ragas.

The Seventh Stage of Music.

This refers to the classification by Sarnga-
deva of Bhasha etc. In this system 20 Ragus
have been mentioned in addition to 15 Ja-
naka Ragas and to each of these are attach-
ed minor melodies called Bhashas, Vibhashas
and Antara Bhashas; the number of these
is optional and not fixed by any rule. A
special point of this classification is that
the names of the Janaka Ragas are mascu-
line and those of the remaining three varie-
ties are feminine, The Janaka Ragas are
mostly the Grama Ragas and Uparagas.
This group of ragas also remains in dark-
ness uninterpreted and unapplied.

The Eighth Stage of Music.

This may be said to correspond to the
Raga, Ragini and Pariwara system of classi-
fication which prevailed between 1200 to
1500 A. D. This classification was attempt-
ed by a class of professional musicians po-
ssessing no great literary ability but who
wanted a classification for practical pur-
poses. The idea evidently was borrowed
from the previously existing Bhasha mode of
olassification where Janaka ragas are mas-
culine and Bhashas, Vibhashas and Antara
Bhashas are feminine. A legend construc-
ted on this idea is that Shiva has 5 heads
which produced one raga each, Parvati
added one to them and thus the six Purusha
ragas came into existence. Each of these
Ragas had 5 Ruaginis or wives and by the

PX]

admixture of these Ragints with a Purusho
raga 5 Janya Ragas or Raginis were born
to each Ragini,

Thus the total number comes to 150
(approximately).

There are still a few illiterate and pro-
fessional men who believe in this story and
who maintiin that it is a sin to make any
modifications in that idea and practice.
Though the story is only imaginary the
scheme of this classification has been skil-
fully formed from practical observations to
help the student of music to have some idea
of the interrelation of various scales and
ragas and the scheme has been handed.
down through many generations through
oral tuition. There were 4 similar schemes.
popular, each had some distinctive mark.
But nowadays this very easy and direct
method has nearly disappeared with its fine
perception of musical form and usage and
simplicity of arrangement. The 4 systems
are named as the Krishna mata, Hanuman
mata, Shiva mata and Bharata mata. Al.
most all sanskrit writers on music, who
were men of no small literary ability and
many musicians famous for composing songs
belong to the Bharata mata. As stated above
the arrangement of this Raga Pariwara
system was only a practical one and oral
and did not allow any discussion as to the
correctness or otherwise of many technical
points that were involved in it.

So in course of time, being in the hands
of unintelligent musicians, it gradually fell
into disuse through ignorance of the princi-
ples on which it was built. This system
has one advantage over the others, viz., that
it consists of a limited number of very po-
pular, well appreciated and current ragas
which have been handed down from gene-
ration to generation through tradition;
whereas the other systems allow variations
in nomenclature, improvements and addi-
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tions the result of which has been the in-
clusion of many new ragas (and compositions
of a monotonous and stiff character) built
according to the rules of permutations with-
out any consideration of a melody or the
emotional effect on the mind of the audience
and the formation of new terminology which
obscures the scientific and well considered
plan of the originators. North Indian music
as it is heard even now bears the features
of this Raga—Ragini-— Pariwara system of
the period described as representing the 8th
stage of development. The system was pre-
vailing in a flourishing condition vp to the
end of the 15th century as it had ample pa-
tronage from the rulers of the North. After
that time, it may be said to have been de-
clining as it was affected by new styles of
Persian melodies which corrupted the pure,
scientific traditional form of the art. It
kept no record of rules and principles or
of musical compositions. During the 16th
century there was an attempt made to bring
all the styles under one scientific method.
Pundarika Vithala is an evidence of the
fact. He was entertained as a state musi-
cian by three eminent rulers of different
dynasties and for each of them he wrote a
a musical treatise. Besides Pundarika there
were other authors like Lochana, Hridaya
Narayana, and Srinivasa who attempted to
reduce the art into some semblance of a
science. About the same time i.e. 1550 A.D.
an attempt of a similar sort was made in
the Deccan encouraged by the Rajas of
Vijayanagara which will be treated in the
next stage of our history,

The Ninth Stage.

This is characterised by the Mela-Pad-
dhati. It seems that about 1550 A. D. the
old authoritative work, Sangita Ratnakara,
had become unintelligible and there was no
other popular scientific book to keep the art
of music from hopeless corruption. [t isso

stated in the introduetion of Svara-Mela-
Kalanidhi by Ramamatya who had been
asked, by the chief minister Ramaraja of
Vijayanagar,to compose a treatise on music
with a view to systematise the old and new
theory and practice of music. Ramamatya
has brought nearly 70 ragas under 20 prin-
cipal scales or melas. His melas are pro-
perly only 15, the remaining 6 come under
5 of them, only differing in having =g. H.
IMSTT and . 7. ﬁm‘-{ for the Antura
and Kakalt notes of the former. The diffe-
rence in the melas is so slight as not to be
distinguished in practice. The other techni-
calities of which he has treated in his work
are all borrowed from Sangita Ratnakara.
But as he has misinterpreted them through
ignorance or deliberate intention, his work
has been proved to be of no value by Ven-
katamakhi who came a century after him.
The chief merit of his work is the introdu-
ction of a totally new system of theory and
practice suggested to him by the ancient

work Ratnakara, and the commentary on )

it by Kallinatha. Ramamatya has given a
detailed description of the Vina as a standard
musical instrument both for the pur-
pose of demonstrating musical facts and for
playing. He has given various methods of
tuning, adjusting and playing it in differ-
ent characters. He refers to the music
which was current at his time. He has left
an authoritative work of his time. Owing
partly no doubt to the influence of this work
on the subsequent practice, South Indian
Music did not come under the way of the
Persian style which has had such a tre-
mendous influence on the music of the
North both for good and evil. Ramamatya
has done his besrt to incorporate the older
theory and practice into his own. On the
whole his work is of considerable impor-
tance and marks the turning point of musi-
cal history,
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The Tenth Stage of Music.

This refers to the music current since
1680 down to our own day and its outstand-
ing feature is the Mela Prastara Paddhati of
Venkatamakhi. He has written an impor-
tant work, the Chaturdandi Prakasa and he
gives a definite theory for the music of his
time. The important work he has done is
the Mela Prastara which has the mark of
Bharata's Murchana Paddhati. Out of the 72
melas mentioned by him he has described
only 19 as current at his time. He des-
cribes neacly 55 Ragis under the 19 current
melas. He depends ononly i2 notes in a
scale and has tried his best to prove that
his system was based on the 22 Sruti system
of Bharata. The Shuldha mela oc his F@ T
he proclaims, is just the Siidji murchana
of the Shadja grama of Bharata and
Surngadeva—which is an error. This idea
has baen borrowed from Ramamatya who
has named this as Mukhari (the present
Kanakanyi) which consists of all the seven
Suddha notes. It is now known to all
*that the Suddha scale of Bharata was
just like the Karahara-priya of the present
day. The Suddha scale of Ramamatya
differs in 4 notes &, WM, A, f¥ from that of
Bharata while @, Hand q only are common
to hoth. The same error has been made by
another well-known author, Somanatha of
Ragavibodha. Venktamakhi has written
a lengthy criticism, in a chapter specially
devoted to it, on Ramamatya’s Kalanidhi. But
he is not justified in his criticism as, we
must remember, there was a gap of about
125 years between them during which time
musical terminology and nomenclature
were changed, as it is quite natural in the
evolution of any art or science which are
subject to slight variations from time to
time according to the taste and patronage
of the public. This fact will be understood
by comparing the current system with that

of Venkatamakhi and it can be proved that
there has been a vast change in the names
and character of the Ragas and also in the
terminology of the science and we cannot
offer any gnarantee that it will remain in
the same condition during even the next
generation. If we consider all the facts so
far mientioned we shall realise how true
and unchanged in essentials - Bharata's
theory stands and we shall be lost in a
maze of misconceptions and errors if we
overlook the plan and purpose of Bharata's
principles. I humbly suggest to all music
scholars that we cannot make any real
improvement in our music unless we start
to work .the theory from the base and
build a sound system consistent in all its
parts and keep the practice from being
misdirected and from numerous errors
which will otherwise spoil it. For this
purpose I suggest that a scientific treatise
should be got written by the Academy
which might be safely followed by all stu-
dents of music. I have myselt made an
humble beginning in this direction and
written a small treatise in Sanskrit which
attempts to consfruct a regular system of
our musical theory and practice. For the
present the Sruti chapter is complete and
ready for the press. It has been kindly
undertaken to be translated into English by
a friend of mine., This translation will
also be ready for the press shortly. I now
make an earnest appeal to all lovers of musie
for help towards the publication of the book.
T hope to place before the public the result
of my labours- -of my study of Bharata and
Sarngadeva. The Sruti chapter, the most
important in Sungita Ratnakara and the
succeeeding chapters up to the chapter on
the Ruyas have been carefully and consis-
tently interpreted and God willing, I mean
to publish the results of the study in instal.
ments for the use of the public.
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Svaramélakaldnidhi is one of the standard
works, in Sanskrit, on the Carnatic Music.
The manuscripts of it are found at Bikanir,
Baroda, Madras, Tanjore and Ettiyapuram.
Its bare text, for aught I know, was printed
twice—first, at Kumbakonam in 1906, by
Mr. S. Narayanaswami Aiyar, and secondly,
at Bombay, in 1910, by Mr. V. N. Bhatkha-
nd8é, though under the pseudonym of Bhara-
dwaja Sarma. The latter book contained
at least a short commentary in Maharati.
But a good edition of * Svaramélakalinidhi
containing—as it ought—a full and correct
text, a trae and free translation, and a
historical and critical introduction, has not
yet come out and is therefore a desideratum
~to supply which, mine is an humble contri-
bution or, at best, a provoker of a better one.

Ramamatya, the author of Svaramélakali-
nilhi, was a native of Andhradésa and lived
in or about Bezwada which was not far
away from Kondavit*, in the principality of
which he had a fort of his own and in the
vicinity of which he enjoyed the over lord.
ship' of a large estate of land washed by the
eastern sea. He belonged to the Todarmal
family ; his father was Thimmamatya ;% and
he himself was such an efficient musician-

-composer that he won the title of ! Abhi-
nava Bharatacharya.'®

He was associated with Rama Raja of
Vijayanagar, perhaps as his minister, as the
word amitya indicates. His father too had
the same title of * amatya’ appended to his
name. But whether the father and the son
were ever real ministers, who moulded the
destinies of Vijayanagar, or were so called
only by way of courtesy—we are not now
in a position to determine.

Nothing else is known to us of the father
than his fatherhood. As for the son, Rama-
matya, he exhibited his person, in his work,
more as a prolific Viggéyakdira than a
serious minded politician. All that he could
record of himself was: (1) He had studied
the secret of music.' (2) He alone, of all®
others, knew both the theory and art of
music.’ (3) The traditional lore of music, in-
herited from his grandfather, Kullapadésika
(evidently, Kallinath, the Commentator of
Sangitaratnikara), palpitated in bis pulse.®
(4) Rama Raja requested him, in preference
to others, to write a new treatise on musio
reconciling the conflicting views that were
then in vogue.” And (5) the same Rama Raja
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gave him, in recognition of his (musical)
services, many a valuable present.! ‘

This, surely, is not the language of a veri-
table minister, who wielded the mighty
Empige of Vijayanagar and who, in the in-
tervals of his state-business, managed to
write a musical work also, just as Mr. Glad-
stone wrote his Homer and Vidyaranya, his
Puanchadasi.

Further, a reference to Robert Sewell’s
Forgotten Empire shows that Achyuta suc-
ceeded Krishna Raya Déva in 1530, that
Sadasiva succeeded Achyuta in 1542, and
that the latter (Sadasiva) was virtually a
prisoner in the hands of Rama Raja, at first
nominally his minister but afterwardsinde-
pendent.? By ‘independent,’ Sewell should
have meant that Rama Raja was a de facto

ruler of Vijayanagar. So he might have
been. But the de jure ruler was, undoubt-
edly, Sadasiva ; for, a very large number of
inscriptions, ranging from 1542 to 1568, re-
cognise Sadasiva as the real sovereign?
Why, Ramimatya himself admits that
Rama Raja helped Sadasiva to regain his
throne.! Hence, it is submitted, Rama
Raja should have been, at least when Rama.
méatya wrote his work, only a minister,
though the king was a puppet in his hands.
How, then, could Ramamatya afford to be
a minister of a minister ?

Further again, Ramamatya’s description
of Rama Raja's pedigres is more fanciful
than real and betrays the mentality of a
flattering court-poet rather than that of a
responsible State-officer.

The following Table shows Rama Raja’s pedigree, according to Ramamatya :—
Visllmu

Brahma

Athri

Moon

|
Budha

Puroorava
(

Ayu
Nahlushu.
Ya.y.éthi
Bh a:rata

Sri Ranlganath

|
Rama Raja

l

Thimma Raja

[
Venkatadri.

(Fig 1)
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But Sewell's genealogy”. taken from epigraphical records, gives Rama Raja his pro-

per place in the royal line of Vijayanagar :—

Timma

l

Iswara
!

Narasihma

|
By 1st wife

Vira Narasihma

I
By 2nd wife

I
By Jrid wife

Krishna Raya Deva | !

Ra?ga Achyuta

Sadasiva
. ll !
Daughter Daughter
Married Married
Rama Raja.

Thimma (Tirumal) Raja.

(Fig. 2)

It is thus clear that Rama Raja belonged,
if at all, to the royal family only by marri-
age. Ramamatya only confirmed it, when
he oberved: * Krishna Raya gave his
daughter in marriage to Rama Raja and
thereby enhanced the dignity of the parent-
-hood of daughters ™. History gives us no
pedigree of Ramma Raji except that he
was a son of one Ranga and that he had
two brothers, viz. Thimma Raja and Venka-
tadri®. This Thimma Raja is said to have
murdered Sadasiva in 1568 and usurped his
throne’. But Rama Raja ruled, if at all,
only on behalf of his king, Sadasiva. True,
he was a brave soldier;® but he was over-
ambitious and a little reckless too, with the
result that he precipitated the battle of
Talikota, in 1565, and brought about his own
death.
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I digressed, so far, only to emphasise my
doubt whether Riamamatya was a minister
in fact or only by courtesy. I leave it for

my reader to determine the question in his
own way.

The exact date of Ramamaitya is not
available. But he, being a contemporary
of Rima Raja, should have lived in the
sixteenth century. He was well versed in
Sanskrit and Music; and, in Rima Raja's
opinion, he was the best of the then exis.
ting musicians. He wrote many musical

works, such as, Ragakadamba, Panchathalé.
swara and so forth.

No wonder, then, that Rama Raja, at the
instance of his brother, Venkatadri, requir.
ed Ramamatya to writs a new work on
music.  OF this requisition, 8Scaramélakala-
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nidhi was the result. The colophon,® at. its
end, olearly shows that RemAmatya finish-
ed his work in Saka 1472, SAddrana Year,
Scdvana Month, and the tenth day of Nir-
malathara (Sukla) Paksha—all of which
correspond to the months of Augu§t and
September of 1550 A. D.

Now, be it remembered, it was in order to
reconcile some conflicting views on music
that Svaramélakaldnidhi was written, as evi-
enced by Venkatadri, in his request to his
brother Rama Raja: *“ The science of music
has, both in theory and practice, degenera-
ted into conflicting views; let Ramamauntri
(Ramamatya), by your command, reconcile
all (the conflicting views) and write a
(new) science; and as confirmed by Rama
Raja, in his requisition to Ramamatya:
“In the science of music, conflicting views
have indeed arisen. Bring to a focus all
their salient features and write an interest-
ing treatise on music, embodying threin
its theory and practice.™

About the same time, or within the space
of about a decade after the publication
of Svaramélakalinidhi, Pundarika Vittala
finished his Sadrigachandrodaya in North
India. Even in that book, the same note of
complaint was sounded that the theory and
practice of music did conflict with each
other and that, therefore, Burhan Xhan
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asked Vittala to reconcile them.® Again,
in 1609, the self-same note of complaint was
resounded when Somanath declared: “I
write Rdgavib6dha only to reconcile the
coflict between science and art of musie.”
Even the recently published Sangitasudha
contains a similar note of complaint.®

A question, therefore, naturally arises,
namely, “Why should the musical views, at all,
conflict with one another?”’ To put the same
question sarcastically, “ Why should the
harmonious music produce disharmony
amongst its votaries ?”’

Because, the old order changes, giving
prlace to the new; and, in the transition
period, both the orders struggle with each
other—the one anxious to come in and the
other unwilling to go out. But why should
“the old order’ change? Here, a truth
must be grasped. Into two broad divisious
science falls—exact and non-exact. The
rules of an _‘exact’ science are inflexible
and never chavnge with the times. H; O,
for instance, was, is, and shall ever be
WATER and never anything else. But as
regards a ‘' non-exact’ science, such as for
example music, it is always progressive ;
and afortiori its rules do change, from time
to time, in order (o suit the growing
taste of the people. Fach age has, there-
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fore, its own technique of musio to which
the musicians of that age are tied and
bound.

No doubt, the emotion of man is a cons-
tant factor; and it is now no stronger or
deeper than it was hundreds and even thou-
sands of years ago. Valmiki and Kalidas—
when they grew cheerful or migerable,
composed or angry, or fell in love or sang
of patriotism—were moved as profoundly as
any modern poet. Nor were the feelings
out of which grew the music of Gopala
Naik and Jayadeva any less deep than
those of Thiagaraja and Tansen. But, be
it noted, in the erpression of his emotion,
the Vaggéyakara, be he ancient, medisval,
or modern, is tied and bound to the techpi-
que of his age. Why?

Here, another truth must be grasped.
The various stoges of musical progress are not
the inventions of the learned few imposed on,
and adopted by, the unlearned many ; but,
rather, a summing-up and organisation by the
Jormer of those practices and usages at which
the latter had arrived by instinct. Hence, the
technique of music of a particular age
means and includes the summary of the
music of the preceding age plus the con-
ventions engrafted, from time to time,
upon the original stock, by the magses, as
enabling them to attain an ideal dimly seen
in the distance. A real musician cannot
therefore afford to ignore the aspirations of
the people at large, fly at a tangent, angd
pooh-pooh the technique of his age which,
as suggested above, is the natural growth
of years and sometimes of centuries,

It is, bowever, true that, oft and on, a
giant like Thiagaraja arises and gives his
countrymen not only a summary of the

: music of the past but also a programme for
the music of the future. In that sense, he
may be said to have interfered with, and
even changed or modified, the musical tec .

nique of his age. Such a rare exception is
due to the fact that the particular ‘giant’
has had the intuition to see and realise that
all the possibilities of the code of conven-
tion, prevailing in his time, had been ex-
hausted ; that the orange, so to speak, had
been sucked dry : that the period, in which
he happened to live, had come to a natural
end; and that he had been impelled to in-
augurate a fresh period, in which the new
formula of music arose, as it were, from
the ashes of the old.

To sum up. The musicians of a parti-
cular age stick, under ordinary circums-
tances, to the technique of that age,
Extraordinary circumstances occasionally
arise when a new age sets in with a new
technique of music. Both the techniques-old
and new—struggle for a while, after which
the old dies and the new flourishes, till a
still newer age brings with it its own newer
technique to supplant it. In all these cases
of succession, the struggle between the old
and the new techniques lasts only during
the transition periods. It is this inevitable
struggle that goes by the name of “the oon-
flict of musical views ™ which, in the nature
of things, does arise from time to time.

The same truth Mr, Bhatkhande express-
ed at Lucknow in unother way: “Our
music has undergone changes, from time to
time, according to the tastes of the different
ages. We thus find the system propounded
in  Sangitaratnilara of Sharngadév is a
considerable advance on tha
Bharata's Nityq Sdstra, being more exhau-
stive, more scientific, and eypressive of
greater national culture, A mere glance at
Léchana, Pundarika, Hridaya Narayana,
Ahobala, and Srinivasa will be enough to
show us that the systems of music propon-
nded, in these works, mark a 8till further
advance and that they considerably differ
from the systems appearing in Ndtya Sdatra

t described in
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and Ratndkara., We ourselves are in the
20th century and the system of music, now
in vogue, has left the other systems far
behind.”!

‘One word of caution is here necessary.
The changes, referred to, are in connecti?n
with the superstructure of Indian Music,
while its foundation or basic principle re-
mains a8 constant as ever. It is, in fact,
this basic principle that distinguishes the
Indian system from all other systems of
musie. ' o
. Wa are, at this stage, tempted to inquire
whether RAmamatya recognised the progres-
sive nature of music and whether h? enun-
ciated, in his work, any princap'ie .of
guidance, wherewith he could efnphasxsq
the importance of such tecognition. A
study of Svaramélakalanidhi enables us_ to
dnswer both the questions in the affirmative.
The principle of guidance,fspok?n of, has
been already enunciated though. in anothe.r
connection but can bear repetition; anfl it
runs thus. “ The various stages of musical
progress are not the inventions of the
Jearned few imposed on,and adopted by,
the unlearned many ; but, rather, a sum-
ming-up and organisation by the fox.'mar of
those practices and usages a{ which the
latter had arrived by instinct.” . A

The idea, conveyed hereby, Sharng"‘adev
first put in his own way, thus:— 'The
learned men are of opinion that the Science
follows the Art and must respect the current
practice. If any discrepancy arises between
the two, the proper procedure is to interpret

the science in such a way as it can he
reconciled with the practice”.$ :

But, unfortunately, he relegated this’
principle almost to the end—to the sixth
chapter—of his work and made it mppe!ﬁi
as a mere suggestion for any one to take it
for what it was worth, RAmAam4tya, how.
ever, brought it to the forefront of his hook
and laid such an emphatic stress on it that
it developed, in his hands, into a star—like
maxim for all future writers to follow. Here
is what he (RAmama4tya) wrote on the point;
“ The Gdndharva-music is ever employed in
conformity with the (inflexible) rules of its
theory. But if the violation of those
theoretical rules, inflexible though, do not
lead to any absurdity, and if, again, the
contravention of any of the rules of practice
does not give pleasure, but jars, to the ear,
then, the practice of music shall be preferred
to its theory. And it is in conformity with
the ‘ practical’ rules of music (as opposed to
its ‘theoretical’ ones) that the Gdna-musie
rrevails. In his chapter on instruments,
Sharngadév, well-versed in musijc-lore,
argued that the practice of music was more
important than its theory”.3

If ShaArngadév originated this principle,
which may, for future reference, be called
the principle of Ldkshya, if Ramamatya
elaborated and developed it into a maxim,
Pundarika Vittala chose to condense it into
an aphorismic form, namely ;—

FEEAI GSIEA |
(Science only follows Art; isn’t it 7)

1. Vide the Report of the 4th Al India Music Con-
ference of Lucknow—page 117.

9. TETSEATITATIN TTWTOAATEN 7oy |
| reTEeaiies TSt aEeT |
* Ratnakdra.

3. Of, AXSEATIURA AT tmg%u%‘ !
FASETTRYTN At 1 frax
24

ARTGERAAA TAFAERATIAE |
gfeariser seaen Tow F SraN )
FENTSEITATART M STF TIXX U -
TRGTETE A AT sty |
- iy eIy FrarARRraiiey |

Svaramélakalanidhi.
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Let us proceed to see how Ramamacya
applied the principle of Lakshya to the
development of his musical system.

‘ Before so doing, we shall first get to
know which system of music he took up for
modifying and bringing in line with the
condition of his own times. Even a cursory
- glance at his work will show that he refer-
ved only to Sharngadéva’s system of music
and made it clear that he proceeded to
modify and bring that system alone in line
with the condition of his own times.

. 'The reason is not far to seek. Almost
all the musical works that are now coming
into prominence—such as, for instance,
Sadrdgachandridaya, Rdigavibodha, Sangita-
darpana, Sangitasudhd, Chathurdandiprakd-
sika—-Sangitapdrijata, Sangitusirimrita, Nag-
mri-e-Aspti, Sangitardigakalpadruma, and
Lakshyasangitam—came successively one
after another, but (mark!) only after the
time of Svaramélakalinidhi; and Rama-
métya had no other work to criticise before
him than Sharngadéva's Sangitaratnikara.

No douabt, Bharata’s Ndtya Sistra and
Narada’s Sangitamakaranda had been in
existence long before Sangitaratnakara But
evidently, R&mamatya did not mind the
former and could not mind the latter; for,
the one lay involved in a debris at Gadwal,
till Mrs. Ananthakrishna Sastry discovered
it in 1919 and brought it to the light of day;
while, the other was a treatise more on
dramaturgy than on music.

Could, then, at least Lochanakavi's Rdga-
tarangini have come to his notice? We
have no definite answer to give. For, the
date of Rdgatarangini is uncertain, inas-
much as its misleading colophon appears to
pomt to the 12th century, while its reference

to Vidyapati points to the 14th century and..

even later, Even assuming that the book was.

before him, we can easily conjecture that he:

should have brushed it aside; for,it was an:
out.and-out North Indian book amd dealt
with the Hindustan; music, having Bhasrava
as its sudha scale, as opposed. to Kanakdngi
(Mukh#ri) which was the sudha- scale, alike,
of Sharngadév and Ramamatya.

Finally, Ramamatya did not choose to
refer to Matanga's Brihaddési, as Sharn-
gadév had already done it. In_ fact, he
openly declared that he had no desire to
unnecessanly tread on the ground, already
coverad by Sharngadév.

The first point of conflict between Sharn-
gadév and Rim&matya was with reference
to the Sudha-Vikrita svaras. At any rate,
both of them agreed with regard to the

Sudha-svaras and allocated them, alike,
thus :—

ALY YFTE: ARTATTIWA: |
ammmmmmmgm n

e e e

“ The sviras arise from the srutis in such
« way that Shadja takes the 4th sruti of
the Vina, Rishabha the 7th, Gandhara the
9th, Madyama ghe 13th, Panchama the

17th, Dhaivatn the 20th, and Nishada the
L2a0d ",

It must here be remarked that the verse,
quoted above, is that of RamAmAtys and
that Sharngadav has not got in his book
even a similar, if not the same, one, though,
In an elliptical way, the latter pointed to

1. of. SRR ety
WWW&:Q;‘:{H

Thaw e aThy alwerghitey |
FATATIIASY AETWETTA 7T ¥
. Svdrdmelakdldnidhs.
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the same Sudha-svaras, which were how-
ever clearly explained by Kallinith in his

commentery thus
ar | ar&:rrzwnmr(ﬁwwﬁ&aﬁw l

(Sa, Ma, Pa, have each 4 srulis; Ri and
Dha, each 3; and Ga and Ni, each 2).

The Sudha-svaras, which were common
between Shirngadév and Rdmamaéatya, may
be tabulated thus:—

Number of Sudha-Svaras.
Srutis
1
2
8 -
4 Sa
5
6 .
7 Ri
8
9 Ga
10
11
12 Ma
1
14 e
15
16
|7 Pﬂ
18
19
20 _ Dha
21 .
22 NI

As regards the Vikrita-Svaras, both
Sharngadév and Ramamitya differed from
each other. While Sharngadév presented
to us so many as 12 Vikrita svaras,
RamamAtya found only 7, tn actual practice,
apd therefore recognised only those 7 and
left out the remaining 3.

Sharngadév worked up his 12 Vikrita-

svaras thus:—

agafrpaaena T afraridar: |
f%rf'mﬁq |
qraeh weeRe frager X T3qa |l
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qrarergfaargsitgnT: Gt |
T freamrart agwt Redna
STty frenda agagia |
wmf%raa;ﬁﬁg‘}ﬁ Wkaefaat |
AR AT SFACRTIIomaTe |
qErsITA Y gt HRrk g
germeryfa e srg:yfaftfrtiaT |
SadrmreamatyTa: srEg v
FREFTEAD T PrargRaragigi |
atfafrmatir s e |

Sangitaratnakara.

On the other hand, RAmamatya worked
up his 7 Vikrita-svaras thus:—" How is it
that only seven Vikrita-svaras are given
here (i. e. in Svaramélakaldnidhi), while
Sharngadév mentioned, in his Ratndkara so
many as twelve? Itistrue that, from the
theoretical point of view, the number 12
may be desirable. But, in actudl practice 1,
there are only 7 Vikrita—svaras different
from the 7 Sudha ones. If the keynote is
taken out of consideration, there does arise
a difference in sound, as regards the rejected
five Vikrita-svaras. Although the theo-
retical method of taking or leaving the
preceding srutis points to the said diffe-
rence, yet, in practice,' especially when the
keynote is taken into account, the said
difference disappears. I shall tell you how.
Achyuta-Shadja does not differ from Sudha
Shadja; nor does Achyuta Madhyama differ
from Sudha Madhyama. Vikrita-Rishabha.
does not differ from Suvuha-Rishabha; nor
does Vikrita-Dhaivata differ from Sudha
Dhaivata.  Vikrita—Panchama, which is
taken from Madhyamasruti does not surely
differ from the other Vikrita- - Panchama.
Hence, under the category of the above-
mentioned 14 (Sudha-Vikrita) Svaras, no
separate mention was made of these five

gvaras, inasmuch as they had effected

1. That is, according to the Principle of Lakshya,
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a merger, as indicated above. We
shall enunciate the 7 Vikritq—svaras
by mentioning their names:—(1) Chyuta
Shadja (2) Chyuta Madhyama (2) Chyuta
Panchama (8) Sddharana Gandhdra (5) An-
tara Qdndhdira (6) Kaisiki Nishala (7)
Kakali Nishada. Chyuta Shadja is the
name given to that Shadja which gives up
itsown 4th sruti and takes the 3rd one.
The same rule applies equally to “ Chyuta
Madhyama” and “ Chyuta Panchama.” When
Sudha-Madhyama takes the frst Gindhdird

1. Cf. AFTATHY TWENAT AFan: w=q |
XRAET: FIAgatTwarcaar |
qE@Rwat ATF IRty |
YXITEFANTET AETAHTS R )
Arqrogfyasanme witm sty |
TTArTR Rraratercat g aterang )

e Ry R |
altagoaniny qtefra: |

iy Rrgatgerag 7 fay |
AT R Femaeaan fracay )
TR IS TAEG AT AT |
aEZATEN: IR ARIRAIT TS |
GErATR REATHT # ganrdy |
ﬁs‘aﬁ%ﬁra : marmﬁtﬁ-‘;ﬁ 0
AL AT Tggreq: |

- ﬁiaqmmx@&wq 0

. AEEglTely qEitas: |
© wEgAmaTreneaasarar

sruti, it is called “ Sddharana Gdndhara®,
but when the same Sudha-Madhyama takes
the second Gindhdra-sruti it goes by the
name of “ Antara Gindhdira.," When, again,
Sudha-Shadja takes the first Nishdda sruts
it is called (by expert musicians)* Kaisiks
Nishada." When, however, the same Sudha
Shadja takes the second Nishada sruti it
goes by the name of “ Kdkali Nishdda,'
Thus, the seven Vikrita—Svaras have been
described.”!

TR RAE AT AR fERTeny |
A TEIRIAISYE: TG
sEAqr 0
TR TN STAT AITCLHT |
TrR s far{isareg: wreah-
® frarys: 0
T dteararogf aystagngfan |
gAATATI A s gy s Ry
T SPNETAA STATTHGHAY |
FxEATRERIATCy AT |
HRIIROITITU SFATTIIIRI ST |
W’gﬁ'&m&a: n
TR sy fafivr: |
adfirwfaares: wianirafifiv: 4
ﬁm=mm&%=gm |
aErFA vy arraarRe i 1

Svaramélakal anidhi.
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7e closely trod in the fo
cﬂwa::mo:latye the following table and

Vikrita Svaras:

he footsteps of both Sharngadév and Ramamatya, only to corre-

rightly determine their respective Sudha

1 2 3 4
Vikrita-Svaras Ramamatya’s
Number Sudha- mimat
Sl:lftis Bvaras Sharngadév. RamAamatya. Nomenclature. |
Kaisiki V¢ Kaisiki Ni Shadsruti Dha
é Kakali Vi Kakili Ni- Ohvatshadia Ni
Chyuta Su Chyuta Sa yutshadja
2 Sa. Achyuta Sa
5
g Ri, Vikrita B¢
3 Panchasguti_ Ri
!1’0 Ge. Sadharana Ga Sédharaga Ga Shadsruti R¢
y Antara Ga
" él?;ﬁz Cj;a Chyuta Ma Chyutamadhyamz '
}g Ma. Achyuta Ma a
E Vikrita Pa ’
}g K:a.isiki Pa Chyuta Pa ChyutapunchamaM
' a
17 Pa.
18
19 . '
20 ; Dha. 4 Vikrita Dha
2 | Ni Panchasruti Dha
22 i

The fourth column of the above tgble
namely, “Ramidmatya’s special Nonf_x:-

o ment of a usage, I shall now
melx.ztionI : tf’:gi ldiﬁerent, noxpgnclatures hto sorgs
of these 14 Svaras obtaining elsewhere.
account of its identity with Nxsha_u_ia, Chyuta
Shadja is also called Chyutd Shadja IYtshada.
On account of its identity with Gandhara,
Chyuta Madhyams is also called Chyuta
Madhyama Gdndhdra. On account of its identity
with hyama, Chyuta Panchama i8 also
called Chyuta Panchama Madhyama. Inas-

clature” was drawn with the help of
the following verses in the text:—

FEATRI: FEAT STSTATTAAN: )
T ST A ASENIREAHATHE |
F0T: WA swAThn: Ty Rerare:
QT TCEITAERTIIa Y |
FEATIETA: NHEaa: TRt |
Ty A Ry REE |
A Riw R sTTATTg e 1t

s Rishabha is, in practice, known to
ﬁ:ﬁ&& itself with Sudha Gandhara, the latter
is also called Panchasrut ‘Rwhalgha. Whp?
however, Rishabha identifies itself with_
Sadharana GAndhara that (Sidharana Gand-.
hara) is, in practice, also ca}led Shc_xdsrutz
Rishabha. Likewise, Sm'iha. Nishada is .al.eo_
called Panchasruti Dhawata', and I'(‘a\sxkl
Nishada is also called Shadsruti Dhaivata-

oo
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Having learnt the points of agreement
and disagreement between Shirngadév and
Ramamatya with regard to the Sudha- Vikri.
ta svaras and baving noted that, in all
cases of disagreement, Rimimaétya invaria-
bly invoked the help of the principle of
Lakshya, we shall now proceed to deal with
the next question which happens to be
five-fold :—

(1) Why were the Sudha-Vikrita Svaras
80 called ?

(2) Wherein lay their importance ?

(3) Are they extant to-day ? If not, why
not ?

(4) What, if any, are their modern pro-
totypes ? and

(5) What part, if at all, do they now play
in actual practice ?

These five questions we shall take one by
one:—

First, why were the Sudha-Vikrita Svaras
30 called? No doubt, ths time-hounored
verse, transmitted to us from anthor to
author viz :—

TFAIAIATTIAATATTAT: |

Axfrqrgararrafimradaat

1. Vide. Flg 3—page 17. (Svaramélakaldnidhi ):

sums up * the Rule of Sudha-Svaras,” acc-

ording to which the seven Sudha notes
were Sa, Ri, Ga, Ma, Pa, Dha, Ni, made up
—as they were—of 4,3,2, 4,4,3,2 Srutis
respectwely Or, as Ramamatya would have
it, out of the 22 Srutis, numbers 4,7.9, 13,
17,20, and 22 were alone spoken of as Sudha-
svaras; and they were techincally called
Sa, Ri, Ga, Ma Pa, Dha, Ni, respectively.!
But the question is: How did those Svaras
alone come to be called Sudka-svaras ?
One explanation that is put forward, is that
those seven notes, which formed, as they
even now form, the scale of Sdmagdinam,

were called Sudha-svaras, because they
were used in singing the pure music of
Sama-Véda. Yet another explanation
Mr. E. Clements attempted to make. The
ancient text-books on music took the Vina-
point of view;? and almost all the ancient
terms, which referred to Srutis and Svaras,
were derived from stringed instruments
with frets, which gave a series of semitones
up to a certain point and, then,a scale of
tones and semitones. This later scale (of
tones and semitones) was, in the normal
position of the frets, known as the Sudha-
scale and the notes it comprised were
called Sudha-svaras,

As between these two explanations, a
truth comes out that a Svara, sccording to
our ancients, was called Sudha, when it
remained in its appointed position and was
made up of the exact number of srutis
assigned to it; that, when it left off any of
its srutis or took any sruti from its pre-
ceding or succeeding llote, it became a
Vikrita-Svara; and that, sometlmes, a
Sutha-svara, though it retained its own
seat, lost its sudha-character and became s
a vikrita, when it lost any of its own
grutis and was thus reduced in value.

Secondly, we shall determine the import-
ance of the Sudha-svaras and of the Sudha-
scale formed thereby. I may state it, as a
general rule, that just as a tourist, on
entering a new couatry, finds it convenient,
nay, necessary to study its language with
a view to understand the real nature of that
country, so too, a music-student, on open-
ing any oane of our ancient books on music,
finds it convenient, nay, necessary to study
the terms or phraseology employed therein,
with a view to understand the real nature

: 1. Vide F_ig. 3.—page 17,

* gormnadacanender Bydag—
Svaramélakaldnidhi,

-
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of the Rdga System, 1 which its -author.
finally built. A mere glance ai those
texts will show that one and all their
auhors spoke of their Rdgas only in terms
of Sudha—svaras and also employed there-
in the Sudha-Vikrita phraseology. Take,
for instance, Srirdga, of which Rimamatya

wrote:—" The Méla of Sririga consiste of-

these seven svaras, namely, Sudha Sa,
Panchasruti Ri, Sddkdrana Go, Sudha Ma,
Budha Ra. Panchasruti Dha, and Kaisiki
Ni”%8urely, none could understand this
kind of description without a previous
knowledge of the meaning of the terms
employed therein. Hence, the Sudka-
Vikrita Svarus of our ancient authors
formed, as it were, a key to open, and see
for ourselves, the rich treasures of their
mausical systems.

Are those ancient Sudha-Vikrila Svaraes
extant to-day ? If not, why not? What, then,
are the modern Sudha-Vikrita Svaras? And
what part do they now play in the actual
pract)ce of music ?

These questions may be grouped together
and discussed as such. Now, the ancient
Sudha-mkma svaras are not extant to-day.
Because, they had been, as already said, look-

1. Raga was, as it even now is, the soul of
Indian Music. The srutis the svaras, and even
the Melas form so many means, while the ragas
alone form the end. Even the compositions and
their various types are so many Raga—manifes-
tations, .perhaps with the additional elements of
rhythm and poetry. Hence the determination of
the Rages snd their Lakshanas forms the main
if not the sole, portion of our mu gical system.

Svdramélakalénidhi,

ed at''only from the Vina-point of view,

while their modern prototypes have had an

entirely different principle :to stand vpon.-
Again, the ancient Sudha-Vikrita system
was based upon Bharata Mata which, aceor-
ding to:Mr. Clements and his informetMush-
rafkhan, had Dha for keynote, while its

modern prototype has been based on Hanu-
manta Mato which has, in actual practice,

Sa for keynote '® Further the Sudha-Vikri-.
to system allowed itself to be differently

interpreted, while its modern prototype has
only one interpratation to view it with.

The last point 'requires explanation.
Three different authors, RAmamatya, Ahd-
bala, and Bbatkhande, chose the same
Sudha-svaras from the table on page 175 for
thieir sudha-scale and, yet, arrived at three
different, ragas viz, Mukhari, Kdphi, and
Bilaval corresponding respectively to Kana-
kangi, Kharaharapria and Sankarabharanam
of the Carnatic Musict,

A question, at once, arises as to why the
self-same Sudha-scale, formed out of. Sa
(4th sruti), B¢ (7th), Ga (9th) Ma (13th),
Pa (17th), Dha (20th) and N: (22nd).

8!

Lo

3. Whereas, in Bharata Mats, the frets
were 50 arranged as to give, as far as possib{e,
the exact scale requxred in Hagnumanta Mata
the increase of tension is one of the chief means
of getting the right notes.

4. Of. g grmggaraRSAT: |
X m&aﬁﬁmﬁa u
g Raanmyaas:

qushya Sangifa.
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gave rise to three different Ragas.
Mr, D, K. Joshi made an attempt’ to answer
it and observed: “ Suppose a man in Bom.
bay buys a seer of sugar and a man in
Poona buys aseer of sugar; they will find
that the quantities of sugar, though identi-
cal in having the name seer, in each case
differed in their weight--Bombay seer being
weighed 28 Tolas and Poona seer 76 Tolas,
If the quantities of sugar differed in their
value or weight, why should they be inden-
tioal in having the same name ‘seer’? The
answer to this question is sure to satisfy
the question suggested in our case, AndI
think the answer, in both the ocases, is one
and the same. It is CONVENTION.™

. Apart from the vibratjonal values® which
Mr. Joshi gave each of the Sudha—svaras of
each of the three authors he selected, viz,
RamAmatya. Ahobala, and Bhatkhande, the
analogy that he took, seems to be a little
unhappy and does not, I fear, strengthen his
position, In the case of seers, there is a
olear difference, according to Mr, Joshi, of
48 Tolas between Bombay and Poona. Even
in South India, there is a wide difference,
in quantity, between the measures of Madras
and Coimbatore. Whereas, in the seer
or measure, there is the sameness
only in name but not in quantity; in the
Sudha scale, on the other hand, there is the
sameness not only in name but also in
quantity or measurement, For, whether
the Raga that emanates is Kanakangi,
Mayamalagowla, Kharaharapriya, or
Sankarabharanam, the original stock of the
Sudha scale gives Sa, Ry, Ga, Ma, Pa, Dha,
Ni, respectively srutis 4,3,2 4,4,3,2.
Unless, therefore, the 4th Sruti—to take
one for example—does not mean only'the

1. Vide Report of the Second All Indiq
Music Conference, Delhi (1918) page 44.

* 2. Mr. E. Clements questions the correctness

4th Sruti but also anything above aor below,.
no clue presents itself to explain why four:

different ragas are said to emanate from:
oue and the same Sudha scale. ‘

In this connection, Mr. Clements Nfent

to the  confusion created by RamAmAtya:
RamamaAatya follows the Bharata Mata in
an endeavour to place his svarasamong the.
22 srutis. There can be no doubt, from the-
ragas he gives, as to what his svaras were.
We can here put a finger on the original.
error of the Carnatic System. Duisruts
Ri, in a vain attempt to follow Sangita-
ratnakara was calleda note of three arutis
and Sudha Ga, a note of two srutis and so.
on. It is obvious why the out-of-the-way
Kanakangi was seized upon. Having con.
founded Duisruti Ri, with Thrisruti Ri, the
originator of the modern Carnatic system
looked round for a scale which gave an even
smaller interval between Ri and Ga and hit
upou Kanakdingi. This is why the substi-
tute Ga and Nt of that scale have aoquired
the high-sounding name Sudha. RemamAtya
obviously was ¢ .mpletely out of touch with
the Bharata Mata; otherwise he would
have known that its terminology could not
be applied haphazard to such a widely diver.
gent system as that of Hanumanta Mata.
The Sudha Ga of the Bharata Mata was
5 srutis from Sa; having wrongly identi-
fied it with the Ga of Kanakdingi, RAmA-
métya felt compelled to call that Kanakdngi
Ga, Panchasruti Ri. Modern musicians
who seem to have acquired a primitive
notion of the nature of a four sruti inter-
val, have corrected this term to Chatusruti
Otherwise, RemamAtya’'s erratic technology
has been accepted without demur by all
succeeding writers.”l

of Mr. Joshi’s * vibrational values,” in his
Ragas of Hindustan, Vol 11—page 37.

3. Vide Mr. Clement’s Ragas of Tanjore page 43
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From all standpoints of view, the ancient
theory of Sudha-scale was given up, asbeing
practically useless for the modern require-
ments,

To day, there is no scale such as a Sudha-
scale, unless the first Médla of Venkata-
makhi's system counts for such, Even that
first Mé&la (Kunakadngi), Purandra Das chose
to drive out of the fleld in favour of Mdyd-
mdlavagowla.

Of this “ Maydmdlavagowla,” Mr. E. Cle-
ments remarked: I am not in favour of
Sonkarabharanam as the Sudha scale.
Unscientific writers put Bikag in the same
family. Wae do not want any ambiguity in
our Sudha scale, Miyémdlavagowla is
entirely free from this defect. Further, to
adopt the Miyamdlavagowla scale, as the
Sudha scale, does no violence to the feelings
of the musicians.” ! Here came Mr. A, H.
Fox Strangways, as it were, to help
Mr. Clements and observed: ** Mdaydmalava-
gowla ounly developed from Mukhdri by way
of modal shift of tonic, as in the case of the
modern Greek scale.”? And here, again,
Mr. H. A. Popley amplified that the modal
ehift of tonic was made by one semitone
higher and, having illustrated his point by
the following diagram —

MéivamAlavagowla

| |
llaco'b EFGA™ {30

Mukhari (Kanakangi)

wrote, by way of explanation: “ B to B form
Mukhdri and C to C is Mayemdalavagowla,”3

All the three, I fear, overshot the xhark,
inasmuch as the Mukhdri of the above figure
points only to Kharaharapriya, wherein alone
Ga (D) and Ni (A) are Komal or flat, and
surely not to Kanakdngi, wherein Ga and Nt
are really conspicuous by their absence,
though- Ri Tivra and Dha Tivra are made to
falsely personate them,

The trend of the modern view is that,
while Bilaval is the Sudha scale of North
India, Maydmdlavagowla is that of South
India. But, be it noted, that, as a matter of
fact, neither of them is the Sudhka scale in the
sense in which our ancient writers held, viz.;
that its seven svaras had their respective
sruti numbers 4,7, 9, 13, 17, 20, 22, but that
the elementary songs have been tradition-
ally taught to the chi}dren in those ragas.
Such traditional teaching began, at first, as
a matter of convenience or inclination ; but
then, it took root by force of habit.

1. Vide Mr. Clements's Ragas of Tanjore p. 15,
3. Vide Mr. Fox Strangways's Music of

Hindustan p. 120.
3. Vide Mr. Popley's Music of India p, 43,

(To be continued.)
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THE TAMBURA AS A SRUTI-ACCOMPANIMENT IN INDIAN MUSIC,

BY

PROF. D. VENKATASWAMY.

Of ancient origin and remarkable tone-
quality, the Tambura is a four-stringed
musical instrument used solely as a sruti or
drone accompaniment in Indian music. It
consists of a hemispherical shell, with a
flat top, to which is attached a long hollow
shaft, the free end of which carries four keys
for the adjustment of the tension. Thero
are two bridges; a massive one at the centre
of the flat top which, for reasons explained
further on, may be called the active bridge
and the other very near the keys. The ends
being fastened to the rim end of the flat top,
the strings pass through four beads, thence
crossing the active bridge, pass on to the
other bridge at the end of the shaft and the
keys. The beads by slight movement along
the length of the strings serve by their
pressure against the top to bring about
smaller variations of tension too subtle for
the keys.

The two middle strings are funed to the
sruti or the leading note, the two at the sides
giving the Panchama and Shadja of the lower
octave. The instrument is played by pluck-
ing the strings one after another beginning
with the Panchama and ending with lower
Shadja at about 2[7th of the vibratiag por-
tion from the bridge near the keys. A
continuous repetition of this process with-
out break constitutes the sruti,

The resulting drone which is exceedingly
powerful without being harsh, is the out-
come of the masterly design of the body
combining the essential qualities of large

1, K. C. Kar, Physical Review, 21,672 (1923).

size and extreme lightness consistently with
good strength.

Secondly the drone is never monotonous,
having a peculiar charm of its own, &
variety that entertains and a color that
atiracts. This characteristic is attributable
to the host of clearly discernible harmonics
brought into prominence by the aid of the
Y Jeevd”,

To the artist these he- nonics are a
continuous guidance for all the notes, in just
intonation, besides the tomic, the fifth and
the octave,

We have to account lastly for the re-
markable tone-quality. This is in part due
to the great length and extreme thinness of
the strings subject to great tensions; but, by
far the most important factor is the active
bridge, which admits of the introduction of
the ‘Jeeva,' a device whose action was
unknown, till recently, to the western
musical or even the scientific world. The
active bridge consists of a bit of hard wood
or bone resembling an arch on two pillars,
whose upper surface is slightly convex and
cylindrical perpendicular to the lengh of the
strings. The upper surface is about 1.5"
along the length of the strings and nearly
2-5" across them. This active bridge is
the subject of an enthusiastic study by
Sir C. V. Raman, D.Sc. F. R.S. The results
of mathematical investigation of the func-
tion of ‘ Jeevu * as first taken up by K.C.
Karl and finally completed ‘by Moessrs.
D. Gunnaiya and G. Subrahmaniam, 2 are

2. D.Gunnaiya and G. Subrah i i
cal Review January 1925, rehmanian. Phyel
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gummarised in this paper. The peculiarity
is that the string rests on the active bridge
throughout its entire width of 1-5”. The
strings are first tuned so that their funda-
mentals are quite accurate. Then between
the surface of the bridge and the string,
the * Jeeva®' which is nothing but a small
bit of wool or cotton thread is slipped and
moved slowly away from the vibrating side
frequently sounding the string and stopped
just where a sudden change in tone quality
occurs. In this position the string passing
over the ‘ Jeeva' lightly touches the bridge
at a point before leaving the active bridge
go that, when vibrating, the string gets, very
near the end: a series of impulses with the
same period as the string’s fundamental.

On this basis the theory worked out by
Messrs. Gunnaiya and Subrahmaniam
predicts a lowering of the fundamental and
a progressive increase in the strength of
the harmonics in the natural order.

These results have been carefully verified
and have stood the test of experiment
thoroughly.

I have to thank Mr. D. Gunnaiya M.A. of
the Physics department, Maharajah’s Col-
lege, Vizianagaram, who has been of great
help to me in the preparation of this paper. I
have also pleasure in acknowledging my
indebtedness to a previous contribution
entitled, * The Tambura and the function of
Jeevali,” published by him in the Maha-
rajah’s College Magazine, Vizianagaram.

MY MUSICAL REMINISCENCES.

By

MR. T. LAKSHMANA PILLAL

Before I write on this subject, I would
perhaps do well to apologise to the reader
for having to use the first person gsingular
often in the course of this article, as the
subject matter turns wholly upon my own
perscnal experiences. At the outset, let me
make a few observations about Hindu
music in general, which has been characte-
rised as spiritual by Dr. Clarence Dickinson,
Director of Music and eminent organist of
New York. He describes music as a
“vebicle for man’s spiritual response to the
Eternal,” and in a lecture called particular
attention to ‘the spiritual power of Hindu
music.’” “ The Hindu Rayas™ he said,
“ have spiritual moods.” ‘Spiritual,” should
not be taken here to be the equivalent of
* metaphysical,” as some Englishmen are
apt todo. By the use of the word * meta-
physical,” they hit at spiritual things only
in a negative way, whereas, *“ gpiritual,” in
the Hindu sense, would have a clear refe-

rence to the existence of, or a belief in the
existence of, a spiritual world beyond the
present, in a positive sense. The spiritu-
ality is seen at its height, especially when a
Hindu Raga is elaborated in an instrument
like the Veena, Itis so abstract, ethereal
and other-worldly, that we seem to be lite-
rally transported, in a quiet and unobtrusive
way, to a region which is so near and
familiar to our soul and yet so distant
from its present environments and associ-
ations, To sing a raga or song in Hindu
music, it is encugh if a man has for
accompaniment the Tambur alone which is
purchaseable (or can be made) at a mode-
rate cost, or, even a beggar’s musical instru-
ment with one string will do, or, he may
even sing without the aid of a string, if, to
perve as a drone, he asks a friend to hum for
him while hesings. Our Carnatic music is
thus least expensive and seems to partie
cularly suit the proverbial poverty of the
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Hindu. That the Hindu may have an
occasional dip into the beatific ocean of
sound (srglswws), or a pre-taste of the
Eternal spiritual existence, by such simple
methods, despite the stark poverty that
stares him in the face, would in fact seem
to be a compensation providentially
arranged for him.

In this connection, I am tempted to refer
to the condemnation of the harmonium by
some musical organisations. To condemn
the harmonium and pass resolutions in
paper against it, seems very easy; but then,
who will undertake to supply an instru-
ment like the Tambur in sufficient numbers,
to suit the popular demand for a drone
instrument that is sure to arise, if the
harmonium is withdrawn? For, it cannot
be doubted that in South India parti-
cularly, the taste for music has spread
much wider among the masses in these days
than in the days of the Tambur alone, and
for this the harmonium and the gramaphone
are alone responsible. The harmonium is
always ready to hand for purchase, whereas
the Tambur has almost become a curio.
Hence it would be thoughtless to condemn
the harmonium before some other sunitable
drone instrument is made available in
sufficient numbers at the market. Of
course, as an independent musical instru-
ment, the harmonium has no place in
Hindu music, as it is incapable of
producing the graces or gamakas which
form the distinguishing characteristio
of that music. Neither can the harmonjum
act as an accompanime1t to Hindu voeal
music (upavadyam) for the self-same reason,

In describing my reminiscences, I have
to traverse a wide field, such as an account
of the ways and idiosynorasies of the
musicians to whom I have listened from
early youth, and the nature and circums-
tanoes of the various musical duels thap

have taken place, of which I have personal
or hearsay knowledge. For instance, the
celebrated musical combat between Maba-
vaithi Iyer and Raghava Iyer, before H. H.
Aylium Tirunal, Maharajah of Travancore,
the duel between the famous pipers
Anayappan of Tinnevelly and Singaravelu
of Kumbakonam, and the encounter between
the two great violinists Krishna lyer of
Tirukkodikaval and Mahadeva Iyer of
Trivandrum, will have to be described. The
famous meeting of Govinda Marar of
Travancore and the great Tyagayya of
Tiruvadi, between the latter and Vadivelu
Nuttuvar, and a glance at the glorious days
of H. H. Swathi Tirunal and H. H. Ayli-
um Tirunal, Maharajahs of Travancore,
would, I believe, be all matters of interest to
the musical public.

Before dealing with these subjects, I may
note down my personal and individual
experiences with some of the musicians
with whom I chanced to come into contact.
And first, I may refer to my own Guru who
was my first teacher in music, when I was
about eight years of age. He was a Nair,
by name Pappu Pillai, of Parur. He was
a blind man and a Bkagavutar by profes.
sion. He commanded an agreeable and at
the same time impressive voice, which, by
training and exercise, had become admira-
rably adapted for the singing of Svarams

and Paligvies. The Kirtanams which he saug-

were almost of local origin, as Tyagayya's
Kirtanams were only just finding their way
into Travancore then under the auspices of
his disciple Kannayya Bhagavatar who had
been made a Court musician in the days of
H. H. Swathi Tirunpal Maharajah, ° Pappu
Pillai was a terror to most of the Bhaga-
vatars, inasmuch as, if any one dared to
set himself against him as a rival, he would
take up his favourite pallavi “ e Guevgésns,
tiofueosd sns, B semsésns, sisovissrs, se
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&eng Grew@srs,” and by singing it adroitly
and in the three Ka'las, would quickly
throw his opponent into such confusion b.y
the very complexity of its phraseology, if
not by the brilliance of its melody, that
nothing but immediate submission w0.uld
save him from ignominy and humiliation.
This pallavi, however, was the last weapon
in his armoury and he would not resort
to it, except under extreme necessit.y. The
Malayalam and Sanskrit compositlpns of
H. H. Swathi Tirunal and Ashtupadi slokas
were familiar to him; and excluding
Svarams and Pallavies, these formed the
stock music of the day.

The next Bhagavatar whom I knew and
to whose performance I had constantly
listened, while [ was in my teens, was the
celebrated Vainika, Satthu Bhagavatar of

. Trivandrum. He was a Brahmin of Suchin-

dram, of fair complexion and handsome
of appearance and quiet and gentle ways,
who was a court musician of the Trivandrum
palace. With a pay of Rs.12 (whichis
equal to Rs. 25 of the present day),
besides sundry other benefactions, he
lived a simple life, with few necessities
to trouble his restful mind. The saying,
“ man wants but little here below”, was
well exemplified in his life. Once, when
a pupil of his, after regular training under
him on the Veena for three or four years,
brought him a remuneration of Rs. 400, he,
with a noble self-denial, declined to receive
it, merely adding, I know your father is
not well-to-do and cannot really afford to
lose this sum. Take it back.” He merely
took one rupee as a (Guru Dakshina in a
truly religious spirit. Is not this noble act
worthy of imitation by many better-placed
men to whom Mammon acts as a God. He
used to play on the Veena three or four
times a day at fixed hours, was not troubled
with any other cares, and opened his

hospitable door to whomsoever was inclined
to listen. He played very sweetly and was
particularly successful, when elaborating
ragas, in raising the apppropriate atmosp-
here of emotion. Many a time have I been
raised to Elysian heights by his nimble
touches on the divine instrument which he
* waked to ecstasy.” He disliked too much
speed, artificiality and excitement, as he

* felt these to be disturbing elements in the

creation and maintenance of the right
feeling. He was the founder of a style, if
not a school of playing, and had several
followers and imitators. He knew very
little, and cared to know little, of current
politics, and was free from the worries,
vexations and disappointments that fo]low
the pursuit of ambitious ends, so charac-
teristic of modern so called civilised life.
His life on the other hand was peaceful,
serene and contented to the end, and he
lived to the grand old age of 85. Through
his unalloyed attachment to music and to
the Veena, he succeeded in pagsing through
the ““ cool, sequestered vale of life,” on the
whole happily, with but one misfortuns to
darken it, and that was the loss of his only
son, a gifted young musician at the early
age of twenty-thres,

Next, I shall narrate a few of the musi~
cal experiences I gathered when I was de-
puted to Madras as an attachee in the year
1886 to be trained in the British system of
accounts. After office work, I used to meet
law students of my age, sing songs and lis.
ten to songs sung, One day 1 sang
H. H. Swathi Tirunal’s composition in
Ketharagowla (Csgar@sarar), beginning
* Devamamayi V', and this simple and beautj.
ful song arrested the attention of the stuie
ents, and it was asked to be sung over and
over again daily. The news of my singing
this song was soon whispered into the ears
of one Vydianatha Sastri, who was a cons



186 THE JOURNAL OF THE MUSIC ACADEMY

noisseur in music and who was so looked
up to by the students. That gentleman was
a staunch lover of music and an intimate
friend of the late Professor Sushagiri
Sastri M.A., Superintendent of Sanskrit and
Vernacular languages, Presidency College,
who was a great expert both on the veena
and on the violin. When I sang “ Devama-
mayi” to Vydianatha Sastri, he was much
taken up with it, and he introduced my
name to Mr. Seshagiri Sastri. Intwo days,
I was invited to see the latter gentleman
along with Vydianatha Sastri. It was on
one afternoon thatI met Seshagiri, sifting
at his desk and writing some book on
philology in which he was a great authority.
It was he, [ believe, who discovered among
the Dravidian languages a law akin to
Grimm's law by which allied words may be
traced easily from any one of these langu-
ages into another. Besides, he was a great
sanskrit scholar. As soon as I entered his
room, he rose up and offered me a seat and
then sat down. Being no better than a
student myself, I hardly expected such
courtesy being shewn me by so great a
scholar and artist, But it proved that he
was a man of inborn courtesy and that he
bad real regard towards the votaries of
music, be they great orsmall. When Isaid
that I came by the introduction of Vydia-
natha Sastri to listen to his Veena perfor-
mance, he immediately dropped his pen,
took up his Veena, sat down on the floor
with me and played for full three hours at
a stretch. Many of the musical combi-
nations he produced were splendid and
showed that he must have had persistent
and life-long practice onthe Veena, When
at the close I expressed my opinion that I
had never before heard Veena performance
of such a high order, he was so modest as ta
decline the compliment and say, “If you
had listened to the Veenaist Kalyana.

krishna Iyer of your own place, you would
not have praised me thus.” “ Whatever
may be the merit of Mr. Kalyanakrishna
Iyer,” I replied, *“ there can be no doubt that
your performance is wonderful”. * Have
you ever heard Kalyanakrishna Iyér?"
asked he. “Ithink I have heard him once,”
I answered, “ but that was not long enough
to form a correct estimate of his ability.”
*“Then,” said Seshagiri, “I would advise
you to listen to his performance as the first
thing you do, when you get back home, and
in that case, you will find that South India,
with the one exception of Seshannah of
Mysore, has not his equal to show on the
Veena.”

This was a revelation to me. I foltrather
ashamed that I was not able to guage the
merits of so great an artist who lived in my
own native town, and then I made up my
mind to hear him immediately on my return
to Trivandrum. Seshagiri, though short, was
big in stature, and one could not view with
pleasure the contortions of his face, his
constant gasping for breath and the uneasy
movements of his body when his imagina.
tion cavght fire, for he then threw his heart
and soul into the performance, Truly the
movements were so constant that by the
close of the performance, he managed to
transport himself bodily from one end of
the room to the upposite end as if by magic.
Vydianatha Sastri who was listening with
me then promised me the luxury of another
entertainment  shorty afterwards, with

Seshagiri as violinist and his brother

Venkatesa Sastri, the author of a treatise

on music, as Veenaist. I thanked him hear-

tily for the further pleasure kept in store
for me.

In another three days, thisentertainment

came off in the same place, exactly as pro.

mised- To my utter amazement, Seshagiri
played on the violin with evan mara wan.
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derful facility and skill than he did on the
Veena, “How,” thought I, “ did this man
manage to get such mastery over both these
instruments,when his whole life time must
have been devoted to the study of English,
Sanskrit and all the Dravidian languages
put together ?* It was really an enigma to
me. The three hours of this entertainment
seemed to raise me to Elysium, into a beauli-
ful, yet unseen emotional world. Such
ecstatic joy I tasted for the first time inmy
life. I thanked the performers for their
kindness, but they vigorously declined my
thanks, saying that, as a return, I should
sing before them another day. This request
took away my breath for the time being,
as I had been overwhelmed with the feeling
of admiration for the magnificent treat 1
had. I then said, “How can I venture
to sing before such great masters of music
without feeling nervous and so committing
blunders ?” But Seshagiri insisted on my
singing, adding that any mistakes which I
might commit through nervousness would
be gladly condoned on account of my youth.
So no excuse that I pleaded could save me,
and thus I agreed to submit to the ordeal.

On the afternoon of the following Sunday,
I sang before the brothers and Vydianatha
Sastri. I elaborated the Raga Bhairavi recit-

ed in that raga the verse in Tevaram begin.
ing  Gsrpp%mw-Cafudr " and sang among
other songs the Ketharagowla song of
H. H. Swathi Tirunal, Seshagiri praised
me for the singing, bat qualified his praise .
with the following wholesome advice,
“you have excellent aptitude in music and
a fine voice capable of producing ravais
(trills) in abundance but you must under-
stand that ruvais should find a place in
your singing only as diamond in a necklace,
Diamonds should be sparingly used, and
for artistic effect, they should be set off by
gems of other colours in the neighbourhood.
If there are too many diamonds close to one
another in a jewel, the eye would feel a
glut, and therefore their monotony should
be relieved by the presence of other gems
in their midst. If you can be careful about
this point in future, you will become a
splendid singer. ” I took the hint thankfully
and felt that it was sound and well-meant.
Vydianatha Sastri then told me that there-
would be a flute and Kutha performance
shortly by the famous young musician,
Saraba Sastri at Seshagiri’s quarters at
which I would be welcomed. Buoyant with
the hope of enjoying that performance, I
parted company,’ thanking them all for
listening with patience to the music of such
a raw singer as myself.

RAGA CLASSIFICATION IN INDIAN MUSIC.
BY
MR. P. SAMBAMOORTHY, B.A.B.L.,

Lecturer in Indian Music, Queen Mury's Colleye, Mudras,

Every civilised nation in this world has
its own system of music and on a careful
analysis of svaras used in their songs, we
can fix the modes or r«gas used by them.
Thus we speak of the major and minor
scales in western music. In the music of

the oriental nations, where ragas play a
great part, the subject of classification of
ragas assumes special importance. In Per-
sian music there is the classification into
mugarws, shobashs and goshahs nearly equi-
valent to the raga, ragini, putra system.
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Since in Indian Music we employ a very
Jarge number of ragas, different systems of
classification of these ragas have naturally
sprung into existence.

The subject of raga classification in
Indian Music has a four-fold aspect :—

(1) Raga classification in the music of
the Ancient Tamils (Dravidian
Music).

(2) Raga classification in the Music of
the Pre-Ratnakara period.

(3) Raga classification in Hindustani
Musie.

(4) Raga classification in Karnatic
Music,

Ancient Dravidian Music.

It is frequently forgotten that the Ancient
Tamils had an excellent system of music,
highly developed in all its branches. The
classifications of ragas adopted by them
have their parallels in the later Aryan
Music of India. The word wsr (Pun)
denoted a Melakarta rage. The Puns
were not necessarily sampoorna in both
the arohana and the avarohana. 1t is.
interesting to note that this conception
of a Pun coincides with Venkatamakhi's
conception of a Melakarta raga. For, accor-
ding to him even Sriraga and Kedaragowla
which have Audava arokanas, but Sam-
poorna avirohanas are Melakarta ragas.
The warevrsrfl (Pun Sadari) which is the
same as the modern Devagandhari rago is a
parallel illustration in the ancient Dravi-
dian Music. The term Melakarta—raga as
understood at the present day however,
denotes that its arohana as well as the
avarohona should be sampoorna.

Under each Pun were grouped several
Janya ragas. Tiram ($p) was the term
-nsed for a Janya raga,

According to the time of singing, Puns
were classifled into Puyal pun —usevoae,—
(which should be sung during day time),
Iravu pun,—@ueyuss—(which should be
sung during night time) and Podu pun—
Qur gluss —(which can be sung at all
times). Of the 24 Puns, 12 belonged to the
first group, 9 to the second and 3 to the
third. In the Sangita Makaranda of Narada,
we have a similar classification to which
reference will be made later, Each pun had a
distinct name and its own group of Janya
ragas. It is mentioned however that
Vilaripun, (sferfiJusin) had no Janya ragas.
The poet Adi Vira Rama Pandiar, (&5~
srw ur.srgwi) says that Ravana sang the
Vilaripun when pressed under Mount
Kailas and won the Divine Graoe,

Pre.Ratnakara Period.

The three principal warks of this period
are:—

1. Bharata’s Natya Sastra.
2. Narada’s Sungita Mukaranda,
3. Naradi Siksha.

Here we come to the Grama Murchana
saystem of classification. The term * Grama'
literally means a ‘village®' as opposed to
jungle or Aranya. Grama ragas were those
ragas used in the music of the village people
i.e., civilised people as opposed to aborigi-
nes and tribes who lived in forests and
mountainous tracts. The term Grama raga
has been practically applied only to three
scales, wiz:—Shulju Gramu, Malhyama
Grama and Gandhara Grama. Of these the
last is believed to have gone to Indraloka;
at any rate it became obsolete long ago.
Gramas are collections of Svaras definitely
related to one another by musical intervals.
Of the Sa Gramq and Mu Grama, the latter

took a slightly sharpened variety of the
Madhyama,

RAGA CLASSIFICATION IN INDIAN MUSIC isd

Murchanas are the different modes got by
taking each note of the Grama as a tonic
note. Thus the Sa-Grama gave rise toseven
murchanas and the Ma-Grama to another
sot of 7 murchanas. It must be remem-
bered that the murchanas are so given
that the initial svaras form a descending
series. Thus -the first murchana of the
Shadja Grama starts from sa of the
Madhya Sthays, and the others start from i,
dha, pa, ma, ga and ri of the Mandra Sthayt.
The first murchana of the Madhyama Gra-
ma starts from ma of the Madhya Sthayt and
the remaining six from ga, i, 3a of the
Madhya Sthayi, ni, dha, pa of the Mandra
Sthayi. The names of the 14 murchanas are

as follow:—

Murchanas of the Shadja Grama.

1. Uttaramandra starts from sa

2. Rajani o .
3. Uttarayata " » dha
4. Suddha Shadja ” , pa
5. Matsarikrita " , ma
6. Asvakranta " . ga
7. Abhirudgata o w T

Murchanas of the Madhyama Grama.

1. Sauviri starts from ma
2. Harinasva - »w ga
3. Kalopanata " w T
4. Suddha madhyama ,, w 8a
5. Margi v w N
6. Pauravi " w dha
7. Hrishyaka " w Da

Ot these 14 murchanas, only 7 were in
practical use under the name of Jatis, species.
Of the 7 jatis, 4 belonged to the Shadja
Grama and 3 to the Madhyama Grama. The
four jatis of the Shadja Grama were, Shadji,
Naishadi, Dhasvati and Arshabhi, The three
Jjatis of the Madhyama Grama were Gandhari,
Madhyama, Panchama.

27

After these Jatis come the 1Grama ragas,
the generic melody-types and their descen-
dants, the ragas of modern Indian music.

The Sangita Makaranda of Narada (written
sometime between 550 A.D. to 1210 A. D.)
classifies ragas (according to the time of
singing) into Morning, Noon and Evening
Ragas. He also classifies them into Sury-
amsam and Chandramsam. Sandhiprakasa
ragas, another classification found in his
work, are those ragas which are to be sung
during sunrise and sunset.

The Makaranda is the earliest work,
where the classification into Purusha (male)
ragas, Stri (female) ragas and Napumsaka
(neuter) ragas is mentioned. For, Bharata's
Natya Sustra does not make any mention of
the Raga Ragini system of classification.

Narada in his work divides the ragas
from another point of view ;— '

1. Muktanga Kampita ragas i. e., ragas

which have quivering (shakes)
throughout.

2. Ardha Kampita ragas i.e., ragas which
have partial quivering (shakes).

3. Kampa Viheena ragas i e., ragas which

are absolutely free from quivering
(shakes).

The Sangita Ralnakara and other later
works do not mention this system of classi.
fication.

The author of Sangita Makaranda is not

thesame as the Sage Narada, for the author
refers to the sage in the book,

In the Sangita Ratnakara Sarangadeva
classifies the ragas under two main heads :~
1. Margi Ragas current before his time

and which have since gone to
Svargaloka.

1 Grama-raga is an early name for melakarta,
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and
2. Dest Ragas current in his time.

The Marg: ragas are classified into :—
4. Bhasha

5. Vibhasha
6. Antarabhasha

1. Grama raga
2, Upa raga
3. Raga

. The Dest ragas are classified into:—

3. Bhashanga
4, Kriyanga

1. Raganga
2. Upanga
In religious music, scales of one note
were called Archika; scales of two notes
Gathika ; scales of three notes Samika; and
scales of four notes Svarantara.

Hindustani Music.

The Raga-Ragini Putra system of classifi-
cation is the one in vogue. This system
will continue to survive till the genuine
attempts of some of the recent distinguished
music scholars of Northern India to substi-
tute in its place, a scientific classification
of ragas grouped under important Thats,
succeeds. As has already been mentioned,
the Sangita Makaranda is the earliest work,
tc make mention of the classification of
ragas into male ragas and female ragas.
Subsequently four schools arose called
after Bharata, Hanuman, Kallinatha and
Somesvar. Each school had its own 6
principal ragas (Male); each raga had 5
raginis or wives, and 8 putras and 8 bharyas,
to these 8 putras. Thus the number of ragas
came to 6430+ 48+48=132 in all.

The ruginis were perhaps of a compara-
tively softer nature.

In addition to these there was also a
class of ragas known as Dhuti ragas.

Karnatic Music.

The Janaka-Janyu system of classification
{s the one in vogue here. Lochanakavi’s
Raga Tarangini is the first work to enun-
ciate a systematic classification of ragas on

the genus—specie basis. He lays down 12
Janaka melus or parent thats, and groups his
Janya-ragas under them. The method of ob-
taining ragas from the ;uwurchanas and jatis
had become obsolete by his time. Several
writers followed Lochanakavi in classifying
the ragas under various melas. Bhavabhatta
for example in his Anupasangita Ratnakara
classified the rayas under 20 melas.

The classification of rayas into Melakarta
ragas and Janya-ragas is highly scieatific
and is the best system of classification that
human genius can conceive of. Venkata-
makhi formulated the scheme of the 72
melakartas in his epoch-making work
Chaturdundi Prukasika (1660 A. D.). The
scheme however had already been worked
out by his father Govinda Dikshitar, in con-
junction with Raghunatha Naik, the then
ruler of Tanjore.

From the point of view of the number of
svqras present in the arohana and avarohana,
Janya ragas have been classified into:—

1. Shadava-Sampoorna e.g., Kambhoji

2. Audava-Sampoorna ,, Bilahari

3. Samprorna-Shadava , Bhairavam

4. Sampoorna-Audava ,, Garudadhvani
5. Shadava-Shadava » Malayamarutam

6. Shadava-Audava » Natakuranji
7. Audava Shadava w  Madahan
8. Audava-Audava w MMohana

There are also Non-Varju Junya ragas or
Sumpoorna Junya rayas e.g., Bhairavi (an ex-
ample for Non vakra type) and Suhana (an
example for vekra type).

The next classification is into Vukra ragas
where, the «rofuna or the avarohana or hoth:
might be vukra. These again admit of
Audava Shadava and Sampoorna varieties and
their combinations.

A very useful system of classification of
Janya ragas is into Upanga and Bhashanga

THE EARLY WRITERS ON MUSIO 101

ragas. While the Upanga ragas are strictly
pure ragas in the sense that they take only
the svaras taken by their Janaka raga, the
Bhashanga ragas, in addition, take one or
more svaras foreign to their Jancka raga.
Some ragus like Bhairavi, Kambhoji, Bila-
hari and Saranga are well recognised Bha-
shanga ragas. I would prefer to style these
ragas as Poorna Bhashanga ragas or Perfect
Bhashanga ragus. In the case of some other
ragas, one or two of their svaras might be
sung in a slightly flattened manner, when
compared with the frequencies of these
svaras obtaining in their Janaka ragas. For
example, the Gandhara and the Nishada of
the Saveri raga are very slightly less in fre-

quency compared with the Antara Gandhara
and the Kakali Nishada of the Mdydmdlava-
gowla scale ; but the svaras never go so low
down by the Sadharana Gandhara and Kaisiki
Nishada as maintained by some. Such ragas
I would style as Imperfect Bhashanga ragas,
as a compromise between the Dikshitar-
school and the modern school of thought.

Nishadantya (Nadanamakriya), Dhatvatan-
tya (Kuranji), and Panchamantya (Navaroj),
and Ghana (Nata, Gaula ete,), Naya or Rakti
(Bhairavi, Kamboji ete.), Desya (Khamas)
Suddha (Mayamlavagowla), Chayalaga
(Suranga), and Sankeerna (Ahiri),are other
systems of raga—classification prevalent in
Kuarnatic Music.

t

THE EARLY WRITERS ON MUSIC,

BY
MR. VINJAMURI VARAHA NARASIMHACHARY.

To gain a perfect insight into the subject
of Music, and be able to detect the numerous
fallacies that have crept into the present
day theory thereof, it is highly essential, in
a study of its ancient works, that a thorough
survey should be made and its history
regularly traced. Many attempts had
been made to trace the date and indentify
the works of the ancient authors. Even
with the meagre information gathered here
and there in the later-works, some have
connected everything concerned with
music to the hoary past, while some traced
jts origin to the Vedas. But the views of the
Oriental scholars in the West that Indian
music must have had its origin in Greece,
have been contradicted by many. A careful
examination of the Vedas, the rites and Sils-
has thereupon, drives one to the irresistible
conclusion that the origin of music lay in
certain rites, where the priest and the per-

gormer chant, while the wife plays on the

Vina, and the closing of the sacrifice was
enjoyed 1in the conduct of a peculiar
dance, Many instruments of the type of
Pitchola, Oudambari, Aanaka, and Gomukka,
have been mentioned in some places.

The development of music, as a principal
science, can be traced to the Stobhas in
Sama chants and later on to the Pancha-
tantra and Saivagama rites, till the royal
courts gave a new turn entirely. Though the
Riqueda admitted of three notes, Samaveda
had seven wviz. Krishta, Prathama, Dvitiya
Tritiya, Chaturtha, Mandara and Atisvara.
All songs (Gitas) are divided into five parts
as Prasvara, Udgita, Pratihara, Upadrava
and Nidhana. These correspond to the five
kinds of Gitas viz., Suddha, Bhinna, Gouwdq,
Visara and Sadharana mentioned by the
later authors. So these are based on
Rhythm and Stobhas and Bharata say
accordingly, ' :
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comments on it thus :—

e} oyt g | 9g-
frar arrsaT Sk o frer =) |
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Although many have attempted to collect
and ocollate all the works on music availa-
ble in India, (in all the libraries), both
printed books and manuscripts, yet the list
given by them is not complete, as it excludes
the works of Kohala, Tumburuy, Dattila,
Yashtilla, Nanyadeva, Matrigupta and a
host of others. These and various other
early authors have been mentioned by
many later writers—from Sarangadeva of
the 13th century, up to King Raghunatha
the famous author of Sangeeta Sudha of
the 17th century. Narada in his work
Sangeeta Makaranda, which wa€ writ-
ten prior to Sangeeta Ratnakara,
mentioned the names of writers on
music, Hari, Brahma, Matanga, Kasypa,
Kamalasya, Chandi, Vyala, S8ardula, Nandi,
Tumburu, Sankuka, Bhringi, Devendra,
Kubera, Kusika, Matrigupta, Ravana,
8amudra, Sarasvati, Bali, Yaksha and
Vikrama (Vide. p. 13 verses 18-21). Sarnga-
deva had mentioned almost all the above
wri?ers in addition to the later writers up
to his time, such as Rudra, Nanya Bhupala
Paramardi, Somesa, Tollata Vibhata, Ssn:
kuka, Abhinavagupta, Kirtidhara (vide p. 6
verses 16-19). In fact Sarangadeva is inde-
bted to Nanyadeva and Abhinavagupta for
all the details in hiswork. The great con-
mentator Kallinatha of the 16th century
quotes many instances from Matsnga'
Dattila, Kasyapa, Nandikesvara, Thert;
are also instances from Kohala, Dattila
Yaskshatika, Visvasu, Anjaneya, Tumburu'
Kasyapa, Kambala, Asvatara, Umnpnti:
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and Gopalanayaka in Rainakara. But the
works of these authors are not known as
Kallinatha did not mention them- He
mentions one work Sangeeta Meru, bY
Kohala (vide. Vol 11 P. 679). Sarangadevs
mentions Brikaddesi by Yakshatika (vide
Vol.I. p.154), Bharata in his Natyasase
tra mentions Narada (chapter 34th). It
is not known who this Narada was, There

4

5

are three works on music ascribed to Naras -

da viz,, (1) Narada Siksha (2) Raga- Nirupand
(3) Panchanna SaraSamhita, excluding tbe
above mentioned Makaranda. The Naradd
Siksha appears to be an older work as its
language is archaic and it treats of Sama-
gana. It is said that there are many com-
mentators on Siksha and the last of them
is Subhankara. But it is still taxing the
brains of the music student to identify the
real works of the above authors among the
forest of works of unknown authors. Even
the recent anthor of Sangeeta Sudha, King
Raghunatha, has not cleared the road and
like the former writers, he too omly quotes
Yakshatika, Kasyapa, Dattila, Durgs, Mst-
anga,Sardula, Kohala, Nandi, Hanuman and
others. He, like his predecessors, only
mentions all the early writers including
Yashtika and Devaraya who were, perbaps.
later writers. From this it is clear, thet
the works of Nandi and others were availa-
ble till 1620 A. D. when Raghunatha of
Tanjore, borrowed many theories from
them. But it is painful to note, that some
of the works are now either in oblivion or
uncertain as to their authors.

Taking the acoounts available at present.
asgiven inthe various-works of later authors
it is for us to bridge over the gulf of mis*
under-standing and controversy in regard
to the theories of Srutis, notes or Sverat
L:lurchanna, Gramas, Gamakas, Ragas and the
like, and to pave & clear path in our histor?.
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£ music for a perfect insight into the
ubject. For this purpose it is meet to divide
he period into three parts viz., (1). the early
eriod up to the 16th. century, (2) the
yiddle period up to the 19th. century, and
3) the modern period. I now pl:opose to
race the early authors and their works
nder the 1st heading.

Bharata.

Among the early writers on music,Bharata
as been held as the oldest both by the
lassic and modern exponents of the art.
‘he work of this illustrious author is
Vatys Bastra. Some have termed him
Jharata Muniand placed himin the mythic
ge. He has also been variously assigned
o periods ranging from 2nd century B.C. to
ind century A.D. (Rapson in Art on Indian
drama, in Encyclopedia of Religion and
Tthics Vol. V P. 883). The work of Bharat?
o also known as either ‘ Sutra’ “azfaTE

mﬁi or T{G‘{@” meaning 600

'‘Granthas), which was also called A(’]’l
Bharatam. ‘¢ J@T: a |

But hoth these seem to have been based
apon Natya Veda, one of the Upavedas ex-
tending over 36000 slokas by Brahma

himself.

rarraet FETER qIAEFAgARA |
Rrorarest areaed FfET aeTRa |
FrisEIwE-4 33377 AEAT |

(Yamalashtakatantra).

Abhinava in his commentary on Natya
Sastra mentions three schools, (1) Brahma (2)
Sadasiva and (3) Bharata. The above men.
tioned Adi Bharata might have been the work
of Sadasiva, as it is a dialague between Par-
vatiand Siva. There are fragments of Brakma
Bharatu available, (says Pro. Ramakrishna-
kavi), and it is to be ascertained and studied,

Though there are forty copies of complete
Natya Sastra, with its commentary by
Abhinavagupta available now, yet some of
them are incomplete in some passages,
while some are of different readings, due to,
perhaps, many interpolations and recastings
by the later commentators and others. The
ourious colophon at the end of the Kayamala
adition designates the latter position of the
work as Nandi Bharatam. Prof. Price men-
tions one Nandi Bharatam (Mysore and
Coorg Catalogue) which, I think, isa later
work. But it is not known when Nandi
lived. Curiously, we are made to believe
in the existence of five Bharatas. In Tamil
Udayarka-Nallar, the commentator on
Silappadhikaram, alludes to  Pancha-
Bharatam, which might have been an
epitome of the works of the five Bharatas.
Sarangadeva in his Bhavaprakasika testified
to the existence of the five Bharatas,

AEITTIET AR afkdisern |
enfary giv wiire Rred: agfecfeaa:

These, perhaps, were Kohala, Bharata,
Nandi, Dattila and Matanga. Of these
Dattila was the earlier, and the last. of the
five Bharatas Matanga, wrote his moment-
ous work known as Brihaddesi now available.
He was mentioned in Silappadhikaram in
Tamil, which the Tamil critics assigned to
200 B.C. The works of Kohala and Dattila
are not forthcoming. But some hold that
Gandharva Vedasaram is the work of
Dattila and that it existed in 1500 A.D.
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Another Nandisvara Samhita is known as
the largest work written by Nandi and it
existed in 1620 A.D., when king Raghunatha
borrowed many passages from it. Itis
held by some that Bharata and Kohala lived
in the same century and according to
Abhinavagupta, Bharata followed to some
extent Kohala.

The text of Bharate Natyasastra as itis
available, consists of 37 chapters. But some
copies of it, mostly those of the south, have
only 36 chapters and not 37. Though
according to Abhinava it consists of 36
chapters yet he comments on all the 37
chapters.  “ azfamd wAEsTRRA L
Hence it is to be believed that the 37th
ohapter might have been an interpolation bty
one of the Vartikaras. Itis held by some,
such as Mr. S.K. Dey and others, that the
text has had gradual interpolations and
recastings owing to somo reasons. There
are (1) independent prose fragments (2)
Anuvamsa slokusin Arya and Anushtub metres
(3) some portions that are in Sutra style (4)
passages of the present systematic Kurika
style. Mr. Rey also distinguishes them in
their order of developmentas (1) a stage of
prose-treatises (2) a tentative period of
Karika writing (3) Sutra Bhasya stage and
(4)the final period of compilation of compen-
diums which reverts again to Karik« form.”

Bharata again divides the work into 4
sections Abhinayas viz.,, (1) Satvika (2)
Angika (3) Vachika (4) Aaharya. The

first relates to the rules of delivery and its
musical accompaniments, the second to the
gestures including the poses, the third to the
production of Bhuvam and Rasam in the
minds of the audience by aproper display of
feeling, and the last, to the stage-toilet and
development. The sage deals with Satvika
inthe 6th and the 7th chapters, Angika in the
8th to the 13th chapters, Vuchiku in the 14th
to 20th, To this fourfold division are added
the chapters on the originand greatness of
the theatrics, tlie forms of the stage and rules
of contraction etc. The 4th and 5th chapters
treat of Purvanga. The postures recommend-
ed indancing to please the deities are numn-
berless and a selection list of 108 of them
called Kuranusand 3% Angaharams are des.
cribed in the TVth chapter. Chapters 35 and
36 are supplementary and deal with the
qualification and behaviour of the actor and
actress on the stage.

Bharata’s great work was commented by
as many as nine viz,, Udbhata (2) Lollat.
(3) Sankula (4) Bhatta Nugaka (3) Rahulc
(6) Bhattayantra (7) Abhinuva Gupta (8
Keertidhara (9) Matriguptacharya.  Abhi
nava Gupta of the 10th century (1030. A. D.
mentioned Lollata, Sankuka and others
who were perhaps of the 8th and 9¢]
centuries, The other great works ¢
Nanyadeva, Bhojadeva, Sumesvara an
others are based on Nutyusastru as ecriti
cisms or otherwise and these will be take
up later on.

(70 be Continued).

SANGITA SUDHA.
(Translation).
(Continued from P. 148, of the last issue). ;

997. There are 14 Jatis—1 in the Shadja
Gruma and 7 in the Madhyama. From
them are got 56 Murchanas by comhining
two Vikriti Ga's and two Vikriti Ni's with
the six-note combinations separately.

(228-237). [Then follows a mathematical
explanation in detail of the permutations
and combinations of the 7 notes for deriving
the Tanas—both Suddha (regular) and Kuta
(irregular).]

(23716-238). The third Murchana of the
Shadja Grama named Ultarayata i3 the
same as the fith in the Madhyama Grama
known as Pauravi. Similarly, thereare found
other Tanas of 6,9, 4, 3. 2 notes in one
note, as being the same in both the Gramas.

939. Sometimes, there are three Mur-
chanas of the same type. Hence it may be
geen that there are really 4081 complete
Tanas of 7 notes in all (omitting the re-

peated Tanas).

(240-4). 1f you eliminate the twice re-
peated Tanas, the rest are either Zanas
with notes in regular succession orirregular
(from the point of view of pitch). These
numberin all 3,71,139. I shall now describe
the method of arriving at the same.

(242-56). [There follows 2 detailed des-
cription of the method of permutation and
combination of 7 notes taken either 1,2, 3,
4,5, 6, or 7atatime. (This is of course a
question of mathematics). Factorial 2,3, 4,

5,6 and 7 are 2, 6, 24, 120, 720 and 5040
respectively as may be clearly seen.]

257. 1 have indicated these Tanas as a
model in order to explain the nature of
permutation and combination of notes. I
shall now proceed to describe the Khanda
Meru.

(258-268). The following figure is what
is known as Khandameru representing the
combinations of 1 to 7 notes taken ] to 7 at
a time in & series.

i 2 3 4 5 6 7

' 1] 2| 624]120) 720 | 5040
| 412 ]_48{;4051440(

[ | 7 [smo] 2

‘ 96 ]48-(; ’ 2880
|600| 3600 |
| 4320

(The Khanda-Meru).

In the figure the heading shows the
number of notes taken. The second line
shows the number of combinations we conld
have. (This is a figure familiar to the
Indian Mathematicians).

(To be continued).
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SANGITA SUDHA.
(Translation). . e
(Continued from P. 195.) ' T

(269-283) [The process of multiplication
involved is explained in the orthodox mathe-

matiocal style in these verses.]

(284-302) (The explanation of 18 in the
3rd row, in the third column is seen in these

verses].

(303-308) {The number of combinations of
4 notes, taken 4 at a time is arrived at in
the manner shown in these slokas],

The Kuta-Tanas.

(3084-314). Two Tanas are derived by
taking 2 notes, 2 at a time. Six T'anas are go$
from 3 notes, taken 3 at a time. And this
added with 18 (more combinations) gives 24
—of 4 notes, taken 4 at a fime.

In the same manner, the combinations of
5 notes, taken 5 at a time, are 120 ; those of

6, taken 6 at a time, are 720 und those Qf "1
taken 7 at a time, are 5040, . . .,

315. And every Murchanag hag tha sqn;e
number of varjous. combinations as shewn
above, A combination of notes - oontaining
an irregular series of notes and sung st an-
dom is known as ‘ Kuta-Tana’,

Shadava- (Six-note)-Suddha- Tanu

(316-342). It has been shown that there
are 56 Murchanas which are the Prakrma
(Sources) of all these T'anas; wherein, ‘the
potes proceed in a regular order of ascent
and descent in pitch. This regularity is
the characteristic of a Suddhg-T'ana (as
opposed to Kuta-Tana),

The following are the lists 'of Shadatq
(Six note) and Audava (Five note) Suddhh.
Tanas, in the Shadja Grama and the
Madhyama Qrama :—

' Shadja Grama.

Shadava Tanas.
(with Sa omilted).
(1) Agnishtoma
(2) Atyagnishtoma

(3) Vajapeya .

(4) Shodasin
(5) Paundarika
(6) Asvamedha
(7) Rajasuya

- Shadava Tanas.

(with Pa omitted).

(1) Asvakranta:
(2) Rathakranta
(3) Vishnukranta
(4) Suryakranta
(5) Gajakranta
(6) Valabhit
(7) Nagayajna

Shadava-Tanas.

(with Ri omitted),
(1) Svishtakrt
(2) Bahusuvarnaka ,
(3) Gosava A
(4) Mahavrata o
(5) Visvajit ';
(6) Brahmayajna ‘
(7) Prajapatya-yaga
Shadava Tanas.
(with Ni omitted).
(1) Chatur-Masya
(2) Samstha
(3) Sastra : TR
(4) Uktha , v
(5) Bautramani L \
(6) Chitra
(7) Udbhit . -
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Madhyama Grama..
Shadava Tanas. Shadava Tanas. Shadava Tanas.
(With Sa omitted). - (With Ri omitted). (With Ga omitted).
) (1) Savitri (1) Agnichit (1) S8arvasvaka Dakshins
(%) Ardha Savitri (2) Dvadasaha ‘... 12)Diksha ., ..°
(3) Sarvato-Bhadra (3) Upamsu " (3) Somai® . .
(4) Adityaka Ayana (4) Soma (4) Samit. ,

(5) Gavam Ayana

. {(6) Sarpaks Ayana '(6) Barhis

- (7) Kaundapam A¥ana  (7) Abbyudaya

wn(3) Asva PratigrahaJ L

(5) 8vahakrti
(6) Tanunapat
(?) Go Dohana

Audava (Five Note) Tanas.

: Shadja-Grama, -
" Aydava Tanas, Audava Tangs. Audava Tanas. {
(With Sa, Pa omitted). (With Ga, Ni omitted). ~~ (With Ri, Pa omitted).
() da .. Q) Jyotistoma (1) Saubhagya Krt
(2) Purushamedha (2) Darsa (2) Kariri
" (3) Syena _ (3), Paurnamasa (3) Santikrt
"'(4) Vajra (4) Asva Pratigraha (4) Pushtikrt
"(5) Isbhu (5) Aisha - (6) Vainatgya
(6) Angirasa (6) Ratri (6) Uchchatana
{7 Kanka (7) Saubhara (?) Vasikrt
o . Madhyama Grama. .
Audava. o Audava,

(With Sa, Pa omitted.)

(1) Trailokya Mohana

(2) Vira '

(3) Kandarpa-Vala Satana L

(4) Sankha Chuda -

(5) Gaja-chhays : "

(6) Raudra o

(7) Vishnukrama® B :

(343) These Tanas are found not only
pleasant to the ear, but also capable of bes;
towing what we desire. . Every. Tang pro-
duces the effect of the Yajna whose .name it
bears. Lol

(344) All the Kute Tanas are used in
(secular) music, while the Murchanas
(Suddha Tangs) are used in chanting the

. (With Ga, Ni omitted.)

(1) Bhairava

(2) Kamada

(3) Avabhrtha e
(4) Ashtakapala chamasa - St
(5) Svishtakrt , 1
*(6) Vashatkara R
(7) Mokshada : f

Sama-Veda by the udgaty (priest) at saeri-
fices according to Sastrq, . o ©oy
(345-3453). We have so far explained
what the Gramas and the Murchangs are;
what the Suddha Tanas and the Kuta-
Tanas are—their names have also beén
noted. And these further have a- direct

connection with the classification of ‘the
Ragas to be detailed heréafter, L

« {Zo be continued). !

v - M

(* This asmission was found out on compbrison with the ovher Sangita Bastrn worh.] e
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THE EXPERTS' CONFERENCE, APRIL 1930

) The experts’ conference organised by the
‘_Musi_c Academy Madras, held its session at
the Mani lyer Hall, Triplicane, from
Friday the 18th, to Monday the 21st April
1930. In addition to the members of the
Expert Committee, invitations had been sent
to several gentlemen interested in music.
Among those present were Dr. U. Rama
Rao, Moessrs. S. Satyamurty Iyer,
W.Doraiswamy Iyengar, T.S. Sabhesa Iyer,
Tiger Varadachariar, Hulugur XKrishna-
chariar, P. 8. Sundaram Iyer, Pandit
_Subramania Sastriar, M. S. Ramaswamy
Iyer, P. Sambamurty Iyer, Vinjamury
Varaha Narasimhacharlu, T. Lakshmana
rillai, Mr. and Mrs. Narayana Nair, Sher-
mgdevi Subramania Sastry, Madura Subra-
mania Iyer, Palladam Sanjiva Rao, Marur
Subramania Iyer, Nemam Natesa Iyer
C. S. Iyer, M. A. Srinivasa Iyengar:
T. L. Venkatarama Iyer, Dr. Srinivasa
Raghavan, R. Kuppuswamy Iyer, Jalata-
rangam Ramaniah Chettiar, V. Appa Rao,
K. 8. Viswanatha Sastriar, T. S. Rajagopala
Iyer, K. Narayanaswamy Iyer, Mrs. Kalya-
sundari Sitaram, E. Krishna Iyer, S, Raja-
gopalachariar,and T. V Subba Rao.

- The proceedings commenced at 5 p.m
on Friday the 18th April 1930. Dr. U. Ra.maz
Rao, President of the Music Academy, in
welcoming the delegates and the invitees
spoke as follows;—

* Members of the Expert Committee of
the Music Academy, Ladies and Gentlemen
it gives me great pleasure and satisfaction'
to see you assembled here,in such large num.
bers,who are experts in music and have taken
all the trouble of coming here at great
‘personal sacrifice, and I welcome you all
on behalf of the Music Academy and the
music-loving-public of the city of Madras

In particular, and of this presidency in
general. The regular Annual Music Con-
ference of the Musijc Academy has been
postponed to December, owing to the
clouded political atmosphere of the country
at px:esent, The music-loving public of the
premdenc? are very proud of you, who are
members of the Expert Committee. It is
due'to your exertion and co-operation, that
i:rmg the. first Music Conference in
.adras, during the last Congress in this
city, we were able to take stock of our

position in the Music world and were able -

to start the Music Academy in Madras on
your advice and co-operation. The objects
of the Academy are known to you. I need
not therefore elaborate on their usefulness
One of the objects of this Conference of the.
fnembe.ars of the Expert Committee is to
mves.tlgate and standardise the question
relating to Srutis and Ragalakshanas and

T y

Ladies and Gentlemen, there is an urgent

nee(‘l for standardising the Musjc in South
India, There is a difference of opinion
among the musiciang themselves. Though
there are a number of musicians who sing
remarkably well to the general satisfaction
of the public, the theory of music is not
properly and easily studied. There is a
great demand for teachers in music who
c.an l‘landle botk theory and practice, Ins-
titutions for imparting correct knc;wleddﬁ
f’f the.ory as well as practice, hardly exist
in this presidency, except the one just
started at Chidambaram by the great phi-
ian!hropist, Raja  Sir Annamalai Chet-
i;aur. The need for more such institutions
18 very urgent. Demand for music teachers
18 very great. There are fow books OB
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music which can satisfactorily serve as
text books in the music schools and col-
leges. So it is left to you to sit together
and standardise music and bring out books,
on theory and practice of music.

You have raised the Academy to its
present position of influence and respect by
your association with it. It is left to you
to make it a more useful and greater power
in the musical world. The Academy is to
a great extent instrumental in introducing
music in the University of Madras for the
B.A, and the Intermediate courses and the
School Final classes. The introduction of
this subject as patt of the educational
course makes it necessary for you to see
that proper and scientific instruction: is
imparted to the students. Want of good
teachers is keenly felt. To develop the
theoretical and scientific side of music, the
Academy has started a journal which is
the first of its kind in India, with an editori-
al committee, of which, Mr. T. V. Subba Rao
is the Editor-in-chief, who is now chosen
to preside over the deliberations of this Con-
ference. The journal cannot serve its pur-
pose without your help and co-operation.
We expect yoa to take a deep interest and
contribute articles on different subjects and
keep up the high standard which it is
aiming at. Already appreciation has been
expressed for the journal from all parts of
the world.

Ladies and Gentlemen, We, the members
of the Academy, represent merely the hands
of a clock, of which, you are the internal
and intricate mechanism. The hands can-
not point out the exact time without the
working of the internal mechanism.

I am afraid I have taken up much of your
time. I am not an expert to lead you on to
the subjects to be discussed by you. I only
represent the music-loving public. 8o I
call upon you to elect your President to

carry on the deliberations for which 'you
Fave met here.” ‘ :

Mr. Satyamurty in proposing Mr.
T. V. Subba Rao to the chair, said. thaf
though music was a sweet thing to hear,
discussions relating to it were discordant,
For guiding them in their deliberations
they could not think of another, who com-
bined within himself in such delightful de,
gree, ability, tact and patience. .

Mr. E. Krishna Iyer, in seconding the
proposition, observed that Mr. T. V. Subba
Rao is a great asset to the Academny. 3

The proposition being carried, Mr. T, Vi
Subba Rao occupied the cbair and delivered
his Presidential address as follows :— .

“On behalf of theMusic Academy,Madras
I tender to you a hearty welcome and hope
that the discussions of this committee will
prove useful to the scholar and the musician
alike.

I do not know if it is necessary for me to
justify the step we have takenin convening
a meeting of this Committee. It is true, we
some-times come across a remark,that music
is a thing only for singing or playing and
not a matter to talk about. But you will
perceive that under no circumstance ijs it
meant that talking about music should take
the place of singing. Wae talk about music
so that the artist may siug well and trulg.
You have probably heard the statement
often made, that music should be pleasanﬁ
to the ear, no matter whether it is scientifie
or not. Though I am free to confess that
music should please the ear first, yet, I feel
bound to ask, “Whose ear?” It is undoubted-
ly the ear of a trained and cultivated person.
Music lovers have to be instructed in the
correct standards of tastec and appreciation
before they could derive the highest saﬁia,-
faction obtainable from one of the greates{
sources of human happiness. Evenassum-
ing that.music is a thing of art only and
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shat there is no room in it either for in-
" tellectual appreciation or spiritual ecstasy,
atill there is one aspict of it, which is far
more important than the charm of the sense,
namely, the emotional effect.- The charaec-
teristic excellence of Indian Music as distin-
guished from the Western system of music,
{ies in the fact that it makes a much stron-
ger appeal to the heart than to the ear. It
i8 quite possible for a person endowed with
a good ear and a good voice to reproduce
fine music. But his efforts will amount
ouly to a faithful imitation. Creative facul-
4y cannot be developed without a study of
the fundamental principles which alone
will ehable a musician to have a correct
and intelligent appreciation of the best
models of our great artists. Even Thygaraja
is said to have derived considerable bene-
fit by the study of Swvararrava, And so did
other eminent singers study the theory with
profit. I hope our musicians will not refuse
Yo have access to that enlightenment, which
the greatest of their ancestors, eagerly
sought to possess. No one can be sure of
always expressing the true Bhava of a Ruga
without a correct understanding of the pre-
cise Sratis that form the basis thereof. If
you rely on the Swuras in terms of their
twelve Sthanas only. you will have a succes-
sion of sweet notes, just a frame-work or
skeleton without the beauty of a living
form. I shall give a simple illustration.
Take the Hamsadhvani Raga ; you will find
it stated as a Janya raga of Sankarabhara-
na. Carefully observe the note Kakals
Nishadu as used in both the ragas. You
-will ind the Nishada of Hamsadhvani much
sharper than that of SankarabAarana, Take
again Kakuali Nishada as used in certain
vsancharas of Begada. You will find it
feas than that of Sankarabharana. It is the
failare to understand that there can be a
variely of notes in a Svarasthana, that has

occasioned the more frequent use of Kaisiki
Nishada in Begada- T am not for a moment
suggesting that we should not use Kaisiki
Nishala in Beguda. I am just explaining
how changes creep in through confusion.
I still maintain, however, that Begala can-
not be properly sung without at least an
occasional use of the flat variety of the
Kakali Nishada, Thus you will see that for
the proper expression of the spirit of a raga,
a study of the srutis is all important. Upon
the srutis depend the Svara Prastara and
the characteristic Gamakas which go to
make np the Rupa of a Ruaga. You have
heard how our ancestors by a thorough grasp
of the srutis were able to make not only
man but nature also responsive to thei¢
music. I therefore earnestly beseech our
musicians to study the sruti problem.
Let them not be scared away by the use of
mathematical ratios which are, after all,
only symbols for the various tones. ’
In the next place I would point out that
the task of formulating the Lakshanas of
various Ragas and of liberalising the theory
consistently with the fundamentals, so as to
relate to current practice at its best, can rest
only in the hands of a fearned and repre-
sentative gathering of experts. Just as in
conformity with the spirit of the times, the
evolution of social and political order, is
made to lie not in a single pair of hands but
upon representative public opinion, so in the
sphere of music the function of ameliora-
tive codificaticn which was formerly
exercised by such great individuals like
Bharata, Pundarika Vittala, Rama Matya
and Venkata Makhi, now devolves upon you,
Even as gram.nar and lexicon help one to
express one's own ideas clearly as well as
understand those of others, the Lakshana
granthas of music help one to embody or
realise the true beauty of emotions. I can-
not conceive of & musidian iguorant of the

-3
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correct theory, succeed in making & direot

appeal to our hearts, any more than I ocan
of an author, ignorant of the rules of gu[?t'
mar, in producing a work of literary mfe:ll’ e.
1 do regard, therefore, that the'study o ‘
science is essential for the pracuc? of the ar 1
But the present practice, as is quite natutr:e
and common, has largely. outgro;;vx’l' the
limits indicated in the previous Laks ;‘ -
Qfamhas. In fact it is now much more 'at
a century since any work of a;x;hor;g
appeared. The volumes of Su' ha:ere
Dikshitar and Singracharlu, whic ;
published in the beginning of the ?reser;.
century, mostly deal with SOPFS mf n‘;c;]e
ation, and wherever an exposition o
theory is given, itis either a m'eagre s.ur:;
mary of the views of c?rtam prevnoto
writers, or an attempt to give currency :
tReir favourite ideas. With a'll respeci]t, !
must venture to submit that neitherof ¢ .e;s
writers can be accepted as an autho‘n. y.
The former deliberately overlooks tradition
and history and gives a gystem of nam?s
and descriptions of the Lakshanas of certain
ragas that do not appear to have been current
at any time. Singracharlu's work§ too afe
not free from the taint of bias, Wllthout in
the least belittling the signal services that
these writers have rendered to the worl.d
of music, by the open and unstinted publi-
cation of numerous 8ongs which were
exolusive in their keeping, 1 may 'be per-
mitted to say, that some of their views on
theory, have no bearing either on th-e past
or contemporary or present practice. I
need not refer to other works, as none.of
of them professed to make an autl.loritatlve
exposition of principles, You will there-
fore agree with me that the need for enun-
ciating the Lakshanas of our present Sangee-
ta is all the greater in the absence of a
satisfactory work of modern times, No
body of men is betier fitted to undertake

that task than you. Iam aware that itis:
a long and arduous business and that much:
cannot be expected in a short session of 2
or 3 days. But I should rest content, if wa:
ghall have made a decent beginning, and".
then follow it up steadily in our subsequent
sessions, If with your kind co-operation
the Academy is able to achieve even a fair
measure of success in this direction, you.
will have played no mean part in the
making of the history of the development
of Indian Music. The generations yet ta
come, will look up to you for light in the
game spirit of reverence with which you-
look up to the sages of old. _

May I here crave your leave to utter one;
word of caution! In an assembly of such,
vigorous and independent thinkers as those-
assembled before me, absolute unanimity:
of views cannot be expected, No real pro.
gress is indeed possible with a dull unifor.
mity of ideas all round, Whereas it is the.
birth-right of every person to express his.
own views freely, he may not treat the.
opposite point of view with contumely. You
ought not to condemn any view for tha
simple reason, it is opposed tfo received
notions, Every point of view requires our
careful and dispassionate atiention, In
fact the history of the world of thought and
culture is replete with examples of lasting
benefits that have resulted from the spirit
of revolt, ratber than from a meek and
unthinking submission to outworn creeds
and dogmas, In one sense Buddha and
Jesus Christ, Socrates and Galileo were
rebels, whose record of service to humanity
can never be outshone., The sage who con-
demned the Gandharagrama, the pioneers
who introduced the Antara, Kakali svaras,
were all rebels in the same sense. The
founderof every school of thought was a rebel
against the established order, We ought
not to reject any proposition merely because
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jtis new. Let me say that in expressing .

these sentiments, I am not actuated by
anything except an anxiety, that the deli-
berations of this committee, should be con-
ducted in a spirit of tolerance, amity and
good will.

. With regard to the actual work before

us the questionaire circulated for eliciting
opinion indicates the points on which the
discussions should centre. You will renem-
ber in 1928 a committee was appointed to go
into certain questions ralating to Srutis and
Ragas. The local members of the commit-
tee met in October and November last and
with the object of obtaining the considered
opinion of the members of the committee
on the matters referred to, the questionaires
was framed and sent round. The response to
it, however, was not adequate. Some mem-
bers suggested that it would be better if the
members met and personally discussed
these matters. The acceptance of that
suggestion occasions the present meeting
of the Committee. Asit is, I propose to take
the points contained in the questionaire
ona after another and dispose of them. In
this connection I would request you to
illustrate your view-points by ample refe-
rences to high class compositions, so as to
lead the way for a critical study of the
pieces. I believe such a study will consi-
derably help our musicians in acquiring the
true conception of the Rugo they embody.
Further, such of you as are desirous of
reading a paper on any relevant subject
may do so and discussions may also follow.
We may consider, in addition, any matter
which we think should be placed before the
ensuing Conference in December. I invite
your suggestions with regard to the future
work of the Academy.

I sincerely trust, that before the end of
the present session, you will have the satis.
faction of having laid the foundations for

the work of reconciling theory and practice, -

80 as to ensure for Indian Music a future
no less glorious than its brilliant past."”

The President then announced that the
discussions on the points raised by the
questionaire would be taken up in order at
11 a.m. on the following day. A few of the
delegates expressed the view that there
should be a slight change in the order, and
that Ragas should be discussed before
Srutis.

The President desired to ascertain the
wish of the house and called upon the
delegates to speak on the order of business.

Messrs. P.S. 8. Iyer, T. L. Venkatarama
Iyer, M. S. Ramaswamy Iyer, R. Kuppu-
swamy Iyer and others took part in the
discussion. The President then ruled that
Srutis would be deait with first, The Con.
ference was then adjourned. The delegates
had some informal discussion and exchange
of views on the subjact raised by the ques-

tionaire and then dispersed to meet on the
following day.

The Proceedings on the 2nd day.

On the 2nd day, the 19th A pril 1930, the
conference continued the deliberations with
Mr. T. V. Subba Ruo in the.chair. The
discussions were lively and

lasted from
11l a.m,

to 5 p.m. Tbe practical manner jn
which the questions were discussed and
dealt with, and the frequentdemonstrations
given to elucidate the various p
view, render the task of conv
idea of the usefulness of the
conference by a repoit of jt« proceedings,
extremely difficult, Only those who atten-

ded the sessjon could form a true estimate
of the work done.

free and fu)).

oints of
eying a fair
work of the

The discussiong were
What is reported here, how-
ever, is just the conclusion of the debate of
each point prefaced by a few remarks from

the speakers. The opinion of the conference

y
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yn each question as stated by the President
vas, where it was not unanimous, always
jority.
supported by a large majori
Mr. C. S. Iyer circulated among the mem-
bers of the expert committee his pamphle.t‘

‘A Note on the Srutisin Carnatic (South
Indian) Music.’

The President then read out the ques-
tionaire set out below :(—

Srutis.

(1) Do you think, that the needs of the Carnatic Music at the present day will be met
oy )
by 22 srutis? If nat, do you suggest more ?

(2) What in your opinion is the VIBRATION VALUE of the various srutis and
a

how would you name them?

Wil indicate in what Ragas the various Srutis occur, quoting illustrations
(3) Will you :

. : K)
from the musical compositions?

Raga Lakshana.

. ference to the following ragas, will you give the correct AR(.)HANA and
(1) w;;:;:OeE;?NA with VISITING NOTES, if any, (specifying their Srutis and
A
illustrating the same by relevent Sancharas) ?

The President then said:— o
“ i t question, I wish to
Taking up the firs ! .
emind you, that the All India Music
;onference 1927,has already decided];l;at tl:e
i ording to Bharata
dian scale of music acc : '
:.:l\d Sarangadeva consists of 22 srutis. Xhat
ider is whether these
u have now to consi ' ‘
;; srutis ave sufficient for the Cama?xc Music
as it prevails to-day. Any discu-ssmn whe-
ther the srutis are less than 22 will be ruled
t." o
oqu P.S. Sundaram Iyer:—"The Vee‘na.
has 12 fixed frets and our Sustras 'mentlon
92 srutis for expressing our m.usxc. ’Ijhe
Veona with 12 fixed trets came mt‘o ex;nst-
ence at the time of Raghunatha Nafck.
Mr. P. Sambamurty :—"Veena with frets
existed eveﬁ before Raghunatha Naick.
30

; 8. Bhairavi 15. Nilambari
1 Asaverl li 9. Ananda Bhairavi 16. Atana
2. Punnagaversl 10. Mukhari 17. Bilahari
i' SAhl:;li 11. Huseni 18. Begada X
P Raver : bhoji. 19. Devagandhari
5. Nada‘namtakn)’a. ;g é(aa;znal 2. Sumr
" Sowreshirs 14. Edukula Kambhoji
. Sowrasht

Mr. P. 8. Sundaram Iyer:—"Yes, but the
frets were not fixed then. They were fixed
in Raghunatha's time. This circumstance
also gives rise to 72 Mela Ragas. Of the 12
haif notes, 10 exciuding Sa and Pg gave
rise to 20 Srutis, which, along with Sz and
Pa make 22. Out of this 22 dhobila omit-
ted 10. These 22 srutis are necessary as
well as enough for our music. More srutis
are unnecessary.”

Mr. C.8. Iyer:—"Is there any limit to the
pulling of the strings of the Veena "

Mr. P.S. Sundaram Iyer:—*In Veena the
2nd fret ordinarily produces the Prisrufs
Rishabha (10/9) and the same fret is used for
producing the note 32/27 also.”
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Mr. C. 8. Iyer:—"I do not agree. The
strings could be pulled to produce more
notes than two.”

The President :—“The limit to pulling
the string is determined by the tensjon of
the string and the ordinary physical laws
will apply.”

Mr. Varaha Narasimhachariar :—*Con-
fusion would be avoided if Mr. C.S. Iyer
uses the word srutis instead of notes.”

Mr. T. S. Sabhesa Iyer:—"If the number of
grutis is increased beyond 22, it may not be
poseible to distinguish the new srutis from
some of the 22.”

Mr, C. S. Iyer: —“Some of the frets of the
Veena are roughly fixed. More srufiz than
22 should be recognised.”

Mr. T.L. Venkatarama Iyer:—'The ques-
tion is whether 22 srutis are enough for all
practical purposes. There is a possibility
of introduoing more than 22 srutizas we can
distinguish them.”

Mr. Venkatarama Iyer quoted from Kal-
linatha in support of his views.

Mr. P. S. Sundaram Iyer:—"“Mr. Venkat-
arama Iyer quotes authority like a lawyer.
But he will find that Mutanga, upon whom
Kallinatha was relying for his views, actu-
ally says lower down in the passage, that
though srutis are theoretically infinite, yet
for all practical purposes only 22 srutis

should be recognised. The origin of music
could be traced to olden days. In the great
yagas which were elaborately performed for
one full year, persons well-versed in Sum-
aganas were employed to please the guests.
It was here that music first began as an art.
The musicians composed their own songs,
‘From that period the 22 srutis have been in
existence. From the point of view of cul-
‘ture I do not believe that we are better
than our ancestors. ‘I am of opinion that

to extend srutis beyond 22 is wrong. Thesé
22 ave actually used and they are sufficient.”

Mr. Hulugur Krishnachariar :—*22 srutis
are quite enough for all practical purposes.
They are easy to produce and manipulate.
But Sarangadeva however accepted only 19
out of the 22. It is not desirabie to increase
the number of srutis beyond 22.”

In support of his views Mr. H. Krishn-
acharya read a small note from which the
following are extracts:—

Discussion about srutis has been a very
old one. The 22 srutis have been selected, a8
they were best from several points of view.
Regard was had to these points:

(1) Srutis must not be highly complicated.
(2) They should be capable of being obtained
without nice calculations of measurement.
(3) They should be suitable fora fretted
instrument like the Veena. (4) When a scale
is repeated, all the 7 svaras of the 7 murchanas
must fall within the original system of
srutis. (5) Each svarasthana must easily
giverise to srutis, (6) The srutis should leave
enough scope and margin for gamakas to be
played. (7) The srutis must be harmonious
and sweet to the ear even if ppolonged.

Mr. Lakshmana D’illai:—"I have not
studied sastraic authorities. I can speak
only from my experience. There is a good
deal of difference of opinion in this matter.
Kharaharapriya was a standard raga. Its
svaras howeverare not clearly defined. The
ancients did not know the vibration values
in those days. 22 srufis were a sort of con-
vention for working purposes. I am in
favour of 22 srutis.”

Mr. M. 8. Ramaswamy Iyer:-—"If any one
should demonstrate that there are more
than 22 srutis, then we cay say that srutis
are more than 22. Till then, we must
accept only 22 srutis.”
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Mr. Varaha Narasimhachariar;—“We can

hear from the voice more than 22 srutis in
7 ragas. But these occurrences should be
-¢reated as rare. We must ordinarily con-
fine ourselves to 22 srufs. The other
varieties should be treated as gamaka varia-
tions and not as srutis.”

Mr. TigerVaradacbariar:——"I am in favour
of 22 srutis only.”

Mr. T. S.Sabhesa Iyer: —“Sastrassay sru-
tis are 22. In practice we recognise only
12 notes. If all the subtle modulations are
recoznised as srutis, the number will be very
large. I am personally in favour of 12

notes only.”

The President :— ‘The point bofore us is
whether the srutis are 22 or more. Any
discussion as to whether the number is less
would be irrelevent. If questions which
are concluded are reopened it is impossible
to get on with the work. Tht.erefore the
speakers will kindly confine thex'r remarks
to the question whether the srutis are more
than 22.”

Mr. Sermadevi Veena Subramanya
Sastry :—" Gamakas cannot be tre:ted
as srutis. 22 srutis are indispensable,

Dr. Srinivasa Raghavan —"“The whole
question requires careful investigation. I
am myself not decided about it. I should
be thankful for any enlightenment I may
get from this conference.”

Mr. Nemam Nataraja Bhagavatar :(—" 22
srutis are predominant in our music, though
in practice, we refer only to 12 notes.

Mr. Sermadevi Sutramania Sastriar play-
ed upon the Veena and gave certain demon-
atrations. It was noticed thatthe characteris-
tic Gandhara of to day was always produced
by the tension at the 2nd fret or the Chatus-
ruti Rishabhasthana. By using the 3rd fret
or the Sadharana Gandharasthanu, the Bhava

of the Raga was lost, Again the Gandhara
and Nishada of Kalyani were observed to
be respectively higher than the Gandhara
and Nishada of Sankarabharana.

The President :—"Before stating the con-
clusion let me summarise the views of the
speakers. In discussing the question of
srutis one thing which is usually
lost sight of has to be remembered,
Originally the srutis ware only inter-
vals or measures for obtaining the suddha
svaras. The use of all the intervals
as tones is a later development, The 10
srutis in addition to the 12 standard ones,
have only the difference of a comma from
the corresponding 10 out of the 12 standard
notes, i.e., those omitting Sg and Pa. If the
difference of a comma is sufficient to enable
you to differentiate one tone from another,
then there is no point in restricting the
number t6 22 on the ground of indistingui.
shability, because several notes in addition
to the 22 could be produced with the differ-
ence of a comma between them. Purther
it could also be demonstrated, if we have an
instrument which automatically records the
frequency of notes as and when they are
formed, that a larger number of tones than
22 is used in music as it prevails to-day.

But in deciding the present question, it {s
not abstract reason and logic nor the chang.
ing and unstable elements of contempor.
ary practice that should prevail with you
Regard must be had, not only to the limit:
of practicability, but to the permanen
valines of the tones which have been em
ployed in our music from time immemorial
It is from these points of view thata schem
of 22 srutis has been evolved as being no
only practical bat eminently ideal an
suited for all time to come. The 22 srut
ars able tosatisfy numerous scientific tesf
and are well supported by tradition, histor
and usage. The classic 22 srutis alone ai
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best able to reconcile sciepce and practice.
It s therefore necessary to restrict the number
of srutis to 28 only.

With regard to the first part of the
second question t.e., regarding the vib-
ration values of the various srufis, you
will find that in the address that [ deliver-
ed as President of the Conference on 2nd
April 1929, the frequency ratios of the
sruiis to the fundamental are given by me,
I find that most of those who have worked
atthese figures are in substantial agree-
ment with me. If there is no objection, the
table of values given by me may be adopted.”

" There being no objection, frequency ratios

of the 22 Srutis as contained in the afore-
said Presidential address were adopted as
substantially correct.

. Then with regard to the 2nd part of the
same question, the President invited discus-
sion. :

. Mr. Hulugur Krishnacharya :—"In devis-
ing a set of names for the srutis we must
have regard to the Suddha svaras. I cannot
avoid mentioning that in the earlier period
of Bharata, Sriraga or KharaharaPriya
had the Suddha svaras. But Ramamatya
and others without carefully studying Natya
Sasira and Ratnakara, through mere confu-
sion stated Mukhari or Kanakungi to be
the Suddha Mela. Of course this error was
porpetuated by Venkatamakhi. But later
writqrs felt a doubt and were inclined to

- a3

1. Shadja 8
2. Ekasruti Rishabha R1
3. Dvisruti Rishabha R2
4. Trisrati Rishabha R3
5. Chatusruti Rishabha ... Ré

6., Suddbha Gandhara Gl
7. Sadharana Gandhara ... G2
8.

A.n‘tar‘a Gandhara

adopt once again Kharahara Priya or
Bhairavi as Swidha Mela, and consequently
brought the Mukhari Ruga under either of
these Melas. The existing nomenclature of !
these swvaras and asrutis should take note
of these changes.”

Mr. P. Sambamurty :—* Can you suggest
names for the vibration values of the srutis?”

Mr. Hulugur Krishnacharya:—“They can
be named Prathama etc.”

Mr. P. 8. Sundaram Iyer:—" The system
of names as found in most of the Sanskrit
works may be adopted. A special Veena
must also be constructed for demonstration.
I have myself constructeda harmonium and
a Veena for this purpose.”

Mr. Sambamurty : -"“My suggestion is in
favour of the new names rather than the
old orthodox names. My reason is the names
should be expressive in the first instance.”

Mr. T. L. Venkatarama Iyer:—*In my
humble opinion the suggestion of Mr.
Sambamurty is correct. There will not be
much difficulty in giving new names."

Mr. Narasimhachariar:—“I agree with
Mr.P.S. 8. Iyer for the adoption of names.”

Mr. Tiger Varadachariar:—"1 am in
favour of the old names.”

The President :—"From the discussion I
find better opinion seems to be in favour of

adopting classical names. I rule accor-
dingly. The names will be:— -

9. Teevra Gandhara or
Chyuta Madhyama

Gandhara .. G4
10. Suddha Madhyama .. M1
11. Teevra Madhyama . M2
12, Prati Madhyama .. M3
13. Chyuta Panchama M4
14. Panchama P

15. Ekasruti Dhaivata D1

-
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16. Dvisruti Dhaivata gg
17. Trisruti Dhaivata e L
18. Chatusruti Dhaivata Il)é
19. Suddha Nishada .

20. XKaisiki Nishada .. N2
 21. Kakali Nishada N3
22. Chyuta Shadja Nishada . N4

Here the discussions on the 2nd day My experience of South Indian system is

came to a cloge. Inthe evening at 5 P. M..

there was a A JALATARANGAM PERFOR-
MANCE BY VENKATARAMA IYER OF Siva-
GANGA which was well appreciated. Mr.
Ramaniab Chetty, Jalatarangam Vidvzfn,
praised the per-former and thanked him
on behalf of the Academy.

The proceedings on the 3rd day.

On the 3rd day the proceedings commen,
ced at 11 A. M.

The President:—‘We now proceed to
discuss the 3rd question. It is not necessary
for our present purpose that we should
nameall or as many ragas as we can, to
indicate the occurrence of each sruti. It
should be enough if you specify one or two
ragas where the occurrence ofa particu]a’r
sruti is unmistakable. We take the srutis
in the order.”

«“FRASRUTI RISHABHA. "

Mr. P.3.S. Iyer:—"In the Veena the first
fret gives the Duisruti Rishabha. The
Ekasruti Rishabha is therefore played from
the Shadjasthana. For instance in Poorva
Kalyani the Rishabha is produced in the
Shadjasthana. It therefore takes the
Ekasruti Rishabha.”

Mr. Subramania Sastriar agreed with the
above view.

Mr. Hulugur Krishnacharya:— “The
Antu-a Gandhara can come in only with
Ekasrutt Rishabka. 1t can never he usad
after Dvisruti Rishabha bacause the interval
is a foreign one. Where Dvisruty Rishabha
is used the Gandhara will be Teevrq."

Mr. P.8.8. I yer:—"'Probably Mr. Krish-
nacharya is referring to Northern Rgyas.

somewhat different. Several ragas are
sung without relation to the interval of suc.
ceeding notes, The Rishabhais independent-
ly pronounced. So also Ga, Ma, and Mg, Ga.
There are no fixed laws in these cases.” '

“DVISRUTI RISHABHA."

Mr. P. 8. 8. Iyer: -“Mayamalavagddlc"i.
This sruti in Mayamalavagaula is. not- per-
fect. It is perfect in 7odi”.

Mr. P. Sambamurty :—"“Vasanta.”

Mr. Narasimbachariar:--“ Mayamal avagauy-
la and Todi”.

v

“TRISRUTI RISHABHA

Mr. P.S.8. Iyer:—"“Kedaragaula.”
Mr. C.S. Iyer:—"In certain

Sancharas
of Asaveri and Varali.”

Mr. P.S. Sastry:—*Bhairaviand Sri Raga.'
Mr. C. 8. Iyer:—“The Trisruti’ Rishabha
does not occur in Bhairav:.” ’
Mr.'Sermadevi Subramania Sastry play-
ed Bhairavi on the Veena and maintained he

was using only Chatusruti Rishabha in
Bhairavi.”

Mr. Hulugur Krishnacharga:—*1 fhink

the Trisrutt Rishabha occurs in Kharehgra-

prija and the note used in Bhatravi is Chaty-
sruti Rigshabha.”

The President :—"T am afraid Mr. Krish-
nacharya has regard to history and not tb
current practice,”

“CHATUSRUTI RISHABHA.”
Mr. H. Krishnacharya :-—“It is used in
Bhairavi and also in Kambhojt.”

Mr. Narasimhachariar;—"Bhairavi, Kha-
raharapriya and Ananda Bhajraw,”
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There was however no difference on the
point of Chatusruti Rishabha occuring in
Kalyani.

“SUDDHA GANDHARA.
A large body of opinion was in favour of

Bhairavi as iliustrated in the use of Suddha
Gandhara.

“4ANTARA GANDHARA.

Opinion was unanimous that Kamblqji
and Sankarabharana took Antara Gandhara.

“TEEVRA4 ({ANDHARA OR CHYUTA
MADHYAMA GANDHARA."

There is no dispute regarding the occur-
ence of this note in Kalyani, though at
present the raga as sung adopts Antara
frequently.

“TEEVRA MADHYAMA"
Mr. P. 8. S. Iyer:—“It occurs in Madhya-
mavati.”
Mr. H. Krishnacharya :—"Bhairavi.”

Mr. T. L. Venkatarama Iyer:—" Begada
and Gauli-pantu.”

Mr. Narasimhachariar:—“I do not agree
that the note occurs in Begada.”

Mr. Sambamurty: —"It occurs in Begada,”

Mr. Pandit Subramania Sastry:—*“I am of

opinion that this note does neot occurin
Begada. Oaly Suddha Madhyama occurs in
Begada.”

The President:—“ That is a long way
down from Pratimadhyama which was your
former sruti in Begada’’.

“PRATIMADHYAMA."

Mr.C. S. Iyer:—" Saranga”.

. P.8.S. Iyer:—" Poorva Kalyani",
“OHYUTA PANCHAMA

Mr. 8. Subramania Sastry :—" Varali

and Ramapriya”,

“EKASRUTI DHAIVATA"
Mr. P. 8. 8. Iyer:—* Dhanyasi'",
» Subramania Sastry :—* Not in Dhan-
yasi but in Saver:™,

Mr. C. 8. Iyer: -“Not in Saweri but in
Bhairan”,

Mr. Sabhesa Iyer:—* In Bhairari when
the prayoga is padha pa, the dhaivata is a
little flat. Elsewhere in the Raga, where
Suddha Dhatvata is used, it is D2".

Mr. H. Krishnacharya: - * Ekasruti Dhai-
vata occurs in Saver:™.

Mr. Sambamurty :—* 1 agree with Mr.
Sabhesa Iyer”.

Mr. Doraiswamy Iyengar:—* Bhairavi".
» Narasimhachariar:—* Sgveri.”
Dr. 8rinivasa Raghavan:—* Bkairaw",

Mr. Nemam Nataraja Bhagavatar:;—"[
agree with Mr. Sabhesa Iyer”.

“DVISRUTI DHAIVATA"
Mr. PSS, Iyer:~* Muyamalavagaula and
Tods”.
Mr. 8. 8. Sastry :-—" Todi”,

Dr. Srinivasa Raghavan:—" Todi and
Dhanyasi.

Mr. Subramania Sastry:—* Mayamalava-
gaula and Dhanyass™.
Mr. H. Krishnacharya : —* 7™,
» Sambamurty :-—* Also in Malahart',

w Lakshmana Pillai:—* Dhanyasi and
Tode™,

“TRISRUTI DHAIVATA"
Mr. C.S. Tyer: " Kambhoji".
» P.8.8. Iyer:—" Sunkarabharana’
w 8.8, Sastry :—Kambhoji™.
» H. Krishnacharya :—~" Kambhoji.
» Lakshmana Pillai :—" Kambhoji",
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Mr. Sambamurty :—"“do.”
I3 t%) "
Narasimhachariar :—"do.

“OHATUSRUTI DHAIVATA."
Mr. P. S. 8. Iyer:--* Kalyan:”.
C. 8. Iyer :~-" Kalyan™.
« SUDDHA NISHADA"

Mr. P. 8. 8. Iyer:—" Kambhoji".

Pandit Subramania Sastry:- “Bhairavi
and Kambhoji™

Mr. Sermadevi Subramania Sastry:—
“Bhasravi’'.

Mr. H. Krishnacharya :—" Kharahara-
priya”.

Mr. Narasimhachariar :—" Bhairavi,
Kharaharapriya and Kambhoji”.

Mr. M.A. Srinivasa Iyengar .—" Sahana™.

"

“KAISIKI NISHADA™ )
Mr. P. S. 8. Iyer :—" Kharaharapriya.”

1 . |
Dr. Srinivasaraghavan:— Kharahara-

priya’.

Mr. S. Subramania Sastry:——" Khara-
harapriya’.

Mr. Subramania Sastry :—" Kharahara-
priya’.

Mr. Lakshmani Pillai :—* Chakravakam

and Vachaspati’.

Mr. H. Krishnacharya:—" T'odi”,

Sambamurty :—" Kharaharapriya”.

’”

Shadja. In all ragas.

Ri. Gaula.

R2, Mayamalavagaula,

R3. Kambhoji and Bhairavi.

R4. Kalyani.

G1. Bhairavi and Todi.

G2. Kharaharapriya.

(G3. Sankarabharana and Kambhoji.
G4. Kalyani.

Mr. N arasimhachariar:-—"Kharaharuprz'ya
and Todi.”

Mr. Ramaswamy Iyer i~ Harikambhoji,”

*“KAKALI NISHADA.”

Mr. P. S. S. Iyer ~"Sankarabharana gnd
Mayamalavagaula”.

Mr. H. Krishnacharya : — Sankara-
bharana and Mayamalavagaula”,

Mr, Narasimbachariar :—“ Sankarabhara-
na and Mayamalavagaula”,

“CHYUTA SHADJA NISHADA
Mr.P. 8. 8. Iyer:—** Kalyani".

w C. 8, Iyer:—“ Also Kambhoji and
Kuranji",

The President :—" Our object in the
discussion immediately forgoing is not to
exhaust all the ragus in which the parti-
cular srutisoccur; but it is only to illuétrate
the occurrence of particular srutis in typical
ragas. While I am glad to notice a fair
measure of agreement with regard to a few
srutis in certain well known ragas, it is at
the same time very disappointing to note
that even with regard to common rggas
there should be considerable disagreament
in the matter of their characteristic srutis,
I therefore propose to specify as the Presi.
dent of this Conference, only such ragas
with regard to which there is the greatest
agreement or rather least disagreement”,

M1, Ordinarily in most of the Suddha
madhyama ragas.

M2, Begada.

M3. Poorva Kalyani.

M4. Varaliand Ramapriya.

P, In all ragas where Panchamam
is not varja.
D1.  Saveri.

D2, Mayamalavagaula and Tedi,



D3. Kambhoji.
D4. Kalyani.
. N1l. Kambhoji and Bhairavi.
- N2. Kharaharapriya.

The President:—"“We have finished the
discussions with regard to the Srutis, The
next part that we should deal with is Raga
lakshana. There are twenty ragas set out
in the questionaire. Each Rage will be
taken up for consideration and its main
éharacteristic such as Adrohana and the
Avarohana, the particular variety of notes,
special or characteristic Sancharas and
other peculiarities may be considered'’.

Mr. H. Krisbnacharya: I should sug-
gest that we take the 10 Lakshanas enumerat-
ed in the classical works and deal with each
raga in the light of these Lakshanas™.

The President :—‘Such a discussion
would be elaborate and I am afaid very little
can be done that way in the present session,
We can therefore deal with only such main
characteristics as I have indicated”.

Then there was a brief discussion whether
it was necessary in all cases to mention
the Janaka ragus in cases of what are some-
times known as Junya ragas. '

- -It was pointed out that most of the Janaka
ragas were merely theoretical and what
are classed as Janya ragus of those Janaka
ragas, have been in existence for a long
time, and can in no sease be regarded as
baving sprung from the Junaku rugas or
having come into existence subsequent to
the formation of the scheme of 72 Melakur-
tas. It was however admitted that it will
be more convenient to follow the current
practios of mentioning the Janaka ragas as
it indicates at once the svarasthanas of the
raga though it gives no clue to the exact
srulis employed.
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N3. Sankarabharana and
malavagaula.
N4. Kalyani Kuranji.

Maya.

The President after discussion ruled that
the present practice be adopted, though it
should be understood that sucha statement
makes the Janya ragas neither posterior to
nor actually derived from Janaka ragqas,

Here the proceedings of the 3rd day con-
cluded. At5p, m. there was A vocaL PER.
FORMANCE BY Mg. RAMAMURTI 1vgR
which was wel] appreciated by all. Dr, Scini-
vasa Ragavanin an eloquent speech paid a
high compliment to the musician and
wished him success, '

The Proceedings on the 4th day.

The proceedings commenced on the fourth
day at 11 a.m,

The President: —

“We take up the ragasin
order”,

‘“ASAVERI

Mr, P. S. S.Iyer: “1I suggost that we
deal with Sancharas first and then with
drohane and Avarohang, The ruga takes
acoidental notes. It may however be re.
garded as the Janya of Todi™, ,

Mr. C.S. Iyer:—" Janya of Todi. ‘The
Arohana and Avarohang of the notes are: —

Sa ri ma pa dhg sa

Sunisu pa dha ma gari sa”,

Mr. P.S.S. Iyer:—“] should like to know
whether there is such g Broup as pa dhq mq

and if there is, I should like to know if
there is any authority®’,

Mr. Narasimhachariar :~—"The ragq takes
such a group as ri gu ri sq™,

Mr. Subramania Sastry: —* In the descent
it is sa ni 3¢ and there is no prdhy ng"
. Mr. Lakshmana Pillai: "I the deicent
it takes su dha ni 33 pa dhg M3 Pa ri ga yi gq.""
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Mr, Sabhesa Iyer:—" Sa n{ dha pa ma ga
s sa”.

* Mr. Nataraja Bhagavatar:—"Sa ni dha pa
ma ga ri sa is not uncommon. See ‘Lekana’.”

Mr.T. L. Venkatarama Iyer:—* The use
of R3 is occasional and slight”.

The President:—" The raga will come
under the 8th melakarta™.

Arohana :—* Sa ri ma pu dha sa”.

Avarohana:—* Sa ni sa pa dha ni dha pa
ma ga (long) ri sa”.

“The raga takes certain vakra sancharas
occasionally taking the foreign note R3.
But the use of this foreign note is so slight
that we need not regard the raga as Bhas-
hanga”.

« PUNNAGA VARALL"

Mr. Sabhesa Iyer:—" Nisa ri ga ma pa
dha ni.

Nidha pa magarisant .

Mr. Sanjeeva Rao :—" There is a prayoga
like Pa ma ga r¢ ga sa. 1should treat it as
the Janya of Ratnangs.”

Messrs, Pandit Subramania Sastry, T. L.
Venkatarama Iyer and Narasimhachariar
agreed with Mr. Sabhera Iyer.

The President:—* The raga belongs to
the 8th Mela.

The Arohana :—Ni sari ga ma pa dha ni.
The Avarohana :—Ni dha pa ma ga ri sa ni.

Here again as in Asaveri the use of R3is

_very occasional and slight. It need not be

classed a» a ruga taking a foreign nole.”

“ AHIRI"
Mr. Sabhesa Iyer:—“The Mela is the 14th.
It takes Sa 7i sa ma gu ma pa dha nt sa,
Sa ni dha pa ma ga ma ga ri sa”.
Mr. Subramania Sastry :—“ I agree".
Messrs, T. L. Venkatarama Iyer, Serma-
devi Subramania Sastry and Narasimha-
31

chariar preferred to treat it as the Janya
raga of Tadi, where the Gandhara is Sadha.

rana. .

Mr. T. L. Venkatarama Iyer desired that
before stating the Melakarta raga of this
raga from the chair, the individual opinion
of each expert must be definitely asked and
noted. He thought the majority were in his
favour. The President though he did not
favour such a proceedure, yet as a special
case, asked each expert for his opinion.
There was a decided and substantial ma-
jority in favour of fixing the 14th mela as
the parent of that raga.

The President:—* The Melakarta of the
raga is the 14th,

Arohana is: Sarisa ma ga ma padha ni sa,

Avarohana is ¢+ Sa ni dha (long) pa ma ga
ma ga ri (long) sa.

Though in certain compositions we do
hear Sadharana Gandhara occasionally,
Antara Gandhara is always used when the
ragaalone issung. Therefore there is no
doubt that this is not a Bhashanga raga”.

““SAVERL"”

Mr. Sabhesa Iyer:—“Sa 75 ma pa dha sa.
Arohanam Sampurnam. The mela is the 15th
or Mayamalavagaula. There is no foreign
note. Prayogas like ma ga ma, sa ri sa are
not according to Sampradayams”.

Mr. Sanjeeva Rao.—" Prayogas like Sa ni
sa cannot be regarded as improper. You
will find that such aprayoga occurs just in
the beginning of Muthuswamy Dikshitar's
well known keertana ‘Sri Rajagopala’.”

Mr. Sabhesa Iyer:—*“That does not appear
to be the correct method of singing. It
ought to be sung as Padha ¢ sa ni dha dha.”

The President:—“We discussed the raga
at great length during the last year's
conference. It is beyond doubt a Janya
raga of Mayamalavagaula, The use of
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Sadharana Gandhara or Kaisikinishada is
improper. The raga is not Bhashanga. The
Arohang is: Sa ri ma pa dhasa. The
Avarohana is: Sa ni dha pa ma ga ri sa.”’

"NADANAMAKRIYA"

The President:—“There seems to be no
dispute about this raga. It comes under
the 15th mela. The Arohana is: Nisa ri ga
ma pa dha ni. The Avarohana is: Ni dha pa
ma ga ri sa ni.”
~ “There is no foreign note i.e., Kaisiki
Nishada.”

“GOULIPANTU.”

~ The President :—"“This raga comes under
the 15th mela.

~ The Arohana is: Sa ri ma pa ni sa.

The Avarohana is: Sa ni dha pa ma pa dha
ma ga ri sa.

The use of Pratimadhyama is not proper.”
“SOWRASHTRA."
Mr. T.S. Sabhesa Iyer:—"“The Mela is the
17th.

Arohana is: Sa i ga ma pa dha ni sa.

Avarohana is: Sa ni sa dha pa ma ga pa ma
gari sa.”

Mr. Veena Subramania Sastriar:~‘"Thae
Arohana and the Avarohana are both sampoor-
na and regular and the Nishada is Kaisiki®®

Mr. Sambamurty:—*Its mela is the 17th.”

Mr. Narasimhachariar:--“'Its mela is the
15th. Mayamalavagaula.”

Mr. Sanjeeva Rao:~*It does not take K-
s#ki Nishada.”

Messrs. T. L. Venkatarama Iyer, Laksh.
mana Pillai, Subramania Sastry, Dr. Srini.

vasa Raghavan were of opinion that Kaisiks
_Nishada ocours in the raga.

w457 The President:—"I think that this raga

~should be troated as the Janya raga of th
. Ytth melg, o e

The Arohanam is: Sa rf ga ma pa dha ni sa.
The Avarohanam is: Sa ni sa dha (long) pa
ma ga pa ma ga ri sa.

In several compositions the Kaisiks
Nishada occurs. But Karsiki Nishada is not
necessary to produce the correct Bhava of
the raga and may be avoided.”

““BHAIRAVL”

The President:—"This raga was fully dis-
cussed during the last year's conference and
I do not think that anything useful could
be added to it.”

“ ANANDA BHAIRAVIL™®

The President :—*“Arohana: Ba ga ri ga
ma pa dha pa za.

Azvarohana: Sa ni dha pa ma ga ri sa.

It should be classed under the 20th Mela.
D3 Trisruti Dhaivata occurs in such San-

charas as pa dha pa. Pa ni sa is not permis-
sible.”

‘ MUKHARL"

The President:—"It isa Janya of the
22nd Mela.

Arohana is: Sa rt ma pa ni dha sa.
Avarohang is: Sa ni dha pa ma ga r¢ sa.

In the Arohana ordinarily Chalusruts
Dhaivata occurs and in the Awvarokana
Suddha Dhaivate. Prayoga like pa dha sa
is quite common."”

“HUSENI"

The President:—“It is a Janya of tbe 22nd
Mela. Though it is common to describe the
Arohana and the Avarohana as Sampoorna
and regular, yet it would be better to state
the Arokana, having regard to the peculiar
vakra sancharas, as follows.

Arohanq i3 : 8a ri ga sua pa ma pa ni dha ni

- 89. ‘
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Avarohana is® Sa ni dha pama pa ma ga 7t

8d. ) s oot
‘The use of Suddha Dhaivata 18 permissi

ble.”
Conclusion.

The Presideht :—"“We now bring the pro-
ceedings of the present session to a close.
I am unable to express how thankful I feel
for the valuable belp you have rendered fo
the Academy and to the world of music. 16
js indeed your co-operation that, on the
technical side, brings high prestige to the
Academy. Your labours in the present
session have laid the foundations of the
great task of bringing abont a reconcilia-
tion between theory and practice. I hope
you will continue to give your kind help
and co-operation to the Academy and make
the coming conference in December a great
sucoess, I must thank you for the kindness
and courtesy you have shown me as your
president.”

The Hon’ble Dr. U. Rama Rao:—"I take
this opportunity of thanking one and all of
you for. the efforts you have put forth
during these 4 days. You have been sitting
daily from 11 A.M. to 5 P.M. .and have done
a good deal of work. This is only a preli-
minary conference and we are having
another conference in the month of Decem.
ber. You have been able to come to
cortain definite conclusions on important
and difficult questions on the agenda.
Mr. T. V. Subba Rao, who is your President,
takes great interest in the art and science of
music and with his guidance the conference
has been a success. Though I have not much
knowledge of music, yet, I am in a position
to state that South Indian Music is certainly

-¢he best. In my estimation Mr. Subba Rao

with that keen insight and judgment that
become a lawyer, was able to manage the
conference efficiently with the co-operation
of the Vidvans assembled here, Without
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your go-operation and assistance we c?.nnot
hing. Music has been intro-

achieve anyt . .
. in this presidency, -
many schools in ¢ .
duced in y llege at Chidam-

and there is a music €O .
baram. It seems difficult to get suitable

teachers. You will help us in our efforts
to provide good and able teachers for these
various institutions. Gentlemen, I thank
you once again for the interest you have
taken. May Mr. Subba Rao live long to
serve the Academy and the cause of musicl”

Mr. P.S. 8. Iyer:—"“In olden days there
existed a sort of Association at Tanjore for
the purpose of improving music but it long
ago ceased to exist. Tam glad that the Aca-
demy has come into existence to maintain
the prestige of Indian Musie. During these
4 days of our deliberations our worthy
President has evinced a good deal of inter-
est, and by his ability, patience and keen
judgment, we have been able to do tangible
work. We are very grateful to Mr. Subba
Rao. Our thanks are also due to Dr. U.
Rama Rao.”

Mr. Varaha Narasimhachariar (Cocana-
da):—" T endorse the remarks of the previous
speaker. I must express my high admira-
tion for the ability and learning with which
our President conducted the deliberations®,

Mr. Sabhesa Iyer:—*1 first hesitated to
join the Academy because I thought a pro-
fessional and a practical musician had no
place in it. I thought the Academy was
interested merely in theory. But I am
glad to find it is dealing with the art and
other matters which are very practical, I
thought that our President's accomplish-
ments were merely theoretical. It is a plea-
sure to me to know that his acquaintance
with the practical side of the matter is vast
and intimate. I wish that other musicians
and artists do co-operate and render all help
to make the Academy stronger. I wish the
Academy all success”,
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Mr. W. Doraiswamy Iyengar:—"“Every
body is speaking in praise of the Presi-
dent. But I am going to say something
which I think is a defect in Mr, Subba Rao.
He has not till now let us know how well
up he is both in theory and practice. It is
wrong of him to have concealed all his
knowledge™.

Other speakers followed and thanked the
President for his work.

Mr. E. Krishna Iyer:—“This is only a
preliminary Experts’ Conference convened

THE MUSIC ACADEMY

to facilitate the ‘work of the ensuing con-
ference in December with regard to such
intricate questions as are on the agenda.
I hope that all the musicians and scholars
will come forward and help the Acidemy
and promote its objects. I thank the autho-
rities of this Hall for allowing vs the use of
it and for other help which they have ren-
dered to us.”

The conference of the Experts was con-
cluded with three cheers to the President
and the Experts assembled there.

A A AR AT A s

Motes and

Comments. -

IIIIIIIIIIH!I!IIHIIIHIIlIIINIINIIHIIIHII!IINlIII|ll|IlNlIIIHIJHHIIIIIIIIHIIIIIlIlllINIIIIIIIHIIHIHIIHIIIHIIIIIII|lIIIIIIilﬂlllllIlﬂmllIlllIMllIIIIIMIIIMIHIIISIIIIIE

We are glad to record here that the
Academy, as the Premier Institution in
Music, very appropriately celebrated the
Krishna Jayanti Day, the Day of the Lord
of Brindavan who enchanted the entire
Universe with the ambrosial strains of His
Venu Gana. May His Grace be upon Our
Academy! Mr. T. L. Venkatarama Iyer,
Advocate, High Court, Madras, an ardent
Member of our Academy, was kind enough
to entertain the audience on the occasion,
with vocal Music (attended with suitable
accompaniments) which was very greatly
appreciated. The function came to a close
with the distribution of sandal, fruits, sugar-
candy and pan-supari to the audience. We
are glad to further announce the resolution
of the Academy to celebrate the Dikshitar
Day this year,

Our energetic Secretary and Manager,

S .Mpr. E. Krishna Iyer, Advocate, High Court,

" Madras, has been incarcerated for his politi-

cal activities. As one of the pioneers in the
building up of our Academy, Mr. Krishna
Iver devoted a good deal of his valuable
time in making the Academy a living
force in this Presidency. By his enforced
absence, the Academy has been very greatly
handicapped in its activities and the his-
trionic world, wherein Mr. Krishna Iyer
had made a name, has had a sudden gloom
cast over. Itis however some consolation
to us to learn that the Government of
Madras has thought fit to recommend
him to be placed in the * A " class, and that
he will be back amidst us in November.

We have very great pleasure in announc-
ing that the Academy has this year been able
to institute two competitionsin Instrumental
Music for amateur ladies, one in Veena and
the other in Violin. The successful candidate
in each will be awarded a gold medal of
about 3 sovereigns in weight. We are very
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greatly indebted for this competition
to the generosity of our talented donor
Mr. N. V. Raghavan, Rtd., Accountant
General, Madras, and we take this opportu-
pity of tendering to him our grateful
thanks. We hope that others will very
soon follow his example and help the
Academy in instituting many more such
competitions. It is a great pleasure for us
to learn that such competitions as we have
had, have already borne fruit in that they
have kindled the right spirit in the amateurs
and bestirred shem to take to correct and
proper methods in the practice of this sacred
art of Music.

The late Mr. Sakharama Rao: —It is with
painful regret that we have to record the pas-
sing away of the great Vidvan Sakharama
Rao of Tiruvidamarudur. He really
belonged to that galaxy of Musicians vt'ho
shone resplendent on the South Indian
Musical firmament two decades ago. Fol-
lowing the foot steps of his talented father,
the late Mr. Srinivasa Rao, he showed
to an all-admiring world the bound.less
possibilities of Gotuvadyam as a musical
instrument. His playing on that instru-
ment was supetbly unique. His dexterous
fingers unfolded the beauties of many a rare
keertana and even very minor ragas resona-
ted under his magic touch with a lustre all
their own and & wealth of symphony not
easily to be met with.

For some time past, he had not been
giving public performances, though many a
votary did go to him to enjoy his sweet
music. He bas left behind him a son
Mr. Srinivasa Rao who, we are glad to
note, promises to bring up the traditions of
his talented father, We offer him and
the members of his family our sincerest
condolences.

32
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The Summer School of Music:—We
are glad to notice that the summer school
of Music has been endeavouring to meet s
real want in South Indian Music. With
the spread of Music the demand for a
number of trained competent teachers is
naturally on the increase. It is highly
desirable that a diploma course under
proper guidance and supervision should be
instituted. While we are therefore in
sympathy with the objeet of this ins-
titution, we are extfemely anxious, that
in any eagerness for a speedy realisation
thereof, there shall not be any lowering of
the standards in music and we will set-
ourselves very strongly against any such
attempts, even though such may be
actuated by alaudable desire to spread
music far and wide. Itis our firm coavic-
tion that an intensely good quality is
really more essential in the practice of
musical arts, than a mere shallow exten-
sion thereof. No course extending over a
ghort period of 3 months can ever be expec-
ted to achieve any good results in quality
and it is not surprising that the level attain-
ed by the diploma-holders from the summer
School of Music is not as high asone would
wish it to be. The system requires a radical
change and a course extending over at least
one full year should be instituted and diplo-
mas granted only to such as show a high
standard of knowledge and skill.

We congratulate the Syndicate of the
Madras Universiby on their proposal to
start a Diploma course in Music. The
syllabus, we understand, will be a little
higher than that for the Intermediate and a
little lower than that for the B. A. Wpg
heartily appreciate the recent appointment
by the University of Madras of a Research
Scholar in Music.
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We take this opportunity of suggesting
' the University authorities the extreme
girability of consulting before-hand such
rademic institutions in the country as the
ladras Music Academy etc., in any choice
' professors they may finally make with
gard to their newly schemed Diploma
ourse in Music and we will assure them
1at thereby they will be securing unto this
yurse that measure of popular support
1at is justly due un&o it.

This Year’s Conference :— The Academy
as resolved to hold this year’s Conference
1 December during the Xmas week.
'apers are being called for from renowned
cholars and musicians to be read and
jscussed at the conference. The task of
ettling the Ragalakshanas of the vuarious

ragas so well begun in the Easter Con-,
ference of Experts has to be proceeded with,
It is really gratifying to note that our
efforts during the Easter Conference bhave
borne fruit in setting up a sister institution
viz. Raja Sir Annamalai Music College
at Chidambaram to constitute a committee
of scholars for the self-same purpose of
settling the Ragalakshanas which, as point-

ted out above, has already been begun and - -

trodden half way.

The conference proposes to arrange for a
series of Musical concerts by remown:
Musicians of the Presidency. Great crec
is due to the Academy for arranging
Conference in the Xmas week and t
making it possible for all Music lovers of .
Presidency to take advantage of its sessie

P
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