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In response to numerous requests from the public in general,
upon the insistent representations from authorities in charge of
the various Educational Institutions in the country and in realisa-
tion . of a long cherished ideal, the Music Academy, Madras,
opened a Training College of Music for Teachers.

The College is called The Teachers’ College of Music,
Madras. ‘

Instruction is imparted to pupils not only in theory and
practice of Indian Musie, bubt also in the correct and approved
methods of teaching Music. The trained pupils will be competent
to teach at least the School Final Class,

The training is of the duration of one year of three terms
and, for the present, is confined to Vocal Music only. The work-
ing hours of the College are between 11 A.M. and 4 P.M.

The fee for the whole course is Rs. 50—if paid in advance—
or Rs. 6 for each of the nine months comprising the whole course. Fee
concessions and Scholarships are given.

. At the end of the course an examination will be held and
,dlploma.sawar.dgd to successful candidates. The first in rank will
8lsoget the Rajah: Annamalai Gold Medal.

' }’etsons of bofh"Sexea are eligible for admission.

. Only. those candidates whose proficiency in music is up to the
-'mtgr.medlate Standard of the Madras University are ordinanily
admitted. Preference is however given to those who are already
°m1319,7_egi as music teachers.

i

<. - - Applioations for admission shall bein the prescribed form.

b The ﬁt.zal selection of candidates for admission will be made
yl a committee before whom the candidates shall present them-
86lves on such days as may be notified.

A copy of the i i
prospectus and syllahus will be sent on receipt
of postage stamp for the svalue of four anna d

For forms

postage. to. of Admission and other particulars apply with

The Correspondent, The Teachers’ College of Music,
- The Music Academy, Madras-14.

00000000000000000000000000000000000000000000000008006000000000000000000000000000000000

©900600000000000000000

©920000000
. °°°°°°0000000000ooooooooooooooooooooooooooooo

000000000000000000000000000000000000009000000000000000000090€ 00000000000

THE JOURNAL
THE MUSIC ACADEMY

MADRAS |

S
-

A QUARTERLY n -
DEVOTED TO THE ADVANCEMENT OF THE SCIENCE
AND ART OF MUSIC

oo

Vol. XIX | 1948 Parts I-1V

EDITED BY

T, V. SUBBA RAQ, B.A, B
' © AND

V. RAGHAVAN, m.a., Ph.D

ofife

LT
e -
~

.. - - S ;7,,_» J—
N MApnas
( e DA

p——
kS

T 4 1943

1949
PURLISHED BY

THE MUSIC ACADEMY, MADRAS

115.E, MOWBRAYS ROAD,
MADRAS-14

Annual Subscription :-—Inland Rs. 4; Foreign 8 shs. Post Paid.



e

o5 THE REGIST
«!;;Q\QQ‘/O‘L/ o '-’ER\O"
e

e Ir 4

Tag XXI Mapras Musio CONFERENOE, 1
OFFI0IAL REPORT

BOOKS O NDIAY TUSC & DANCNG | -
AL LANGUAGES e e s Mo

BY C. S. Iver vee  B1— 87
* TrE VIOLIN IN AN OLD PIECE OF SCULPTURE AT
THE CEIDAMBARAM TEMPLE BY T. MADHAVA
— O L D — R A R E MENON ANP Bornry JosrpH CHAOKO . 58 - 64

| AE INPIAN ORIGIN OF THE .VIOLIN
LD & PURCHASED e 1 e 10

BY D=r. V. RAGHAVAN

THE INDIAN MUsic o¥. THE VEDIC AND THE
RUPAYANA CrassioaL PrRr1OD BY PROF. G. H. RaNaDE ... 711086

BOOK-SELLERS Musio 1IN TRAVANCORE BY Pror, R. SRINIVABAN ... 107—112

INDERGANJ, LASHKAR, GWALIOR
Tar Ragas aND THEIR FRATURES BEFORE AND

v ) AFTER SRI TYAGARAJA’S TIME RBY SANGITA
TS SasTrA Visarapa HULUGUR KRISHNACHAR ... 113—164
(\‘v_\"\‘_ Vi Q, t V
LAY o N ADVERTISEMENT CHARGES Tre DIFFerENT ScmooLs oF INpian Music
) (R - BY ArAiN DaNigrLov ... 166—167
. ] Music & DANCE MsS IN THE SARASVATI MAHAL,
COVER PAGES: Full page Half page TANJORE BY K. VASUDEVA SASTRI ... 168--182
Back (outside) Rs. 25
Front (inside) 20 Rs. 11 THEE RAGAS OF SARAMETA BY SANGITA KALANIDHI
Back ( Do) ) 20 L1l / T. V. SuBBa Rao | v 183—202
o ’ ' Music 1IN THE LINGAPURANA BY
"INSIDE PAGES: Dr. V. RAGHAVAN e 203—205
Ist Page (after cover) . ,, 18 » 10 GRUNGURU—A RaRE MUSIOAL INSTRUMENT
Other Pages (each) » 16 ” 9 BY Dr., V. RaGHAVAN 206
Preference will be given to advertisers of musical Two Krrris or Srt MUTTUSWAMI DIKSHITAR
instruments and books and other artistic wares. Ep.BY VINA VIDVAN A. SUNDARAM IYER ... 207—209
Boox.REVIEWS ) e 210—211

Special position and special rates on application.

OBITUARY . o 212217




. THE XX] MADRAS MUSIC CONFERENCE, 1947
OFFICIAL REPORT

THE OPENING DAY

23rd December 1947

The Twenty-first session of the Annual Music Conference
of the Madras Music Academy was held at the Sri Sundares-
warar Hall and the Lady Sivaswami Iyer Girls’ High-School,
Mylapore, Madras, from December 23rd 1947 to 1st January
1948. Srimat Muthuvijaya Raghunatha Gaurivallabha Dura-
‘singa Shanmukha Rajah, the Raja of Sivaganga, opened the
Conference and Travancore Asthana Vidvan Rajyasevanirata
Semmangudi R. Srinivasa Iyer presided over the deliberations
of the Experts’ Committee. The opening function was held
at the Sri Sundaresvarar Hall,

The proceedings began with prayer sung by the students
of the Academy’s Teachers’ College of Music.

Dr. V. Raghavan, Secretary, then read messages received
from several individuals and institutions for the success of
the conference. Messages were received from Her Highness
the Maharani of Travancore, Dr. U. Krishna Rao, Mayor of
Madras, Sangita kalanidhis Tiger X. Varadachariar and
Mazavarayanendal Subbarama Bhagavatar, Vidvans T. K.
Jayarama Iyer and Marungapuri Gopalakrishna Iyer, Prof.
G. H. Ranade of Poona, R. Ananta Krishna Sarma of Mysore,
the Rasika Ranjani Sabha, Mylapore, the Sangita Sabha,
Pudukottah, the Mysore State Music Parishat, Bangalore, Sri
C. Ramasubban and Sri T, K, Chidambaranatha Mudaliar,
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Welcome Address

An address of welcome was then presented to the Rajah
Saheb of Sivaganga. Sangita Kalanidhi T. V. Subba Rao, Vice-
Presiderit of the Academy, read the address. In the course of
the address, Sri T. V. Subba Rao said:

¢ SIR,

We have much pleasure in welcoming you to our Twenty-
first Music Conference and feel proud that you will do us the
honour of inaugurating it.

As the worthy .descendant of a great and illustrious
family distinguished for the liberal encouragement of art and
learning, you have pobly maintained its high traditions.
"Your late revered father, Srimat Duraisinga Raja was himself
a musician and a generous patron of music. Recently you
"have founded the Raja Duraisingam College at Sivaganga-and
“you have thus set a shining example, worthy of emulation by
pbllantbrophlsts for the promotion and advancement of
“culture and education of the youth of our motherland. You
are a lover of fine arts and you have specialised in painting.

-You have always generously extended your pa.tronage to the'

leading Sangita Vidvanas.

-We feel sure that the constant pursuit of the high ideals
which the Aeademy has set before itself in all its endeavours
for the advancement of Music, has come under your benevo-
Jent. notice. Our Conference for reconciling Lakshya and
‘Lakshana, the planned and rationalized concerts of great
educative and cultural value, the Teachers’ College of Music
and the Model School, the Journal, publication of classic works
on Sangita, competiiions for stirﬁu]ating study and practice
of compositions of famous Vaggeyakaras, discovery and
Zencouragement of new talent, co-operation with kindred insti-
v tutlons for the promotion of common aims and purposes are
some "of our more important activities with- which the
jdlscernmg public is quite familiar. It is our sincere hope that
- we-shall have the benefit of your esteemed help in furtherance

of our intensive work in the cause of the noblest art,”
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He then requested the Rajah Saheb to open the Twenty.
first Conference of the Academy.

Sri K. V. Krishnaswami Ayyar, President of the Academy,
then presented the Rajah Saheb with the address enclosed in a
silver casket.

OPENING ADDRESS

Declaring the Conference open, the Rajah Saheb of
Sivaganga said :

“‘Tt is with a certain amount of diffidence that I rise ‘to

‘speak on this occasion. Being a layman it must appear a

great presumption on my part to attempt to address this vast
audience of music lovers, music appreciators, music experts
and musicians. But I have come to learn, not to preach, in
this great shrine of South Indian Music ; and this I hope will
be deemed as sufficient justification for expressing a few stray

'thoughts that have occurred to me in connection with thls

festival.

‘Music is a much discussed subject these days. Time was
when the mysteries of music constituted a closed book to all
but the initiated few, the members of the musical profession
in its various schools and fields, the connoisseurs of the diff-
erent kinds of music and sometimes the patrons. The ordinary

.man was, if I may say so, indifferent not to music itself as

such, but to the technical intricacies and the higher potentia~
lities of music. Not that people were ignorant or insensible,

but their 1interest was allowed to lie dormant. The cultiva.

tion and appreciation of music was confined to certain circles.
Master musicians there were, but their appeal was not wide,
their performances were few and far between and there was
no sustained interest on the part of the general public inthe
profession and cultivation of musio.

But. now the situation is entirely different. There has
been a most wonderful and gratifying renaissance of musie in
the last twenty years or so. Music sabhas have sprung up
everywhere and are carrying on with vigour and enthusiasm,
Musicians, both voecal and instrumental, have come into the

Jimelight. Performances by reputed artists are regular ‘and

32
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frequent and have in fact become a most noticeable feature of |
our social life. Interest in and appreciation of the science and
art of music have become widespread. Merit in the musical
world is now recognised and rewarded beyond the limits set for
most of the cultural professions and every incentive is provid-
ed for the development of latent talent. There is always going
on the active search for fresh talent and promising young
persons are given all facilities for improvement and develop-
ment. More and more people attend musical concerts regularly
and there is a great deal of intellizent appreciation of music.
But there is observable a tendency in present - day music to
become stereo-typed in set forms and to conform to certain
lines. This is no doubt due to the desire on the part of
musicians to please as large a number of their hearers as pos.
sible. It is quite possible, that if this tendency is not curbed
in time by true lovers of music and by the musicians them-
selves, the art will become vulgarised and merely pander
to the tastes and fancies of the unthinking mass. The
standard of music must not be allowed to deteriorate,, nor
should its quality be standardised by any slavish imitation of
certain forms or adherence to certain kinds of songs or songs
in a particular language.

The appeal of music is the result of our well-deve.
loped tradition and culture and its evolution through the ages ;
and we should preserve unsullied and in their classic purity
the musical traditions handed down to us, if music is not
to become crude and sensational like the jazz type 6f America.
The necessity for a healthy conservative attitude is greater
than ever to day in the field of music which, if not carfully
conserved and cherished, may easily become stunted in stature
, and sterile in quality by the too ready acceptance of popular
trends. Discriminating people are already beginning to feel
that the average concert, while of a fairly high level, tends tc
become too lengthy and too full of miscellaneous items for a
‘healthy appreciation and sometimes nullified in effect and
charm by too many accompaniments. Instead of being an
elevat.ing and exhilarating exposition of a great art, it
sometimes proves a mere jumble of ill-assorted songs, I’t is
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just here that the real music lover, the typical rasika should
exercise stimulating influence and raise the standard of popular
taste, and thereby the level of even the average performance.
To say this is not to detract from the merits of the many well-
known and well admired masters of music. Doubtless their
main aim should be to please and delight their hearers; but it
should not stop there. They should try to raise the level of
music and the standard of appreciation of that music. They
might show their personal skill and accomplishments in the
course of the performances, but their duty is something more.
They should attempt to develop the popular taste along
sound and scientific lines. They should not merely please,
but elevate the audience. They should lead their hearers and
not be led by them. I do not mean to imply that there is no
room for innovation. Often it may be necessary to change the
method of approach, to shift the emphasis and evcn to put’
aside or resuscitate certain forms. I only mean that therse
should be no uncritical appreciation on the one hand or blind
condemnation on the other, of different schools of thought and
practice in the sphere of music. :

There is, for instance, the movement to foster exclusively
Tamil songs. In sofar as this is an attempt to revive some of
the older and half-forgotten Tamil songs and to encourage the
composition and rendering of new ones in Tamil, it is a most
laudable idea, because it encourages the creative instinct and
ultimately the output of this movementis bound to add to the
volume, variety and richuess of our musical heritage. And so
long as such a movement follows the traditionally fixed
classical forms and methods, except for absolutely necessary
variations, it is to be welcomed and encouraged. But any
biassed opinion that songs in other languages in which old
Masters composed, are not to be sung or heard is highly to be
deprecated. Such a narrow and exclusive out-look would be
its own ruin. By all means we should try to enrich the store
of songs and strengthen the core of music in the Tamil
language, but we should avoid all unhealthy propaganda and
meaningless boycott. It is only through contact and.
interchange of cultures that true development of art in any.
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field is possible. Let this not be forgotten by the apostles and:

enthusiasts of the new creed. At the same time conservative
arthodoxy should not frown on this movement which is

marked by a great deal of spontaneity on its side. For true

and healthy progress, tolerance and generous appreciation are
essential and innovations on right lines should be welecomed so
long as they do not become ridiculous caricatures. '

And now a few words on the duties of music-lovers towards
the science and art of music. Music is a highly complex art.

It needs the most careful study. It is not readily or casily

understood. No doubt some people have a better ear for

music than others but a certain amount of knowledge .
is necessary for intelligent appreciation and enjoyment,-

especially of the finer points and shades of music. For
this music sabhas are especially suited. They should make
the audience learn the rudiments of the science of music by
Ya.rious,means. The artists have an important part to play
in-this training of the audierce. It is for the men in the
line, both theorists and musicians, to evolve suitable media of

instruction. The greater the knowledge of people, the greater’

their expectations from musicians, the level of music will
spontaneously rise higer. Incidentally I may mention that a

study of Western Music would be benificial for adopting new

ideas into and rectifying defects in our own system. The
progress that has been made in Western music by great
creative composers like Beethoven comparable to our
tl‘yage-xraja, is tremeundous and wo are bound to gain by an
intelligent adaptation of some of their technique. We should

als -
0 try to encourage new compositions along new lines.

P.l‘:::nt ~day compositions and renderings are all after set
a . . .
Patterns ; and we need an occasional change in them as well as

of-basic form. -They should be more human, more true to life-

Z::itfonct?rhed'with things, objective and subjective. Indian
CIng 1s now coming again into its own, thanks, to the

zealous exponents of the art., It hae effectively shaken off

;::::;g.ma ignorantly attached to it by wrong associations. It

offort ;Ezfl‘;?lﬁi,ngly Practised even in private homes. Every

Kinds of ! be mftde to encourage dancing and the special
 of music its different schools require.
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It is a welcome sign that music is now included in.
oourses of study in schools and colleges but there is a great deal
to be done before it becomes a major subject of study as it.
ought to. The accomplishment of this aim lies to a large
extent in the hands of teachers of music.

I dare not presume to take up more of your time by
indulging in expatiation of ideas on the improvement of the
art and scince of South Indian Music of which there are
assembled here all the cream of expert exponents and
practitioners. But I should urge, though it may seem
platitudinous at this time, the need for protecting orthodoxy
and tradition acquired by South Indian Music and warn
against the danger of deviation into by-paths that may injure
the development of the scicnce. I support the prevalent
desire of promoting songs in the mother-tongues of all people
of our great Motherland and maintain that the art will be cer-
tainly enriched by the output of new songs of quality and charm
and appeal in our difierent languages. I greatly approve the
idea of encouraging such compositions which, however, should
keep faithful to the well-developed rules of the Musical
Science and the olassic excellence that have been fixed by the
hand of time. The valie of such contributions and additions
to our heritage of music cannot be easily exaggerated. I
close my humble address with repeating the following
remarks made by a distinguished predecessor of mine from
this chair:

“Tt is inevitable that a careful building up of an art
through the centuries should have led to the crystallisation of
certain forms as proper and true. A grammar is thus the
foundation of art and an understanding of it is necessary for
a full appreciation of it. Lf this were recognised one would
not hear people remarking that they know nothing. of the
soience of music but that they could recognise good music when
they heard it ; for, that would mean nothing more than.what
they like is good music. I may therefore be permitted to plead
for a study of music by the audience, at least to the extent
sufficient to make intelligent appreciation possible, This, in
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turn, will put the artist on his metstle to raise the level of the

performances. For such a purpose the Music Academy is

particularly suited.”

The Rajah Saheb of Sivaganga then declared the
conference open,

~ Sri E. V. Sundara Reddi proposed a vote of thanks to the
Rajah of Sivaganga.

Election of the President

Sangita Kalandhi Palladam Sanjiva Rao proposed
Vidvan Semmangudi Srinivasa Aiyar to the chair. In doing
8o, he referred to the great gifts of Sri Srinivasa Aiyar as
a musician.

Seconding the motion, Sangita Kalandhi T. L. Venkata-
rama Aiyar said that Vidvan Srinivasa Aiyar shared with the
late Muthia Bhagavatar the credit of popularising the com.
positions of H. H. Maharajah Swati Tirunal, which had earned
for him the well deserved titile of Rajasevanirata.

The Hon. Sri R. B. Ramakrishna Raju, in supporting
the motion, said that it was a treat to hear Srinivasa
Aiyar sing.

Sri K. V. Krishnaswamy Aiyar then garla.nded’

8ri Srinivasa Aiyar amidst cheers.

PRESIDENTIAL ADDRESS
by Sri Vidvan Semmangudi Srinivasa Iyer
,. Vidvan Srinivasa Aiyer, in the course of his speech,
thanked the Music Academy for the honour done to him by
elécting him President of the year’s Conference and offered
homage to his gurus Messrs. Semmangudi Narayanaswami
_ Alyatr, Tiruvidaimarudur Sakarama Reao, Umayalpuram
'Swammatha Aiyer and Maharajapuram Viswanatha Aiyar.
Hesaid: The Academy had been striving for the past 22 yéars
‘amldst several handicaps to serve the cause of music and had a
:notable record of work to its credit. It had published well-
jmown Sanskrit works on Carnatic music like the Sangita
‘Sudha ”, *“Sangita Saramrita ”, *‘ Chaturdandi Prakasiks i
jt had been responsible for the mtroductmn of Carnatic musio
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as a course of study in South Indian Universities; it had
brought eminent musicians together to discuss the lakshya
and lakshana of ragas and had raised the status of Vidvans
to no small extent. The Vidvan added he could well testify
to the useful service the Academy had done to the cause of
music as his own career in the line practically coincided with
the life of the Academy.

Pointing out that the Vidvans by themselves could not
conduct an effective musical organisation without monetary
support or the co-operation of connoisseurs in music,
Sri Srinivasa Aiyar appealed to fellow Vidvans to treat the
Academy as their own organisation and do their bit in the
service of their muse. Carnatic music had always been
fostered by the courts, and the help given by Mysore and
Travancore Durbars in this direction could not be over-
estimated. Travancore had established the Sri Swati Tirunal
Music Academy to promote the Carnatic musical tradition.
It was the ambition of the late Gayakasikhamani Dr. L:
Muthiah Bhagavatar, its former Principal, to make the
Academy a fullblown Gurukula in music. The Vidvan re-
quested the Madras Music Academy and other bodies as also

the Vidvans to help him organise and conduct the Gurukula.

The administrations in the various provinces could do a
great deal to improve the art of music, the Vidvan continued.
Only the other day the Premier of Madras stated at Ettiya-
puram at the Bharati Memorial function that the duty of
fostering the arts, performed by the Rajas in olden days, now
devolved on the Governments., W hile music had found a place
in the curriculum of schools and universities, the Vidvan could
not consider that sufficient prominence had been given to - it.
Besides introducing graded courses -of varying durationsin
music in our Universities, facilities must be provided for higher
research in the mysteries of sound with the co-operation of
physicists.

Vidvan Srinivasa Aiyer urged the need for establishing
a University solely devoted to music if the art should progress
on proper lines. Among the duties of such a University
would be the publication in vernaculars of Sanskri$
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works' on music like ‘‘ Narade Siksha”, ‘‘ Bharata Natya
Sastra ’, * Brihad Desi”’, * Sangita Ratnakara’’, ‘ Sangita
Makaranda”, “Sangita Parijata”, ‘ Raga Vibodha’,
“Sangita Sudha”, ““Sangita Samaya Sara”, *“ Meladhikara
Lakshana”,  Swara Mela Kalanidhi ”, ¢ Sangita Damodara ”,
¢ Sangita Darpana ", ¢ Sangita Sarvartha Sara Sangraha”,
¢ Sangita Saramrita ”’, and ‘‘ Sangita Sangraha Chudamani .
It was also necessary to publish in readily understandable
style the substance of classical works in Tamil referring to the
ancient music such as “ Silappadikaram . '

+. » Proceeding, Vidvan Srinivasa Aiyar said that our radio
stations could render great help to the cause by broadeasting
Sampradaya or traditional music and by setting standards
in .the matter of lakshya and lakshane. Just as musical
paste among the young is cultivated as part of their educa-
tion, the Religious Endowments Department of the Govern-
ment could well spread classical music by getting the services
of well-informed and enthusiastic Vidvans to sing in temples.
The President requested the Government on behalf of
the Vidvans to exempt the Academy and such institutions
working for the cause of music—including all musical sabhas

—from the payment of Entertainment Tax and help them -

with funds.

© ““Our music”, Sri Srinivasa Aiyar added, should not be
classed as an entertainment in the accustomed sense of the
term. As Sri Tyagarajaswami had said in his Kriti
“Nadatanumanisam” in Chittaranjani, the musical notes had
‘s divine origin, for they came out of the five faces of Lord
Sankara . (Satyojatadi  panchavakiraja — Sarigamapadhani
wvara saplaswara). Sangita had been practised by Devatas
and Rishis as means (Upasana Marga) to the attainment of
‘salvation (Moksha).

4

Sarngadeva had pointed out in his *‘ Sangita Ratnakara”
that the four purusharthas (Dharma, Artha, Kama, Moksha)
could 'be secured .only through the art of Sangita. Sri
Tyagarajaswami had also alluded to this in his Kriti
*'8angjta Sastra Guanamu”. Another seer had stated *“ Con-
emplagion of God done once with a pure mind is equal to
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chanting a crore of mantras; communion with the Infinite
on one occasion is better than a crore minutes of contem-
plation; and one sweet song is superior to even a crore of
such communions”. Fine music had thus a high and
glorious place assigned to it. Devotees of such a superior
art' of Sangita included Gods and Goddesses—Siva, Parvati,
Brahma—devatas like Indra, Vayu; Rishis like Bharata,
Kasyapa, Narada; Bhaktas like Anjaneya ; kings like Bhoja,
Somesvara; and Acharyas like Abinavagupta. Sri Tyaga-
raja enumerates such a list of noble devotees in his kritis.
Such an art was taken up by great men like Kallinatha,
Vidyaranya, Jayadeva, Purandara Dasa, Ilangovadigal,
Venkatamakhi, Ramamatya, Somanatha, Kshetragna, Sri
Tyagaraja, Muthuswami Dikshitar, Syama Sastri, Swati
Tiranal Maharaja, Arunachala Kavi, Muthutandavar,
Gopalakrishna Bharati and numerous others. The renais-
sance in mnusic which we witness was largely due to their
devotional pursuit and missionary zeal to spread it through-
out this land.. In shor, they gave this art its letters of
credit. : :

These wvaggeyakaras (composers), the President said,
gave us the fundamentals of Ragalakshana and the various
Kipds (Lakshyas) of compositions like Gita, Prabandha,.
Suludi, Thaya, Varna, Kirtana and Pada, through the Guru—
Sishya method. It was our duty to collect their works
(Sahitya Lakshya) and publish them in book form intelligible
to the student of music. It was only by teaching and
practising the various lakshyas could we preserve our Raga
structure on which rested our Sangita. Through the practice
of the traditional lakshye and lakshana a student could
gecure voice culture and sing in the three sthayis with ease,
Ghana and Naya. The Vidvan “here commended the
example of North Indian musicians who regularly practised
with the purpose of voice - culture in view. If one could
produce nada from the ‘Mooladhara’ (navel region) and
sing ~freely and with ease it was veritably a yoga practice
similar to Franayama. A fine voice as defined by Sarnga..
deva could be had only in a well preseved body and oconstany
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practice was essential. The Vidvan emphasised the need
for greater attention being paid to voice-culture as on this
depended the singing of any song. He wished that such
institutions as the Academy should get the services of
competent persons who could help music students in this
direction of voice-culture or send the students with the aid
of Government to North India for such training. He added
that he was always prepared to do whatever he could in the
matter.

- . Sri Srinivasa Aiyar concluded his address with an appeal
to the Vidvans to take to Veena also as that was the only in-
strument which would help a singer to understand the
delicate ¢ Gamakas’ of Carnatic music and the tonal values
of Swaras. He would also ask the younger Vidvans to
achieve individuality. He requested that greater encourage-
ment should be given to the practice of the flute, interest in
which was waning noticeably.
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The proceedings of the opening function terminated with
a vooal music concert by Srimati T. V. Vasanta, a grand-
daughter of Sangita Kalanidhi T. V. Subba Rao, accompanied
on the violin by Srimati Komalavalli and Srimati Hamsa-
damayanti on the Mridangam.

THE SECOND DAY
25th December 1947

The meeting of the Experts’ Committee of the Music
Academy, Madras, in connection with the 21st Conference of
the Academy, was held to-day at 12 noon at the Lady
Sivaswami Aiyar’s Girls’ High School Hall, Mylapore.
Travancore Asthana Vidvan Rajyasevanirata Semmangudi
R. Srinivasa Aiyar, the President of the Conference was in
the chair. '

The following was the Agenda for the Conference:—

1. Raga Lakshanas: of Kanada, Mandari, Brindavana
Saranga and Desakshi.

2. Demonstrations: will include among others :
(i) by Sangita Kalanidhis Tiger Varadachariar
and Maharajapuram Visvanatha Iyer.

(ii) Pallavi Singing by Travancore Asthana Vid-
vans Alattur Brothers.

(iii) Hindusthani and Carnatic Music by Vidvan
Valadi Krishna Iyer.

3. Voice Culture. '
4, Resolutions: will' include among others’ one from

8ri C. S. Iyer on Carnatic Music and Equal
tempered instruments,

5. Papers will include among others :
(i) Ragas before and after Sri Tyaga,raja. by Srl
Hulugur Krishnacharya.

(ii) Music and Dance Mss. in the Sarasvati Mahal

Library, Tanjore, by Sri K. Vasudeva Sastri,
Tanjote.
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6, Raga and Rasa,
7. Tala.
8. Bharata Natya.
9

Any other subject that may be brought forward
with the permission of the President.

The proceedings began with the singing of prayer,
“Sri Muladhara® of Dikshitar, in Sri Raga by Sri
S. Srinivasa Rao.

Lecture and Demonstration on Hindusthani
and Carnatic Music

Vidvan Valadi Krishna Aiyer of the Music Department
of the Madras University then gave an interesting musical
discourse emphasising the distinctive features of the two
styles of the fundamentally same Indian music, namely,
Hindusthani and Carnatic. He sang the Hindusthani Joanpuri
and sang also Sri Tyagaraja’s piece “ Sri Rama Padama
to show how the bhava had taken a complete Carnatic turn in
the saint’s composition. Singing again Mokanam in both
Hindusthani and Carnatic styles, he showed how the Jaru
distinguished the former and how different were the gamakas
which’ subtly distinguished the same swaras in the Carnatic
form. 'The Vidvan illustrated the point again by singing
Subha Pantuvarali and the piece * Nepogadakunte.” The
substance of the ragas, he said, was the same; but the graces
were different and further amplification of the same point
was made with the singing of Dikshitar’s piece * Varalakshmi’’
and *“8ri Gonapati” of Tyagargja in Sourashtra. In this
connection Vidvan Krishna Aiyar recalled how distinguished
Carnatic musicians of the last generation like Kivalur
Ramachandra Bhagavatar and Tanjore Panchapakesa Bhaga-
vatar mastered the Hindusthani style also without detriment
to their rendering of Carnatic music.

l?roceeding, Vidvan Krishna Aiyar regretted the ‘‘ great
deterioration that had set in in Carnatic music by the loss
of Pusthi and bhava ™ and endorsed the appeal which President
Semmangudi Srinivasa Aiyar made in his address to the
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rising musicians on the necessity for adequate Sadhakam.
Singing snatches of ragas like Bhairavi, Suddha Savert and
Asaveri he pointed out the need to bring out in alapana the
correct substance and form of ragas centering round cerfain
characteristic prayogas which distinguished them respectively
from allied ragas like Manji or Arabhi or Tods. He recalled
the great standards set by the musician.-stalwarts of the
previous generation like Maha Vaidyanatha Aiyar, Koneriraja-
puram Vaidyanatha Aiyar, Tirukodikaval Krishna Aiyar
and Govindaswamy Pillai. K

Paper on Music and Dance Manuscripts

Sri K. Vasudeva sastri of the Saraswathi Mahal Library,
Tanjore, then read a paper in Tamil on the valuable dance and
music manuscripts in the Tanjore Library. He first noticed a
manuscript on Samagana which mentioned nine kinds of.
veenas to be employed in Sama chant and then surveyed the
manuscripts bearing on natya like the Nalyasastra of Bharata,
the Bharatarnava of Nandikeswara and the Sangitamuktavals.
With the last name especially, he said, there were really two:
different works, the lesser known one being the more impor-
tant. He then explained in brief the very useful data bearing
on the technique of dancing contained in these treatises. ‘

Condolence Resolution N

The Conference then passed a resolution expressing
condolence on the demise of two members of the Experts’
Committee, Sri M. S. Ramaswami Aiyar and Dr. E. 8.
Shankaranarayana Aiyar and placing on record their valuable
gervices to the Academy. The resolution was adopted, the
members standing. ' ‘

THE THIRD DAY
96th December 1947

Paper on Music and Dance Mss. Continued
Continuing the lecture on his paper, * dance and musié
manuscripts in Tanjore Library” Sri K. Vasudeva Sastri
referred to the dance manuscripts like ‘ Bharatarnava ’’ and
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“ Bharatasastra Sangraha ” and emphasised the value of one
particular manuscript  * Sringara Sekhara” by Veera
Bhallata for its naiya contents. He then dealt with the
musical aspects of the manuscripts and spoke at length about
the ¢ great contribution > of King Shaji to Carnatic Music, but
the lecturer added that it had not received adequate recogni-
tion. Proceeding, he said, that the most important music
material which he had been able to unearth in the Library
was represented by a collection of manuscripts containing
detailed treatment in the form of Gita, Prabhanda, Thaya
and Alapa of a large number of ragas of the time of Shaji,
technical treatises on Carnatic music as well as a good
number of musical compositions, particularly on God
Tyagaraja of Tiruvarur, bearing the king’s name. One of
the king’s collaborators, the lecturer stated, was a brother
of Giriraja Kavi of Tiruvarur. It was possible that the last
named was the same as the grand-father of Saint Tyagaraja.
In conclusion, Sri Vasudeva Sastri put in a strong plea
that ‘* the true greatness of King Shaji of Tanjore to whom
the all round cultural advancement of the Tanjore area was
largely due, must be fully realised.” He also suggested that

further investigations might be undertaken in regard to -

King Shaji’s contribution to Carnatic music in particular.
The President thanked the lecturer for his informative
address.

" Paper on Carnatic Music and Equal-temperament
: Instruments )

... Sri C. §. Aiyar then read a paper on ‘‘ Carnatic Music

and Equal-temperament Instruments,” expressing the view

that instruments of equal-temperament and fixéd keys of the

 West and wind instruments like the clarinet were unsuited
to Carnatic music and that it was the duty of learned men
and bodies to prevent the playing of Carnatic music on those
instruments, even as they had done in the case of harmonium.
He explained the physical aspects of the sound and the notes
in‘the Indian and European instruments and quoted authori-
ties like Capt. Day and Fox Strangways and drew particular
attention to the opinion of Maud MacCarthy who bad
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"expressed strong views on the unsuitability of the piano and

other keyed instruments.

As some of the members present desired to express their
views on Sri C. 8. Aiyar’s paper, further discussion was
adjourned to the next day.

THE FOURTH DAY
2Tth December 1947

A Lecture on Tyagaraja
When the Experts’ Committee assembled on the 27th,
Pandit Kalluri Virabhadra Sastri gave a brief talk on Sri
Tyagaraja. The President thanked the lecturer.

Carnatic Music and Equal-tempernant Instruments

Taking up the discussion initiated by SriC. S. Aiyar on the
previous day on the unsuitability and the consequent need for
the elimination of the equal - temperament instruments, ins«
truments with fixed keys, clarinet ete., Prof. P. Sambamurti
explained the distinction between equal - temperament and just
intonation and observed that while playing solo, even European
violinists maintained only just intonation. While he agreed
with Sri Aiyar that equal - temperament instruments as such
might be considered unsuitable for the gamakas ete., of our
music, capable Indian players who were absorbed in our ragas
could effectively bring out the subtlities of our swaras and
gamakas and mentioned the instances of the late Jagannatha
Bhat Goswami and Saranga Naidu who successfully adapted
non-Carnatic instruments like the Sarangi. " He referred to the
clarinet having come to stay for the past one and half
centuries especially as a common accompaniment in our dance
performances.

Sri Radhakrishna Naidu of the A. 1. R. Madras gave a
few demonstrations on the clarinet to show how far the graces
as well as modulations could be effected by a capable player.
He also showed to what extent the clarinet could reproduce
Carnatic music by accompanying Sri 8. Srinivasa Rao who
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§ang a Dikshitar’s piece in vilambakala and a piece of Tyagara]a‘

in madh_/amakala

" The prevalent opinion was that though such instruments
were by construction not suited to our music yet capable
artistes had always succeeded in minimising the defects. While
Sri Aiyar wanted to go further that when they were not
accepted as suitable they could as well be eliminated, the
President, Vidvan Semmangudi Srinivasa Aiyar intervened
and observed that we should welcome any new addition which
could be suitably adapted to our music. Referring particularly
$0.8ri Aiyar’s criticism of the addition of ‘sympathetic strings’
in stringed instruments, he mentioned that his own Guru, the
late Sakharama Rao of Tiruvadamarudur, had twelve
‘ sympathetic strings ’ on his gotu vadyam which sounded only
when Suddha swaras were played and did not interfere when
a nate like the Gowla rishaba or the Saveri dhatvata was pro-
duced He also observed that music was one though the
oxtemal form varied from place to place and said that
Hlndustha.m would never spoil our system and indeed much
‘ could be effectively absorbed by us by a careful study.
" ' Moved by Sri C. 8. Aiyar and seconded by Sri T. V.
Subba. Rag, the conference adopted the resolution that instru-

ments tuned to equal temperament like the clarinet were unsui
ted to Carnatic music,

THE FIFTH DAY
28th December 1947

Violin and Additional Strings

.. The Experts’ Committee of the Music Academy, Madras,

met-, to-day under the presidentship of Vidvan Semmangudi
R. Srinivasa Aiyar.

- ‘With reference to the discussion on the previous day on
the advisability of additional strings on the violin, Asthana
Vidvan T. Chowdiah gave to-day a demonstration on his
seven-stringed violin. To begin with, there was a demonstra-
tion on Gottuvadyam fitted with twelve sympathetic strings
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by Vidvan Parthasarathi Iyengar. Then, accompanied by
Vidvan R. K. Venkatarama Sastri on his four-stringed violin,
Vidvan Chowdiah played on his seven-stringed violin ‘ Mana-
vyalaginchi’ in Nalinakantt and ‘‘ Ikanaina > in Pushpalatika.
He observed that it was quite wrong to suppose that the violin
was a foreign instrument, as there were to be found representa-
tions in sculpture of such stringed instruments played by bow
in ancient India, and referred to it as Dhanur Veena. One
such representation, he said, was to be found in the Agastees-
wara Temple at his own native village on the banks of the
Cauveri in T. Narasipur taluk. Tracing the history of his own
seven stringed violin, the Vidvan referred to his experiments
extending over some years and beginning with the introduc-
tion of two additional strings and the approval which his late
Guru Vidvan Bidaram Krishnappa himself gave to his inno-
vation. He mentioned that the leading vocalists like Vidvans
Ariyakudi Ramanuja Iyengar, Semmangudi Srinivasa Aiyar,
G. N. Balasubramanian, and Madura Mani Aiyar had wel-
comed his accompanying them in the concerts on his seven-
stringed violin. Referring to the need for such additional
strings, he said that the additional strings had to be resorted

.to for giving full tone and audibility when the vocalists sang

to a low sruti.

Sri C. 8. Aiyar read out from his book on violin to show that
he had realised himself the reasons which led the Vidvan to add
the additional strings. But he maintained still that the pure
violin tonesuffered by the additional strings. Vidvan Chowdiah
showed another violin with twelve sympathetic strings.

“The President, Vidvan Semmangudi Srinivasa Aiyar,
wound up the discussion by an appeal for adopting the golden
mean between purity and orthodoxy on the one hand and
innovation and progress on the other. While he said he had
his own regard for the good work which Sri C. 8. Aiyar was
doing on the academic side, he would add his own testimony
to the fact of the excellence of the accompaniment of Vidvan
T. Chowdiah on his seven-stringed violin. He also thanked
Vidvan T. Chowdiah for his demonstration,
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THE SIXTH DAY
29th December 1947

The Maharajah Swati Tirunal Day

Maharajah Swati Tirunal Day was celebrated to-day with
great enthusiasm under the auspices of the Experts’ Com-
mittee of the Music Academy, Madras, at Lady Sivaswami
Aiyar’s Girls’ High School Hall. Vidvan Semmangudi Srinivasa
Aiyar presided.

There was a large gathering of musicians and music
fovers. The President, Vidvans G. N. Balasubramanian,
Madura Mani Aiyar and Alathoor Brothers rendered select
kritis of the Maharajah on the occasion. They were accom-
panied by Vidvans Rajamanickam Pillai, Papa Venkataram-
iyah, T. Chowdiah, Palghat Mani Aiyar, Palani Subramanya
Pillai and Master Raghu.

A short talk on the life, work and contribution to music
.9y Maharajah Swati Tirunal was given by Prof. R. Srinivasan
of Trivandrum. He referred to the achievements of the
Maharajah in matters of administration,education and scientific

advancement, like the compilation of the penal code, the .

establishment of regular schools and the Observatory and
the preparation of an easy grammar. The lesturer then
spoke about the 'songs the Maharajah had composed
and mentioned the pioneering efforts of Sri Chidambara
Vadhyar in popularising the Royal Composer's songs, and
the distinguished work Dr. L. Muthish Bhagavatar and
Rajyasevanirata Vidvan Semmangudi Srinivasa Aiyar had
done for the greater popularisation of these songs. Thanks
to these leading Vidvans, the Maharajah’s songs had become
very popular and this was evidenced by the large number
of entries in the competition in the Maharajah’s songs held by
the Academy. Before concluding, Prof. Srinivasan referred
to the discovery of fresh manuscript material containing the
musical contributions of the Maharajah, like the manuscript
recently found at Kilimanur Palace,
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After the President had thanked .the lecturer, some of
the Maharajah’s compositions were sung by the leading
Vidvans present. :

The function concluded with the taking of a group
photo of those who participated in the celebration.

THE SEVENTH DAY
30th December 1947
Discussion on Raga lakshana

The Expert’s Committee convened in connection with
the 21st Music Conference met at 8 a.m. to-day. Vidvan
Semmangudi Srinivasa Aiyar, President, was in the Chair.

Discussion of ragalakshanas was taken up. The President
first proposed the raga Mandari for discussion and invited
the experts present to express their views.

Mandari

The President said that in some books Mandari was
found under the 50th mela Namanarayani; but the pieces in
this raga as now sung showed that it should be wunder the

51st mela, Ramakriya.

Vidvan Valadi Krishna Aiyar sang the Tyagaraja kriti
¢ Parolokabhaya’ with kakali wnishada. Vidvans Parur
Sundaram Aiyar, Veena Narayanaswami Aiyar and Bharatam
Narayanaswami Aiyar agreed with this view. Sangita
Kalnidhi T. V. Subba Rao explained that previously this
raga was classified under Namanarayani; but it was clear that
kaisiki nishada did not have samvadifva and hence the change
over to kakali was more natural and scientific and the raga

- as such should be classified under the 518t mela. Sri

S. Srinivasa Rao explained the view of Sangita Kalanidhi
Tiger Varadachariar at whose suggestion this raga was
included in the discussion. Sri Tiger Varadachariar, he
said, told him that though kakali was held to be in vogue,
what actually happened was that there was deliberate
effort to reach kakaldé and more often only the kaisika
actually occurred. "Hence Tiger Varadachariar desired tg
have it discussed.
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- Sangita Kalanidhi T. L. Venkatarama Aiyar sang
Dikshitar’s song ¢ Bhaktsvatsalam’ in Vamsavati, 54th mela,
which he said counded like Mandari but for the shatsrutz
dhawata

The President proposed that Mandari was to be classified
under the 5lst mela and that the arohana and avarohana
were sa ri ga ma pa ni sa and sa ni pa ma ga ri sa. All the
Vidvans agreed with this decision.

Kanada

The President then proposed the raga Kanade for
discussion and requested the vidvans to offer their views.
This had been discussed in the Music Academy Conference in
1931 when it was decided as a janya of 22nd mela with its
arohana and avarohana as sa ri gao ma pa ma dha n¢ sa and
sa ni pa dha ni dha pa ma ga ma re sa; and that Suddha
dhaivata was not admissible.

Veena Narayanaswami Aiyar said that pa dha ni dha pa
must be sung together with ma. Madura Subramanya Aiyar
agreed with the above and said that the prayoga occurred in
Tyagaraja’s kritis.

The President referred to the paucity of ample lakshyas
or textual authorities for this rage and wanted to know if the.

suddha dhaivata in vogue was proper or improper.
Sri C. 8. Aiyar said that no suddha dhaivata occurred.

Sri T. V. Subba Rao said that in older books the rago
was found as Karnataka and Purandaradas had many padas
in it; in the north it appeared as Kanra and some varieties of
it were also in vogue, for instance, with suddha dhaivate it
was Durbari Kanada. Some artistes used alpa kakali nishada
and antaragandhara to impart the characteristic rakfi to the
raga. It was not possible to lay down its swaras in ful] or
‘Precise terms, it being essentially a rakti raga.

The President proposed that as the previous decision was.

sa.tlsfactory it might be accepted and re-affirmed. All the
vidvans agreed with this view.
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Desakshi

The President then proposed the raga Desakshi IfOl"
discussion. He referred to this raga as a rare one, not having
many lakshyas to guide them. He added that it was the 35th
mela as was signified by the nomenclature Sailadesakshi or
Sulini. '

Vidvan Madura Subrahmanya Aiyar said that it was a
janya of Charukesi. Sri Jalatarangam Ramaniah Chetti
said that he had heard a Ramayana kirtana O Rakshasulara’
sung in the 28th Harikambhoji mela taking sa ri ga ma pa dhq
sa sa ni dha pa ma ga ri sa. Veena Varadiah, a descendent of
Bobbili Kesaviah, said that he had also heard the same
Ramayana kirtana, but it was sung only in Bilahari. He
also said that there was a jatiswarae in Desakshi by his grand-
father Vijaya Varadiah, according to which Desakshi was the
35th mela with ma ¢ (shatsruli) sa. : T

* Chilakalpudi Venkateswara Sarma sang portions of a
lakshana gitam and said that it came under Sankarabharanam,
regarding which the President later said that in texts like the
Chaturdandiprakasika, there was a Narayanadesakshi under
Sankarabharana mela. Sri T. V. Subba Rao observed that
there really scemed to be two varieties of Desakshi which. was
known to be a morning raga for a long time; one of them
took kaishiki and kakali nishade and the other was a janya
of the 35th mela ; he also referred to the Askiapad: in Desakshi.

With reference to the Asitapadi, the President said that
the metius of the Ashtapadis had undergone changes and that
he had himself heard traditional Bhajana singers sing the
particular Ashlapadi in Saranga and that it was rather not
safe to rely on the Ashtapadis,

Sri T. L. Venkatarama Aiyar traced the hlstory of
Desakshi from the time of Sangitasara of Sri Vidyaranya who
propounded 15 melas on which Govinda Dikshita based himself
in his Sangitasudha. Desakshi was found there as one of the
melas : it could be seen clearly in the books up to the Sangita-
saramrita of Tulajaji. According to all these authorities,
it took shatsruti rishabha and kakali nishada and its arokana,
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and avarohana were sa ma ga pa dha sa and sa ni dha nt pa
ma ¢ sa; and sa wi pa ma ri S& Was mMOre flzeque.ant. 'I:‘he
President referred to the song of Dikshitar’s pupil Sri Ponniah
Pillai of Tanjore, and Sri S. Srinivasa Rao who ‘ha.d lt.aar?t !she
piece from the late Sangita Kalanidhi K. Ponniah Pillai him-

self sang that piece Sarasakshi (published also in Peruvudayan

Perisat). ,

Sangita Kalanidhi Palladam Sanjiva Rao sa'\id that as the
gong bad the name Sailadesakshi and had chittaswara also,
it could be taken as our guide and the lakshana of the raga
determined accordingly.

Sangita Kalanidhi Ariyakudi Ramanuja Iyengar asked
the song to be sung again and observed that as he ha.d'
previously also remembered to have heard th(?. shatsruls
rishaba, the raga could not come under Harikambho}, but was
only the 35th mela. He was also of the view that the cfomposx-
tion of Sri Ponniah Pillai eould be accepted as the basis of the
lakshana of this raga.

After a reference to Dikshitar’s ¢ Sri Sulinim ’ in this raga
a portion of which was sung, the Conference adop'te.d the
following decision : Desakshi was a janya of 35th Sulini mela
and its arohana and avarohana were sa ma ga pa dha sa and
sa ni dha pa ma ri sa.

Brindavana Saranga

The President then initiated discussion on raga Brind(.z-
vanag Saranga. This had been discussed in the Music
Academy Conference of 1932.

Vidvan Kalidas Nilakantha Aiyar began by saying that
this raga was a janya ef the 22nd Kharaharapriya mela and
that its arohana and avarohana were sa ri ma pa ni sa and sa
ni pa ma ri ga sa. He also sang Patnam Subramania Aiyar’s
piece ¢ Sarasirubasana’ with the prayogas pa ma ri sa frequen-
tly and sa 7 ga sa once.

Vidvan Valadi Krishna Aiyar sang the song differently
and maintained ri ga ga ri sa and added that ri ga sa was
an important prayoga.
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Jalatarangam Ramaniah Chetti expressed agreement
with this view. Vidvan Parur Sundaram Aiyar said that
according to Dikshitar’s song in the raga, there was no
gandhara and the two nishadas occurred. Madura Subrah-
manya  Aiyar observed that in Tyagaraja’s song
‘ Kamalaptakula’ ri ga sz occurred and later referred to his
authority as having been handed down from Manambucha-
vadi Venkatasubbiah.

Parur Sundaram Aiyar sang Dikshitar’s ¢ Soundararajan’
without ga but Sri Srinivasa Rao sang the more authentic
version wherein gandhara occurred. Sri T. L. Venkatarama
Aiyar said that there were on the whole three pieces in that
raga known to him, besides the gita of Venkatamakhi, and of
these he sang ‘Rangapuravihara’ with Sri Srinivasa Rao.
According to Venkatamakhi, therc was no gandhare and it
was later added as an alpa hrasva svara and it had been in

vogue for a hundred years; there was also a little of kakali
nishada,

According to Sri T. V. Subba Rao there was no kakali
nishada but there was a clean gandhara according to
Tyagaraja’s version of this raga. Sri T. L. Venkatarama
Aiyar referred to a Devarnama of Purandaradas which the
late Muthiah Bhagavatar mentioned when this rage was
discussed in 1932.

The President then sang a Hindi composition of the
Maharajah Sri Swati Tirunal ¢ chaliye kunja namo’ whoge raga
was mentioned as Brindavana Saranga. Sri Ariyakudi
Ramanuja Iyengar observed that the raga in that song
sounded absolutely Hindusthani. Sri T. V. Subba Rao said
that Sri Tyagaraja gave it a Carnatic bhava and it was better
to distinguish and accept the two varieties. Sri T. L. Venka-
tarama Aiyar contended that after all the patha of
‘Kamalaptakula’ of Tyagaraja that was current might not
have been authentic and Sri Pattnam Subramania Aiyar, who
composed after the time of the authority of printed books
of Tatchur Brothers, might not be a very reliable authority,
Sri Palladam Sanjiva Rao said that he could testify to the

3
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authenticity of the version of ‘Kamalaptakula’ and the -

President said that in the matter of the authenticity of the
patha of that song, they should accept the view of doyens
like Sri Sanjiva Rao.

The President suggested that it was better to decide the
matter by proposing two distinct varieties of the raga
Brindavana Saranga and distinguishing the variety of the
Hindusthani raga adapted by Tyagaraja to Carnatic bhava as
the Karnataka Brindavana Saranga. Sri T. V. Subba Rao
and Ariayakudi Ramanuja Iyengar supported the proposition.
The other vidvans gave their unanimous support to this
proposition.

The Experts’ Committee re-assembled at 12 noon again.

Pallavi Demonstration

Asthana Vidvans Alathur Brothers accompanied by
Asthana Vidvan Palghat Mani Ajyar gave a demonstration of
pallavi singing before a large audience. Sri T. V. Subba Rao
introduced the Vidvans and referred to their having
specialised in pallavi singing.

Altogether five pallavis were rendered by the vidvans:
‘Saravanajata’ in khanda jati triputa, trisra nadai, sunduveral
samam ; ‘Niranjaname’ in {risra jati rupake khanda nadai ;
‘Sri Sadasiva’ in trisra jati jhampa, misra nadai; © Saravana-
bhava’ in chaturasra rupaka, sankrina nadai; and * Velavane’
in khanda triputa chaturasra nadai—the last four being in
sama eduppu.

The President\ thanked the vidvans and said that he had
known them specialising in pallavi singing from their early
boyhood days and referred to pallavi as one of the many
important branches of the many sided and rich art of Carnatic
music., He also referred to the precision of the rendering and
knowledge of the two vidvans. He also paid a glowing tribute
to Palghat Mani Aiyar. The display of intricate pallavi singing,
t~he President added, should be done with diserimination and
sense of proportion.
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A demonstration on the Flute

Sangita - Kalanidhi Palladam Sanjiva Rao then gave a
demonstration on his flute. The Vidvan sang in the
sampradaya style a number of ragas and pieces, Bhairavi—
‘Koluvaiyunnade’, Devagandhari—‘Ksheera-sagara’, Saraswats
Manohari— ‘Endavedn’, Garudadhvani— Emineramun’ (a Gar-
bhapuri piece), and then gave a delightful ragamala—dhiri,
Nilambari, Asavers and Yadukulakambhoji. The demonstration
ended with the rendering of ‘Heccharika’. Vidvans
Srinivasan and Atturi Venkateswara Chaudri accompanied on
the violin and the mirdangam respectively.

While thanking Sri Palladam Sanjiva Rao for the
demonstration, the President referred to senior vidvans like
Sri Sanjiva Rao as living embodiments of the sampradaya of
Carnatic music and their presence amidst them as a blessing,

THE EIGHTH DAY
31st December 1947

The last meeting of the Experts’ Committee of the Music
Academy convened in connection with the 21st Music Confer-
ence was held to-day at 8-30 a.m. in the Sri Sundareswarar
Hall, Mylapore, with the President, Sri Semmangudi Srinivasa
Aiyar in the chair.

Paper on Ragas before and after Tyagaraja

Vidvan Hulugur Krishnachar read a paper on the subject
of ragas before and after Tyagaraja. He traced the history
of the ragas from Bharata downwards and pointed out the
essentials which made the raga. Bringing his survey up to
king Tulajaji, the lecturer said that upto that period the ragas
were only limited in number. But suddenly there began to crop
up under the Melakarta system a vast number of ragas which
however did not deserve the name raga, in the full sense of the
term. An ‘Arohana’ and ‘Avarohana’ on a ‘ Vakrasanchara ’
did not constitute a raga and those new-fangled ragas could
hardly satisfy the lakshana of raga as laid down in the classical
texts. No doubt in a large number of them, master-composers
like Tyagaraja had constituted compositions but still some of
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them did not have scope enough for the full play of the art
of the singer. The full text of the paper is published
elsewhere in this issue of the Journal.

Thanking him, the president said that he did agree with
the lecturer that it was the older ragas that were really soul-
satisfying but the new ragas too had their own place, in so
far as they contributed to the variety of interest and the scope
they gave to the artiste for skilful manipulation.

Bharata Natya

Tandava Pandita Bharatam WNallur Narayanaswami
Aiyar gave a talk on the art of Natya as maintained by the
Bhagavatas of Merattur, Nallur and other villages of the
Tanjore District, where as part of the seasonal festivals of the
temple, they enacted Natakas with music and abhinaya. The
lecturer explained how at the instance of His Holiness Sri
Sankaracharya of Kamakoti Pitham, he had set to music and
dance the well-known ¢ Siva Tandava Stotra.” He then sang
one of the verses of the hymn and showed with a little
dancing how he had set the rythms for the verse.

Conclusion of the Conference

Bringing the proceedings of the Experts’ Committee of
the Music Conference to a close, the President thanked all the
vidvans for the co-operation extended by them during the
discussions. After referring to the services of the Academy
to the cause of music and the musicians, he exhorted.the
listening public to co.operate with the musicians to avoid
factious discussions and concentrate on listening and enjoying
with a true musical ear. A successful concert of music, he
said, wag a propitious blessing and one dependent on both the
listener and the musiciam.

On behalf of the members of the Experts’ Committee,
Sangitha Kalanidhi Palladam Sanjiva Rao expressed thanks
to the Academy and the President of the year.

Sri K. V. Krishnaswami Aiyar, the President of the
Academy, spoke on behalf of the Music Academy and
expressed his thankfulness to the colleagues of the Governing
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Body, the members of the public, the several donors of the
prizes, the Press, the scout volunteers, the Police, the Govern-
ment and in particullar the Ministry of Transport, the All-
India Radio, and the office-bearers of the Lady Sivaswami Aiyar
Girls’ High School, the Rasiks Ranjani Sabha and the Mylai
Sangita Sabha. He expressed his gratification that this
year the musicians had extended maximum co-operation and
even some who had not participated in the previous years,
had willingly extended their co-operation in this years’
programme. He endorsed Sri Semmangudi Srinivasa Aiyar’s
appeal that the musicians should look upon the Academy as
their own organisation, and mentioned the fact that the
musicians had already shown their attachment to the
Academy by accepting only nominal honorarium, even which
some like Sri G. N. Balasubramanian had donated back to
the Academy.

The Academy Sadas

The Sadas of the Madras Music Academy was held in the
afternoon on 31st December 1947, under the presidentship of
the Hon’ble B. Gopala Reddi, Finance Minister, Government
of Madras, to confer on the President of tho 21st Conference
of the Academy the title and insignia of Sangita Kalanidhi
and to award prizes to the winners in the Music Competitions
held during the Conference and diplomas to the successful
students of the Academy’s Teachers’ College of Music. The
Sadas was held in the Sri Sundereswarar Hall, Mylapore.

A large number of musicians and music lovers were
present.

The proceedings began with a prayer by Srimati D. K.
Pattammal, after which the convoking of the Sadas was done
by Sri K. Soundararajan, Secretary. Sangita Kalanidhi
T. L. Venkatarama Aiyar then welcomed the gathering. In
doing so, he referred to the service that was being rendered by
the Music Academy to promote and preserve Carnatic music
in all its purity, since the inception of the Academy in
December 1927.
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.. The President of the Sadas, Sri Gopala Reddi, then amidst
cheers, conferred the title of Sangita Kalanidhi on Sri
Semmangudi Srinivasa Aiyar and presented him with the
Biruda and the Birudupatra. - This was followed by congratu-
latory speeches by musicians and patrons of music.

" Speaking first, Sangita Kalanidhi Ariyakudi Ramanuja
‘Iyengar said that Sri Semmangudi Srinivasa Aiyar well
deserved the honours of the evening. Sri Rajamanickam
Pillai paid a tribute to Sri Srinivasa Aiyar’s efforts in his early
days to perfect his music before coming to limelight. The
way in which he had conducted the proceedings of the Experts’
Committee revealed this trait in him. The speaker thought
that Vidvan Semmangudi Srinivasa Aiyar had been found
popular with the rich and the poor alike. ‘

...8ri T. T. Krishnamachari after congratulating Vidvan
Semmangudi Srinivasa Aiyar on his * well-merited success”
in Carnatic music referred in appreciative terms to tho service
of the Music Academy to the cause of Carnatic Music. He,
appealed both to musicians and connoisseurs of music to give
up thinking in sectarian terms.

. The Hon’ble Sri R. B. Ramakrishna Raju, President of
- the Legislative Council, in felicitating the recepient of the
.title, suggested that musical entertainments organised by the
Music Academy might be exempted from payment of the
Entertainment Tax, as in his opinion, the Academy was
performing its function as an educational institution. He
also requested that the decisions arrived at by the Experts’
Committee of the Music Conference, might be followed by
musicians.

Speaking as a ‘lay man in music’, Sri T. R. Venkatarama
Sastri said that Vidvan Semmangudi Srinivasa Aiyar’s music
was both appealing and entertaining.

Reply by Vidvan Srinivasa Iyer

. .Replyirfg to the felicitations, Vidvan Semmangudi
Srinivasa t}xyar said that he considered himself particularly
fortunate in that the honour of Sangita Kalanidhi was
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conferred on him on Sadguru Tyagaraja Panchami Day and
in the presence of one of his revered Gurus, Sri Sangita Kala-
nidhi Maharajapuram Visvanatha Aiyar. He recalled the
suggestion of Dr. P. Subbaroyan, Home Minister, to have a
Minister for Fine Arts and added that instances were not
wanting to show that in ancient days there were eminent
musician-administrators. Saints like Tyagaraja, Dikshitar,
Syama Sastri and Purandaradasa had conceived of music as
a bhakti-marga for attaining salvation. There was a great
need, SriSrinivasa Aiyar emphasised, for preserving fine arts
in all its prestine traditional glory. Notwithstanding the
fact that music nowadays had become somewhat commercial,
he had no doubt that the significance of the bhakti aspect,
emphasised by oursavants, would soon be realised by present.-
day musicians. Promotion of Fine Arts, he added, was the
surest way of maintaining peace and harmony in the country.
The Vidvan then referred in appreciative terms to the pat-
ronage afforded to Fine Arts by the Maharajah of Travancore
and Sethu Parvathi Bai, and to the efforts to the Musio
Academy in the cause of Carnatic music. In conclusion Sri
Srinivasa Aiyar announced his decision to make an endow-
ment to the Academy to be used in an appropriate manner
to commemorate the name of the late Semmangudi Narayana-

swami Aiyar who, he said, was the first to initiate him into
* nadavidya wpasana.’
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. Distribution of Prizes
Dr. V. Raghavan, Secretary, then introduced the winners in the music competitions held during

the twentyfirst Conference ‘'and prizes were awarded to them by the President of the Sadas.

Competition Awards

LS
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PRESIDENTIAL ADDRESS

The Hon’ble B. Gopala Reddi then delivered his address as
President of the Sadas. He said I am deeply beholden to the
organisers of the Music Academy for inviting me to preside over
their 20th Sadas. I feel greatly honoured at this invitation.
While the Presidentship of the Conference is given to a savant
who has devoted his life to art and music, the honour of
presiding over the Sadas is obviously given to one who has
nothing much to do with music but one who evinces only a
general interest in the development and exposition of music.
With all the devotion, enthusiasm and ignorance of the
layman, I have accepted to preside over this convocation.

Born at the time of the last Madras Session of the
Indjan National Congress, the Academy had been functioning
for full twenty years and had taken its rightful place in the
domain of music. Year after year, you.look forward to
this great congregation of savants and exponents of Music,
almost with a heart full of piety and devotion, to discuss the
intricacies of music and try to define the actual details of
the Ragaswarupa. The Conference belongs to you and it is
intended for you. You have given your time and energy to
build it so that it can be a veritable place of knowledge and
enjoyment and I am just wondering what my place is amidst
these experts. I am only the priest for the day while the
worship is yours. While you have come to offer your
Aradhana, I hold the Harathi and I hold it before the Muse
of music so that you can view it in all its fullness.

Let me not offer any advice or preach any homilies to
you. It will be presumptive and futile if I were to attempt
to do any such thing. I have followed your proceedings
from the 23rd instant onwards. I have read the opening
speech of the Rajah Saheb of Sivaganga and the Presidential
address of our distinguished President this year, Vidvan
Srinivasa Iyer. We, who have inherited a rich heritage of
music, should not be open to the charge that we have lost
the treasure or that we have merely lived on it without
adding anything to its riches. We should not only preserve
it in its entire purity but also strive to add to its lustre by our
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constant devotion and application. It is the sacred duty
cast on us that we should carry through generations the
torch of knowledge ever adding to its glow so that it can
illumine the paths of culture and joy and the thousands of our
households. A race which has regained its soul should not be
complacent with its ancient achievements. That way lies
stagnation and consequent degeneration. We must always
be inspired with a thirst to acquire new realms of knowledge
by uninterrupted self-dedication. While we are deeply
conscious of the rich contributions to the art and science
of melody, by some of our great master-artistes like Tyaga-
raja, Dikshitar, Syama Sastriar and Maharajah Swati
Tirunal, we should not accept that they had the last word
in the subject ‘and that nothing new can be done in the field.
The possibilities are so immense like the stellar space that
even the finest and the grandest has its own invisible
superiors. Something more could always be added by one
with a rare gift and genius to do so. We want more and
more new songs seeking higher and higher prefection. God-
inspired artistes who see visions in melody must compose songs
that appeal to a vital and learned society which always
inspired by new aspirations. While it is true to say that we
should consolidate our gains and make them available to the
gociety generally, it is also true to say that we cannot, for
all time to come, live on our inheritance. Both must go
together. Sooner the posterity derives, full benefit out of our
perseverance and endeavour, to enrich our culture, the better..
While old trees must be preserved and protected, new ones
have yet to be planted to keep our garden fresh and fruitful.

With the advent of freedom, we are obliged to shoulder
new responsibilities and new problems of unprecedented
magnitude are confronting us. The society is caught in the
grip of a gigantic unrest and it does not accept the status quo’
anti with any feelings of veneration. We see signs' of a
devastating energy of iconoclasm. Ancient ideas are collap-
sing and crumbling under its onrush and we are left with a
curious sense of suspense of the course of things to come. No
one seems to know where we are being led to and nobody can



46 .THE JOURNAL OF THE MUSIC ACADEMY [voL. XIx

foretell with any amount of certainty whether the ultimate
outcome of it all is for the good of humanity or not. We sce
before us high philosophies being taught to us by our saints
and masters and we also see how man descends to deplorable
depths of barbarity and inhumanity. Whether we are reach-
ing a higher stage of human peace and prosperity is doubtful
to say, and what has happened in India in the wake of free-
dom gives us the indelible impression that man, in spite of the
experience of ages, has not learnt the elementary lessons of
life. I say this only to tell you that we are living in very
dangerous and uncertain times and that we ought to be on
our guard to see that what happens is not all progress. This
applies equally to politics and to arts.

- We cannot gain emancipation from the influence of the
past without detriment to our future growth. While our
past is the soil from which we have to derive sustenance, the
future must always remain with us as the open sky where-
from we can draw the sunshine of imspiration. ‘Emanci-
pation from the bondage of the soil is no freedom for the

tree”, says Rabindranath. The idea equally applies to races l

and nations which are constantly struggling towards progress.
While we should spread out our branches far and wide into
space, we should not lose our roots in the soil. A wise well.
regulated progressivism should be our motto and statesmen
and artistes, pbilosophers and seientists will have to work
with that restraint and catholicity. A bank is no enemy to
the river but a guide that helps it to progress from point to
point. What looks like an impediment is in many cases a
protecting wall. A wise blending of the traditions of the
Past which have survived the onslaughts of times and the
ever-widening requirements of the future is the need of the
hour and we, who are in a position to give a lead, ought not
to be driven to mere sentimental attachments of the past or
by a fancy for everything that is new and novel. We want

nore.and more Kritis. We want more and more varieties.
»f expositions of music,

]
i
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Science and Music

Science is making very rapid inroads on various fronts
of our life. With the help of scientific devices, the distance
is conquered and the world is shrunk beyond recognition:
The gramaphone, the radio and the film have popularised
music by preserving it. The ravishing melody of the artiste
does not disappear with the death of the artist. - The radio
enables the artist to be heard everywhere simultaneously
and the everwidening range of science may release from the
mysteries of nature many more delicate instruments which
bring to our senses actual variations of sound, colour and
fragrance. But the dignity of human voice and skill has not
been superceded by all these innovations of science. The
presence of the artist in flesh and blood has its own myste-
rious charm and all the shadows and echoes as are exhibited
in the film and the radio have only served as second best pay-
ing their homage to the human personality. A song when
sung used to vanish previously into thin air but today, it can
be preserved and °©pickled’ to be used in places and
seasons where it was not available hither to. But so far,
science has accepted its defeat and proclaimed to the world
that it cannot create music. Its utility is confined to preser-
vation of it and therefore, the need for melody and skill in
exposition is all the greater in view of these preserving scien-
tific devices.

The entire scheme of music is based on’ harmony.
Harmony carries with it an element of restraint and a feeling
of accommodation. A little deviation from the right path
changes the Ragaswarupa altogether and it will be out of
court. A quick procession of small minute sounds embedded
in the proper setting and pace gives all the beauties and
variations of music. The slightest mistake will throw the
Ragam out of gear. '

Is it not wonderful to conceive this vast empire of music
standing on seven Swaras? It looks as though the whole
Universe is imprisoned in seven small cells, even as a big
banyan tree has its origin in a tiny little seed. The need for
harmony in human life can be traced to music and any.
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price we pay for maintaining aud preserving harmony. in
human life and society cannot be considered excessive.
Absence of restraint, absence of neighbourly feeling are
responsible to a great disharmony in the scheme of things
which is causing so much of confusion and anarchy. Slogans
and shibboleths are causing disharmony and here artists have
their role to play to check it. To you who are steeped in
harmony, any little Apasruti must be jarring to the ears,
You must come to the rescue of statesmen who have
obviously failed to create an atmosphere of harmony. I am
personally of opinion that an artist who is eternally seeking
after harmony cannot think in terms of cruelty and revenge.
Your art defies sll barriers of race, religion and language and
your mission appeals to all Universe.

You can invoke the aid of your Muse in times of joy and
triumph and in times of gloom and depression. In a simple
tune, you can exhilarate the hilarious hearts of your audience
and yet, in a smaller tune, you can make the pathetic look
much more pathetic. On auspicious and inauspicious occa-
tions, music is required and it has permeated all our activities.
Even the most prosaic of meetings begin and end with a song.
You have a sacred duty to discharge and I am sure you will
continue to serve the community with ever greater zeal and
enthusiasm.

Lastly, the pleasant duty of conferring the title of
Sangita Kalanidhi on the President of the Conference,
Vidvan Semmangudi Srinivasa Iyer, has just concluded. His
unanimous election to the Presidentship by all those con-
cerned is an indication of his pre-eminence in the realm of
music and the popularity he commands amongst his fellow
artistes. He is one of our first-rate musicians in South India
who have devoted their entire lives in the worship of the Nada
Brahma. We are all aware of his work and achievement
in Travancore and we have seen his work as President of the
Conference from 23rd instant onwards. Vidvan Srinivasa Iyer
was honoured in palaces and Durbars but he will consider this
honour as the greatest in his life because it is coming from

his equals and compeers. I offer my personal felicitations: to-
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him and with your permission and on your behalf, I just had
the pleasure of conferring the title of Sangeeta Kalanidhi
on our distinguished President of the year. I wish all the
recipients of medals, prizes and certificates, a very useful
career of service. These awards are both incentive for fur-
ther work in the field and recognitive of the work already
done. These are sails that help the barque of your musio
to move on and on, on the tides and ebbs of life.

May the Academy gain strength to realise its well-
cherished aims and objects and to honour many more scholars
in times to come! Let tho Academy reflect the intelligent
will of the people to serve the community in ever so many
ways! I wish Sangeeta Kalanidhi Srinivasa Iyer, a hale and
healthy life for a very very long time and in words of Tagore,
let me conclude :

“ The Light of thy Music illumines the world ;
The Life-breath of thy Music runs from sky to sky .

Sri K. Balasubramanya Aiyar, Trustee of the Academy,
then proposed & vote of thanks to the President of the Sadas.

THE ACADEMY MEMBERS’ DAY
1st January 1948

The Music Academy, Madras, celebrated this morning the
Members’ Day and held a reception to the Rajah Saheb of
Sivaganga, the opener of the Conference, Sri Sangeeta
Kalanidhi Semmangudi Srinivasa Aiyar, the President of the
Conference, and the Hon’ble Sri B. Gopala Reddi, the
President of the Sadas. The Rajah Saheb of Sivaganga
announced a donation of Rs. 3,000 to the Academy.

After light refreshments, there was a programme of
music by members and their children,

The Conference Souvenir

In connection with its twenty.first conference the
Academy, as usual, brought out an attractive souvenir
whioch contained, besides an account of the Academy and jts

4



50 THE JOURNAL OF THE MUSIC ACADEMY  [VOL. XIX

activities, portraits of famous music composers, the President,
Kalanidhis of the Academy, Royal Patrons, distinguished
persons who opened the Conference, detailed annotated
programmes of all the concerts with indexes of composers,
compositions, artistes, and Ragas classified by Melas, and
special articles by Saungita Kalanidhi T. V. Subba Rao and
Dr. V. Raghavan. A summary of the conclusions of the
Experts’ committee discussions held during the Academy’s
conferences from 1938 to 1945 was also published in the

Souvenir.

THE CLARINET AND CLASSICAL CARNATIC MUSIC
‘ BY A A '
C. 8. I¥er

‘Originally I intended to talk to you about two Western
air-blown musical instruments, the Clarinet and the Saxophone
and their suitability, or otherwise, for play of classical Car-
natic music. It is needless for me to talk about the Saxophone
(a brass instrument) as it is not wused in orchestras of
European music as I am given to understand, but only for
jazz music (Kamya music). I therefore propose to deal, in
detail, with the Clarinet only, since the . All-India Radio
nowadays is largely using this instrument in its broadcast
of Indian music. This instrument is one tuned to equal
temperament (as also the Saxophone), i.e. to say, the musical
interval from one swara sthana to the next of the 12 swara
sthanas is the same, according to European musical theory
and practice.

8a | ri ; Ri | ga |Ga|Ma ma| Pa| da | Da| ni | Ni da
Cents in (- \
equal 0 {100 | 200 | 300 | 400 | 500 | 600 | 7060 .-800 | 900 | 10001100} 1200
temperament |
on the
Vina on 0 e | 182] 386 | 498 | ... | 702 | ... | 884 ] ... |1088 (1200
Shadja string

The Capital
letters show the
Sankarabharna

scale on Sa
string.

Diagram
not to scale

1
[ Any difference beyond 2 cents, will
L be heard as 3MEA (apaswara) or
)} out of tune.

T string ] | |-
fa(kakali) & R chatur- & (antara)
* sruti ’
Sa | I
string T T q g (Trisrusi)
(Antara) (Suddha)

. A$ the above places on the § & @ strings, ‘anonada’
or swayambhu swaras or overlones or upper parbials will be

keard on

the Vina if twanged and lightly tovched. I

ghall not bother you regarding the other frets, jast at present,
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v;rhioh are much worse in being out of tune. (A reference to
them can be found in my Grammar of South Indian Music).

All of you are aware of the fight which the classical
Indian musicians had to put up against the use of harmonium
for Indian music, which is also an instrument tuned to equal
temperament. It is several years after the opening of the
All-Tndia Radio that the harmonium was actully discarded
from its studios, both for Hindustani and Carnatic musle,
dating from 1st March 1940.

It is time we reject the Clarinet, (and the Saxophone to
be careful for the future) from amongst the instruments to
play classical Carnatic music, owing to the fact of their equal
temperamental tuning, and consequent unsuitability to our
music as they have not the sruti suddha quality, (Consonance
to shadja). This is my considered opinion.

Surely we all know that the swaras written down
against a piece of melodic music, if simply played on a
musical instrument, say the violin, vina or flute, will not
bring out the complete nuances of the human voice and the
musical aspects of the melody. The essential qualities in
‘our classical Carnatic music are: (1) the gamakas adding
to the beauty of the melody, largely featuring in our
raga alapana and compositions of Tyagaraja, Dikshitar,
Sastri and other composers, (2) the natural notes or
swabhavika swaras, let alone the ‘Swayambhu’ swaras or
‘upper partials ’.

We are all agreed that the musical instruments largely in
use in South India today, namely, the stringed instruments, the
Vina, the Gottuvadyam without 12 resonant strings, and the
Violin (though Western) which has become our own, and
the air-blown instruments, the Nagaswara and the bamboo
Flute without stops, can play true Carnatic music with all its
embellishments. This is achieved by the dexterity of the
fingers playing on the strings or on the air holes with a fine
manipulation. (In the case of gottuvadyam the cylindrical
ebony rod is held by the hand). We play the music without
any mechanical aids, such as stops or keys. Thus we are
oapable of producing natural notes,
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You may ask me when the Vina has 12 fixed frets to the
octave, why should not the Clarinet, generally of ebony or
wood, have 12 or more bored holes (in fact there are 19 holes),
and we be able to play all the gamakas to our taste, as in the
Nagaswara. For comparison, it may be said the Flute has
eight holes to play and one to blow air. The Nagaswaram
has similar holes to play and the reed to blow through, besides
the four holes, apparently intended to maintain its tone.

Regarding the Vina, I must first say that it is not fretted
equal-temperamentally. Cap.C. R.Day-—a famous European
writer on South Indian Music and its instruments—expressed
the opinion that the tuning of the Vina was of equal tempera-
ment at page 32 of his book published in the year 1891.

His statement was challenged by me in my Grammar of
Music at page 77 published in the year 1939 and my opinion,
I am glad to say, was endorsed by the late Fox Strang-
ways (the author of the famous book ‘The Music of Hindustan’
published in 1914, wherein he refers to Cap. Day’s book.)
In Fox Strangways’ review of my small book in the Journal
¢ Music and Letters, London’ January 1940, my opinion was
upheld that the musical intervals between each of the 12
swara-sthanas of the Vina i.e., the 12 semi tones in the
octave, are unequal. I discussed this fact with him on 9th
January ’34 during my visit to England and sent a written
note to him a few days later. We have as a matter of fact
many natural notes on the Vina. It is not the place here for
me to enter into the process of fretting on hard wax. Suffice
it to say that the mela-tuner wants to know even before
hand the pitch of shadja we are going to use on the Vina
i.e., whether it is D sharp pitch or F pitch or F sharp pitch,
so that he could get as far as possible many of the swaras as
true natural notes (as the thick.ness of the strings apparently
counts in the process).

Thé caseof Nagaswara and the Flute are alike, except
for the blowing hole or the reed. Both are tuned i.e., holes
are bored to the mela of Hari-Kambhoji. '

Briefly, the holes on the Clarinet and the swaras which
arise there, may bs mentioned. The tube of the Clarinet is
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éylindrical and consists of 4 or 5 pieces, whereas the Nagaswara
is eonical. In the Clarinet, there are six open holes (with a
hole at the back) which has to be kept open by pressing the
stop by the left thamb when going to upper octaves. There
are 13 stops and 19 holes for production of swaras. One
particular feature is that in the hard blowing resorted to for
getting the higher pitches, the Clarinet gives out the 12th
swara, and nof the 8th swara or octave.

There are 3 types of Clarinets for different fundamental
pitches. The A. I. R. Madras has a B flat Clarinet. The’
open holes are fairly fixed to Sankarabharana mela, and it has
a reach from the lower Chatursruti Da to the fourth shadja,
or a compass of nearly 3% octaves.

Lest I should inflict on you my own predeliction as to
the unsuitability of Clarinet and of keyed instruments
(Western), I shall read out certain opinions of the latest
European singers who have appreciated Indian Music, both
Carnatic and Hindustani, and even tried to learn and sing
Indian melodies. The first will be of Maud MacCarthy, which
appeared as articles in the Statesman of Calcutta serially in
September and October, 1935.

“The Piano is a bastard instrument. Its intervals do
not accord with the proper vibrational proportions of natural
scales. Therefore, as the child’s mind spontaneously creates
these natural scales, the fact of compelling him to torture
natural sound into something it should never be, does him a
psycho-physiological injury, in his tender years, which he.
rarely recovers from. Actually, his ‘“‘ear for music’ has
been ruined. He is musically at sea. He cannot hold to a
tone or ‘‘ pitch”, because false tones—i. e., discordant and
therefore “destructive vibrations—engendered by the false
pitch of the Piano, have destroyed or paralyzed his faculty.
The subject is too big for this article. Suffice it to say that by
this I do not condemn the best of' Western orchestration or
our great composers. All discerning musicians are now
agreed, however, that true music cannot be inculcated by the
o“ld-fa.shioned Western methegg.

» .
Wy ot *. - - * *
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“As surely as the keyed instrument has stifled natural
ability in Europe, so surely will it destroy the natural genius
of the Indian singers. Already the Harmonium has accom-
plished part of that destruction. ] ’

“To me, as a trained musician, there is greater
perfection in a very simple unfinished tune or roulade which
comes straight from a heart of a singer— music, because he
cannot help it, made with no ulterior purpose or design—
than in the laboured Piano-piece (even if it be by Beethoven
or Chopin) ground out by a thoughtless, bored, schoolchild,
because it has to do it, without love, without spontaneity.
Thus we kill music in our Western children. I am bold
enough to believe that Chopin and Beethoven would agree

with me.”
The late John Foulds, the Director of European Music at

Delhi Station from 1936, wrote an article in the Listener itself
of 29nd June 1938 on the Harmonium under the following

headings:
i. The Harmonium is strangling vocalisation.
ii. It is fouling both tala and raga. :
iii. It is ousting the lovely and subtle Indian

instruments.
iv. It is debauching the sensitivity of the ear.

v. It is stifling improvisation.
vi. It is doing incalculable harm._

~

You may ask me why all this repetition of arguments
about the unsuitability of the Harmonium put forth by John
Foulds when it has been discarded. It is with a set purpose.
Mr. John Foulds, while he was Director of the European
Programmes, conceived the idea of orchestration of Indian
music on Western principles of harmony, and he realised that
the swaras entering the particular raga alone should be used,
in that process. And a note on the subject appeared in the
Obituary notice (very soon after his taking ap the
Directorship) on 7th May 1939 in which there was a.
photograph of the Indo-European orchestra gnd Mr, John .
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Foulds. The instruments which have been used there and
which he stressed should be used, are only Indian instruments
of the Sitar, Esraj, the Tambura, the Sarangi and the Tabala,
and he never wanted to use any keyed instruments of
Western origin. He had only recourse to the instruments in
use in Northern India.

But what does the A. I. R. Madras do? Their
orchestration is merely to play on the Indian instruments in
vogue in South India, the Gottuvadyam, the Vina, the Flute,
the Vielin, the Mridanga and the Clarinet. It is this last
instrament I object to, because it is keyed. Not that I very
much like the idea of orchestration itself because the several
players and the singers only play and sing the same melody
but occasionally on different octaves, with an unfortunate
time lag.

- Professor John Dewey, an American philosopher has said
on his Essays on Art that the history of music is on one hand
the history of the making of musical instruments. How apt is
his observation! the Piano was perfected very many decades
before the Clarinet could be used in the orchestra, and it is
only after Mozart composed a big piece for the orchestra to be
played on the clarinet along with the piano was the instru-
ment used. Now the clarinet is an essential instrument in the
European orchestra as it has been made perfect for Western
orchestra. Maud MacCarthy has so strongly objected against
the Piano itself; how should we ever approve of the Clarinet
‘being played for our Carnatic classical music, when the Piano
can be tuned up to 4 beats per second ?

I would alse go further that the Hindustani musical
instruments, the Sitar, Esraj and Sarangi should not be used
for Carnatic music on the very same principle. The 12
resonant strings to the octave used on the 3 instruments to
represent the 12 swara.sthanas of the octave have cut at
the root, I dare to mention, of the ancient Hindu
tradition. Let Hindustani music and the Carnatic music
evolve in their own natural genius. This is only an inciden-
tal matter somewhat correlated with the subject under:
disousaion. : ‘
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If we have been allowing the use of the Clarinet so far,
for the play of kritis of Tyagaraja, Dikshitar and Syama
Sastry, let me tell you, Vidvans, that we have adopted the
policy of laissez-faire or of non.intervention. Perhaps they have
not sufficient reverence, #rgm s, for the kritis of Tyaga-
raja, Syama Sastri and Dikshitar to retain them in our ears
with sufficient purity. We should nof let the evil grow
under our feet.

* ¥ * »* *

The Madras Municipality has also approved of its use. We
have only to listen to the open notes of the Sankarabharana in
the Clarinet to convince you of the unnatural notes i. e., to say
the apaswara notes which it gives forth. We prolong at ever
so many places in our music at shadja, panchama, suddha-
madhyama and antaragandhara and trisruti daivata and all
these notes in the Clarinet are not sruti-suddha. So far as
the slight gamakas produced on each hole of the Clarinet,
our players, knowing to play full well the Nagaswara, adopt
a similar method, but why toil and practice on an instrument
which by its very nature is untrue to our traditions ? :

. I therefore bring the following resolution, together with
the reasons thereof :

The Clarinet and the Saxophone by the very nature of
their construction tuned to equal temperament and fitted with
keys or stops should be rejected for play of Carnatic Classical
music. The reason is that our ears and those of our children
may not be ruined by the mere habit of constant listening to
unnatural notes, and the consequential deterioration of our
capacity of attuning ourselves to natural notes.
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THE VIOLIN

in én old piece of Sculpture at the Chidambaram Temple
< BY
-T. Mapuava MENON AND Bosy Joserr CHACEO
' Annamalainagar, Chidambaram.

I. Introduction

The Violin in the West: The hitherto accepted theory
of the origin of the violin has postulated Italy as the place
where the violin as we know it, first made its appearance.
The first mention of the actual use of violins is in 1548, at the
burial of Henry VIII, when six men from Venice, Cremona,
Milan and Vicenza played ‘‘ Vyolis” as distinct. to the
- *“Vyalls.” In another account of the same event, dated 1555,
these same musicians are described as playing “ violins,”
again distinct from the older ‘ Vyalls.,” ° A further evidence
is the violin in the well known engraving attributed to
Duiffoprugar, finished in 1662. 1In the ‘ Tragedy of Gorbodue
presented to Queen Elizabeth of England in 1561 occurs the
first mention of the use of violins in orchestra, when the first
act is preceded by the ‘‘Musicke of the Violenze.”” In 1607,
Monteverdi, giving the score of *‘Orfeo” names * violini
ordinari da Braccio,” and also * violini piceoli- alla francese,”
of which the former became the modern * bass viol” and the
latter the familiar violin. From all this, it is now generally
concluded that the violin made its appearance in Italy in the
early years of the 16th century oither as a product of the
Neopolitan School, as stated by Vincentio Galilie in bis
‘“ Dialogues ” (1562) or as a product of the Northern Italian

School, of which Gasper da Salo is the foremost representa-
tive. 1+ 23

Violin in a sculpture in

#

the Chidambaram Temple
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Indian Musical Instruments: While itis indisputable
that many forms of bowed instruments were in use in India
from time immemorial we find no mention whatsoever of the
violin as such as indigenous to India. Our repertoire of
stringed instruments sounded by means of bows seem to be
limited to Sitars, Sarangi and so on with the little known
Sarinda as the nearest approach. The Sarinda is like a violin
with its top cut off and has only three strings; it is a very
peculiar looking instrument on the whole. But, of the violin
as such there is complete silence. ' ®* 8+ 7

Recent Indian Opinion, however, has challenged this be-
lief. In the course of his lecture and demonstration on his
multi-stringed  violins at the Music Academy, Madras,
during its twentyfirst conference, Vidvan T. Chowdiah,
who contended that the:violin was an indigenous Indian
in‘ﬁ;rument, said that in a temple in his native village, there
. was the sculpture of a violin. We have also heard other vidvans
and violinists say that the violin is an Indian instrument
indigenous to India, and not imported from outside. Tt is in
the light of all this that our study of a bas-relief of a violin
from the oldest part of the famous Nataraja temple at
Chidambaram seems to us to be important.

II. The Chidambaram Violin

Description of the Sculpture: The photo accompanying
illustrates the bas-relief and shows out the violin quite clearly.
The panel in which the bas-relief occurs is about 20'' X 16/’
and the figures of the musicians are not more than about 10/’
in height. There are two figures in the panel, one playing a
pair of cymbals and the other playing the violin. The violin
itself wounld be about 4’ long and is clearly marked ofi. The
characteristic sound box, shaft and neck of the instrument
can be distinguished. The shape of the sound box is to be
noted ; the only major difierence from the modern violin
we can find is the fact that the ‘“‘ribs” are not well. marked
out. The sides are one smooth inward curve instead of the
indentures met with in modern violins.

There is also some important difference in the shape
of the sound-holes, .
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The instrument is held and manipulated as it is today,
a feature which is noteworthy in comparison to the early
forms of the violoncello, which were held head-downwards
between the knees. It contrasts also with the Sitar, the
Sarangi and the Sarinda, in that these three also are held in a
down-right position. The bow used is curved and is held as
its modern counterpart. There can be no doubt that this is a
violin,

The Antiquity of the Sculplure: There can be no doubt
also of the age of the sculpture. The Chidambaram temple
itself goes back to Pallava times and its age is testified by its
mention in the Devaram hymns, The Chola king, Parantaka I
~ (Virachola, A. D. 907-951) is reported to have eovered the
shrine with gold and Raja Raja I is also known to have added
to the grandeur of the temple. ® The earliest genuine inscrip-
tion in the temple is dated the 3rd year of Vikrama Chola
(1118-1133). °

The location of the violin is in a panel in the wall
surrounding the innermost shrine, comprising the Rahasya,
the Kanaka Sabhai and the Chit Sabhai. This is known as the
Kulottunga Solan Thirumaligai, and together with the outer
prakara, comprises the Vikrama Solan Thirumaligai, in honour
of the two Cholas, father and son who were responsible for
building them. Prof, C. 8. Srinivasachariar opines that it is
possible that the son, Vikrama II, must have either repaired
or rebuilt the whole * Thirumaligai’’ and called the inner
one after his father, ®

The date of Kulottunga II is fixed by an insecription
of his, discovered at Thirupurambiyam (350 of 1927). Thisis
given as in the seventh year of his reign, and is equated
to the early years of the 12th century. The inscription
specifically mentions his renovation of the temple and tells
us how he enriched the shrine by his munificence. !¢

 The Style, Texture and Technique: Further, there is
enough internal evidence in the style, texture and technique
of the bas-relief to give an indication of its antiquity. While
it is not possible here to dilate at great longth on the
characteristics of Indian sculpture, we may yet mention that
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the vigour of composition expressing itself in the ‘ unfrozen”
hands of the cymbal-player and in the facile fingers of the
violinist's left hand are characteristic of Chola sculpture. !
The exquisite attention to detail, the characteristic drapery
and costume of the figures (a feature of especial interest),
the sinuous grace of the postures, the individual portrayal
of the faces and expressions and above all, the extreme
naturalness and grace of the composition and execution
betoken the full manhood and blossoming of Chola sculptural
art. A further indication of its genesis in the early Chola
period is the freedom from stylisation and uniform idealization
of motifs which attended the fossilization of Chola architecture
towards the end of the 14th century.'? A similar story
is told by the decorative floral design between the panels,
which again exhibits a welcome freedom from symmetry.

It is interesting to compare these bas.reliefs with others
occuring in the other parts of the temple. These figures do
rot possess the finish and sophistication of the famous dance
pose illustrations of Bharata Natya in the Gopuras,'® but
what they lack in finish, they make up by greater vigour
and spirit. (Note the puffed-out cheeks of the flute player
on the panel to the right of the violin-panel and the strenu-
ous excrtions of the ‘““mridanga” player on the right.)
They exhibit a botter realization of form than the comparable
figures of musicians in the Sivakami Amman Shrine, and in
the continuous relief on the base of the 1000-pillard manta-
pam. All this internal evidence justifies our dating the
sculptures to round about the 12th century A. D.

Two eurious fcatures stand out: (1) In all the separate
groups of musicians numbering upto 4 or 5, our investigations
have met with only this one single instance of a violin,
This seems to us curious, because its juxtaposition in the
Vikrama-Solan-Thirumaligai-series leads us to believe that
the violin was definitely a concert-instrument to be played
along with flute, vina, cymbals and mridanga. As such, its
inclusion in the other groups is to be expected since the tonal
qualities of the violin are essentially qualified for inclusion
in orchestral accompaniment,
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Secondly, we are astonished to find that hitherto this
important bas-relief has remained unnoticed by all the great
savants who have admired the grandeur of the Chidambaram
temple. The significance of this is all the more poignant,
since the violin has become one of the most favourite instru-
ments among the music-lovers of our country. We hope
that our present effort will serve.to rouse interest in this
particular sculpture and lead to the un-earthing of similar
ones from other temples also.

III. Discussion

The Precursors of the Violin: The discovery and inven-
tion of bowed stringed instruments go back to almost
pre-historic times. There is now no doubt whatsoever that
the earliest forms of bowed stringed instruments originated
in India, probably in the hills of Chotanagpur. The Ghond
aboriginals and Naga tribes use a sort of bow-violin, which
might have been the common ancestor of the violin class of
chordaphones. The bow violin is merely the string of a
hunting bow, stretched out at tension apd agitated by striking
it with a finely granulated bamboo-splice. The aboriginals
eall this ancestor of violins  Tuila ”. 14

The Pulluvas of Malabar use a more developed type of
Chordaphone. It consists of a sound box of hellowed-out
gourd or pumpkin into which is inserted a slender bamboo
tube, functioning as the shaft. Two metal wires are tightly
strung between a projection from the sound box and screws
at the end of the shaft. The bow consists of horse-hair
carried on a long wooden rod, with two rattles at the end,
so that at the end of each scale, a cymbal-accompaniment
is.incorporated by means of a jerk of the bow. The instrument
is tuned Sa, Pa and because it has only two strings, lack
Tange and sensitiveness,

The Chinese *Hu Chin” is a similar instrument, but
with a larger wooden sound box and three strings. A
Chinese musical Encyclopaedia of A. D. 1300 tells us that
the Hu Chin was introduced into China during the Tang
dynasty (A.D. 818—907) through Tibot. It is also known bhat :
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during the Tang dynasty a large number of musical instru-
ments were imported into China through Tibet. Moreover,
the appellation “ Hu” in Chinese is usually applied by the
old writers to non-Mongolian foreigners, especially Indians.?

A further development was the ‘“ Rubab’ which is still
in vogue in North India and which became very popular with
the Arab traders. The Arabs took it to Spain from where
it must have spread out and became popular in Europe as
the “ Rebec”’. This deduction is further strengthened by
the fact that the first example of a bow in Europe was found
in a box of Italo-Byzentine workmanship.® The Rubab is
a stringed instrument with four strings, i3 very short and
has a plain rounded sound box.

4 Break in the Development: The next step in the
development seems to be a jump. We find the bowed
chordaphones suddenly developing into the involved and
complicated Sitar and Sarangi and the peculiar Sarinda. These
have tuned stepped paces on the shaft, an adaptation from
the vina and have a large number of strings. They represent
a stage more involved and complicated tharn the violin.

The. Missing Link: Now our theory 1is that the
Chidambaram violin represents the ‘‘ missing link’’ in the
evolution of the ‘ rubab’ into the Sitar and Zarangi. The
violin represents an intermediate stage between the simple
rubab and the complicated Sitar and it is no accident that
the Chidambaram violin if it does represent the missing
link, resembles the modern violin. We suggest that the
Chidambaram violin bridges the gap between the simple
rustic rubab and the Sitar and Sarangi. Incidentally this
suggestion also affords an explanation why the Chidambaram
violin did not stay ; it was because the Sitar and the Sarangi
superseded it. But the latter subsequently migrated to North
India, leaving a void in South Indian musical instruments,
which has now again been refilled by the return of the violin.

Conclusion ‘
To sum up therefore: (1) Captain Day says in “ The
Musical Instruments of South India’’, * The violin, the flute,
the oboe, the guitar, all have an Eastern origin.”¢ (2) The
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violin as such must have been known in India as early as
the 12th century as the Chidambaram bas.relief clearly
shows. (3) We suggest that the Chidambaram violin was
the ‘“missing link” in the evolution of the ‘‘rubab’ into
the Sitar and Sarangi. (4) The Chidambaram violin was
superseded by the Sitar very soon and hence disappeared
from India, to develop either independently or as a result of
Indian inspiration through Arab civilization in Italy as the
popular violin.
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THE INDIAN ORIGIN OF THE VIOLIN

BY

Dr. V. RAGHAVAN

The Violin which has come to stay as the leading
instrumental accompaniment in Carnatic music was, it is
well-known by tradition, first adopted for Carnatic music by
one of the Dikshitar Brothers, Sri Baluswami Dikshitar, from
the European band to which the Manali Mudaliar who
patronised the Dikshitar family for sometime and was
Dubhash to the English Governor, Pigot, introduced t.e young
Dikshitar at Madras, as also by one of the four famous
Tanjore Brothers, Vadivelu, at Tanjore where also the
European band had been in some vogue. At Tanjore, it was
further popularised by Varahappa Iyer, Tanjore Subba Rayar
and Tiruvenkadu Sivaramakrishna Iyer.* There is no doubt
that the Violin as we have it now was taken by us from
European music.

This however does not mean that we did not have in
ancient India, when there was really a rich variety of
instruments, stringed instruments played with a bow in the

" manner of the Violin. In fact, the question of the origin of

the European Violin has been discussed by several eminent
savants of the West themselves; and the consensus of
opinion among them is that the Violin has an Indian
ancestry. When one sees the forms of the many ¢types
comprised in the Violin family and illustrated in any
encyclopaedia of Western Music or book on the Violin,
one finds difficulty in accepting the gradual evolution of the
present European Violin from a bow-played Indian Vina-type.

#See Journal of the Madras Music Academy, XVIII, p. 30.
]
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Recently when the discussion at the 21st Conference of
the Academy took, in one of its sittings, a rather heated
turn, one of our leading Violinists, Asthana Vidvan
T. Chowdiah of Mysore, speaking of his instrument as an
indigenous Vadya, mentioned that the Agastisvara Temple
jn his native village on the banks of the Cauvery in
T. Narasapu Tq. had a sculptural representation of the
Violin. (See above p. 27). My eflorts to get at a photograph
of this Violin sculpture through the Vidvan or the Director of
Archaelogy, Mysore State, did not succeed. But, meantime,
two young scholars from Annamalainagar, Chidambaram
discovered a sculptural representation of tho Violin in the
Chidambaram Temple and their article on this most interesting
and valuable discovery has been published above, together
with a photograph of the Violin-sculpture.

As the authors of the above mentioned article, Messrs
Madhava Menon and B. J. Chacko have asked me to adil
what I have to say on their discussion, I am setting
forth here further testimony of authors, not referrcd to
. by them, on the Indian origin of the Violin. Introducing

his description of the bowed stringed instruments, Sarangi, .

Sarinda, Esraj and Mayuri, Dr. A, M. Meerwarth says
in his Guide to the Musical Instruments in the Indian
Museum, Calcutta (1¢17) *“......... the number of exceedingly
primitive fiddles found all over India, many of them with
only one string, scems to support the idea that the iiddle and
the fiddle-bow are indigenous to India.”

Incidentally, it may be noted that Sarngadeva  in his
Sangita'Ra‘tnakara, ch. 6, Vadyadhyaya, after describing the
Vina-type called Pinaka played by a bow, Dhanus, describes
a further bow-played Vina-type devised by himself and called
after himself, Nissanka - Vina. (P. 525, Anandasrama
edition). As Sarngadeva was his better known name, this
latter bowed Vina devised by him might have gained the
name Sarngadevi or more briefly Sarngi, from which, I
think, we might suggest the derivation of the later Sarangi
that has come down to us, : '
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According to the Encyclopaedia Britanica, the ancestry
of the Violin goes back, through its immediate predecessor the
Viols, to the Rebec, ““ a bowed instrument of the early middle
ages.” It adds “‘...... but the earlier ancestry of this family is
largely a matter of speculation. The best authorities are
agreed that stringed instruments in general are mainly of
Asiatic origin and there is evidence of the mention of bowed
instruments in Sanskrit documents of great antiquity.”
Chambers’s Encyclopaedia says ‘‘ The origin of the Violin has
been traced to the one-stringed ravanasiron, (Ravanahastaka),
the simplest of the oriental stringed instruments played with
a bow, which is traditionally the invention of Ravana, a
mythical King of Ceylon, and is still played by Buddhistic
begging monks.” The above is evidently based on John
Broadhouse’s book * The Violin (its history etc.),” pp. 3—5,
where we read ‘It seems probable that India was the cradle
of stringed instruments, and that from that country they
spread over the rest of Asia and were introduced into Europe.
It is also well-known that in India are to be found the most
ancient.monuments of a highly advanced civilisation, and it is
certain that the customs of that land have remained for a
thousand years stationary and it is precisely for this recson
that the musical instruments which are there found have
preserved their original characteristics, the simplicity of their
contrivances leaving no room for doubt as to the origin of the
family of bowed instruments. Fetis gives the following
account of the oldest and (in India) best known instruments of
this family.” The author then quotes from Fetis the descrip-
tion of the Indian Ravanahastaka. The following short
survey of the whole question in the Legacy of India
(pp. 331—4) may also be read; it is' by F. W, Galpin whose
book on European Musical Instruments has been used by the
authors of the previous article on the Chidambaram Violin-
sculpture. Galpin says in the Legacy of India under the
heading *the Violin Bow ’:

““ The origin of the violin bow has been and still is g
constant source of discussion, but it is becoming more and
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more evident that, not to the Germanic peoples, as has been
recently suggested, but to India we owe its existence.
Dr. Sachs supports the view originally propounded by Fetis
ag to this source and, although in his work on Indian instru.
ments he hesitates to determine the method of its evolution
and deprecates an addition to the many ° guesses’ already
made, we may perhaps suggest the following facts as an aid
to its solution.

It is- generally agreed that the earliest form of stringed
instrument 'in india was some type of Musical bow, that is, a
hunting bow on which a tightly drawn string was twanged by
the finger or struck with a short stick;* to increase the
resonance, either the back of the bow was held across the
mouth of the performer or else the end rested on a hollow
gourd. For further particulars of this widely spread instru-
ment we need only refer readers to The National History of
the Musical Bow by H. Balfour {1899) or to Dr. Kirby's work
on The Musical Instruments of the Native Races of South Africa
(1934).

“In India several forms are to be found, from the simple
,pmaka already mentioned, to the more elaborate giant bow
of Travancore. Out of its primitive state a stringed instru-
ment emerged, consisting of a small half-gourd or coco-nut
with a skin table or cover, through which longitudinally a
bamboo-stick was passed bearing a string of twisted hair
resting on a little wooden bridge placed on the skin table.
This is the ekatara’or one.stringed lute of India, which soon
produced its close relative, the dvitara or two-stringed lute.
Amongst primitive tribes these early attempts are still to be
found; as for the ravanastron, however, of which so much
has been heard in these discussions, Dr. Sachs has definitely
stated that the word does not occur in India or Ceylon : in fact,
it has probably arisen through confusion with a sixstringed
sarangz an Indian violin, decorated with the Ravanahasta
or the Hand of Ravana, chxef of the mprlt world. T

*See my article on the an. in tho Musxc Academy Conference Souvemr
1946, p. 50. t See the description of tho Ravanahagta extracted by me in
this Joumal volLXV, P 26,
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“Now of the musical bow one form used in India is
peculiar: we cannot say wnique, for a smilar form exists in
South Africa, introduced possibly by Malabar slaves. On one
side of the bow-staff little notches are cut and when a small
rod is passed rapidly over them the bow-string vibrates and
emits & musical sound. It must soon have become evident to
the performer that he could produce the same cifect by
notching his little rod and rubbing it on the plain bow-staff
or, more easily still, by rubbing the string itself with his
rudimentary bow, asin the bum-bass of medieval Europe, a.
step to which the African native has also attained.

*“That this is not mere supposition is shown by the fact
that when the hsi-ch’in, a form of the two.stringed hu-ch’n or
Chinese fiddle, was introduced into that country, probably
towards the end of the T’ang Dynasty (A D. 618-907), a
Chinese Encyclopaedia compiled about the year 1300 states
that ‘the two strings between them use a slip of bamboo to
sound them’. This is a literal translation given by Professor
Moule of the original passage, which he had previously
alluded to in his de=cription of ‘ The Musical Instruments of
the Chinese’ (Journal of the Royal Astatic Society, North China

Branch, vol. XXXIX), and he adds that the word ya (‘to

sound’) appears to denote the production of sound by
rubbing or friction.” Moreover in the orchestra of this T’ang
Dynasty there was a form of Psaltery called ya-cheng which
was also played by rubbing the strings with a slip of bamboo:
this was afterwards replaced by a wooden rod, and now,
under the name of la-ch’in it is played, like the ci’in with a
hair-strung bow. Many forcigu instruments were introduced
into China during the T’ang Period and the ya cheng came
through Tibet.

“ Tt is interesting to observe that, although the Chinese
use a hair-strung bow for the ¢ foreign’ hu-ch’in, the hair is
still passed between the two strings like the original bamboo
slip.

‘“ Here we surely have an indication of the evolution of
the bow. China laye no claim to it, for the name Au, given
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to this simple violin, is applied by Confucian writers to out-
siders, natives of India, and elsewhere. Indeedthe Au-ch’in
is exactly similar to the two-stringed vitara of India and
practically indistinguishable from the little folk-instruments,
used with the bow, in Ceylon, Assam, Siam, and even
Turkestan, as well as throughout India.

“From this great country, so rich in musical emotion,
its little offspring was borne by Arab traders from the western
coast to their own land and to Persia in the seventh or eighth
centuries and there also applied to the small lutes already in
use ; like the flute, it soon afterwards sped westward again,
through Byzantine commercial routes and North African
invasions, to adorn, as the legacy of India, the highest
attainments of our European music.”

THE- INDIAN MUSIC OF THE VEDIC AND THE
CLASSICAL PERIOD

(Die indische Musik der vedischen wnd der klassischen Zest)

A Study of the history of recitation according to
Phonogram plates in the Archives of the
Royal Academy of Wien (Vienna).

BY

Dr. Erwin FrinBER,

with text and lranslation by BERNHERD GEIGER,
(Lecturer in the University of Vienna)

Published, 1912, S. A. W. No. 170/17,

A brief English version by

Prov. G. H. Ranapx, Fergusson College, Poona.

[Many of our scholars were found to quote Dr. Felber’s
book regarding the'topic of Vedic chant and of Samagana in
particular. As I did not know German myself, it was very
difficult to accept or reject their statemcnts, and T am sure
there must have been many others who, for the same reason,
must have found themselves in a similarly inconvenient
position in the discussion of these and allied topics, I
therefore thought that with the help of somebody who knew
German well, I should make my own notes at least of the
more important portions of the book, and I soon prevailed
upon my friend and colleague Dr. R. N. Dandekar, Professor
of Sanskrit in the Fergusson College, to concede my request for
translating the original (in German) into English, freely and®
orally. The present English translation is the outcome of
the notes which I then took and was intended purely for
personal use. There was not the least idoa of publishing it
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for the use of a wider public. But Dr. Raghavan, when he
knew that I had prepared such a summary in English for my
personal use, thought that it should be prmted in the
Journal of the Madras Music Academy.

I am conscious that there must have been many errors
both of commission and of omission in the summary, and that
in many places it may not be lucid enough. Our aim was
however to preserve the original grammatical construction and
usage in Cerman in tact, even in the English translation, in
preference to lucidity. For any errors that must have crept
into the summary, myself and none else is to blame. G.H.R.]

1st Chapter (The description of the Plates)

These 68 plates were taken by Felix Exner who visited
India in 1904 for Meteorological studies. He did not know
 Sanskrit, but recorded the plates as a side tnterest. These
plates are now placed in the Royal Academy of Vienna.

Of the 68 plates 16 are from Benares,
5 ,, , Bombay,
12 ,, ,, Calcutta,

35 ,, ,, Madras,

63

As Exner did not know Sanskrit, Geiger interpreted the
text in places where the words of the records were not
properly recorded. .

The first article in this connection was by Kriste m 1908
(S3.A.W. 160/1). '

Due care was taken to view the plates in their proper
perspective and about the auxilisry information regardmg the
original text of the plates and their notation’ system.

. Seerion 1. Oratorical Rhythm

The melody of speech or language and its rules —
(Veda, Sakuntala, Sivastotra, Sardulavikridita and other
‘metres.) S o L
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In India, in the daily speech, the voice undergoes
changes in tone and character, similar to those 'in music of
the elementary type. This became obvious to me* when
I visited India. Such a tendency is not peculiar to the
languages or dialects prevalent in India, but it is to be seen
also in the speech of the French, English, Hungarians and
the Slavs The German language alone has no such traits, at
least not to the same degree,

In the Norwegian speech there are two tones, the high
and the deep, but the latter figures very largely on the
whole. In the speech of the other countries, however, the
tendency of using the high tone is more distinot and wide
than that of using the deep tone.

Iri Ching and Siam, all the prayers are of the nature of
a song and are recited with or accompanied by a tune or a
musical way of recitation.

In these countries, music is considered to be a specific
type of speech itself.

They have four accents in their speech.

1. Terz. (Ucea)—(third-Gandhara). To raise the tone
to the third or round about it.

2. To raise it round about the fourth.

3. To take it round about the fifth.

4. And to lower it down by Glissando through all the
(above) notes, o

The most ancient Indian way of accents is also nearly
of this kind. Messrs. Reisch and Sievers have dealt with
this - in their ‘work (Ancient Indian Science of Accents).
They think that this (the true) accent depends not on the
quantity and amplitude- but on variations of pitch employed
while speaking. The accent is fonal and expiratorish. ,

‘In India the accent transforms itself into the second
aspect.

¢ Fxner,
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Crusius thinks that the Greek accent was not dynamic
but was musical, meaning that an accented syllable should
be sung at a height but never deep.

In our study of these plates we have found three stages.
1 Speech ; 2 Speech Music or Recitation ; and 3 Art Music.

These stages in our opinion are gradual but not essential.

The same thing is to be seen in the transitional (graded)
or (intermediate) types.

This distinction. (between accents and accents) depends
on:—

(1) Stress of accentuation. (2) The interval, its
arrangement and choice. (3) The intensity of voice. (4)
Enrichment through ornamentation. (5) The mutual tone
ratio between the different musical pitches.

SveEecH

In speech there is a repercussion tone which becomes a
full tone according to the emotional flux and the beginning
and the end of the several sentences lie round about a
“third—of course within that repercussion tone.

In the usual speech, single syllables are uttered very
shortly in order to bring out clearly their tone heights but in
an elevated or platform speech, they are uttered with (a tone
or) musical ring.

Whenever the repercussion tone is heightened, there is
always a stronger stress.

Poetic Recitation

Euclid knew only two types of accents or articulation—
speech and singing.

Aristides speaks of three as with ws also. Indians also
have three types of accentuation,

l. Gadya-Prosaic accent-Bhashika or Brabmanasvara,
2. Poetioc or Mantrasvara.

3. Musical or Samasvara.
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{This is the opinion of Martin Haug expressed in his
contribution ‘‘* About the nature and importance of Vedic
accent ’.)

1t is characterestic that the transition from the 1lst to the
2nd or 2nd to the 3rd is connected with the amplification and
differentiation of the accents. Therefore the Indians have
the Prachaya or the middling between the Anudatta and
Udatta i. e. to say, it is the filling up of the fhird between the
initial tone and the repercussion tone. This corresponds to
the Media Prosodia of the Greeks.

If the Udatta corresponds to the repercussion tone,
then the deepest tone round about the Fourth which is called
the Gravis is called the Anudatta. Here will come in the
border line where Prachaya will peep in.

From speech we come to the musical scale. We think
that the objectiorr that music has fixed notes while those of
speech are not so does not stand and therefore the roots of
music are really in speech.

Among the primitives, the musical intervals are replaced
by a (vibrating or shaky) speech or oscillations of voice, and
these oscillations are not always the same and our scale also
is not very original or perfectly rigid scientifically but it
comes into being by gradual development or is the result of a
long evolving process.

The stress and the piteh of the tones is highly regularised
differently by different nations e.g. among the Norwegians,
the strong accent is connected with the deep tune and the
weak with the high tone. Among the Germans, the raised
tones are higher, louder and longer and the lower deeper,
weaker and shorter. _

The three components of height, strength and duration
of tone are in every language regularly related. Further,
there exist rules about a sentence, word and (rhythm)
punctuation, like address, question, prayer etc. The word
tone deals with the relationship between the words e.g.
the article is weakly pronounced, the subject and the predicate
equally, eto., eto. '
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The rythmic tone is based on the phonetic causes of the
duration of toune, as well as on the logical causes of the tone
strength (according to the context of the speech.)

The wmelody of speech is however not musical. It is
based not on the relation between tone and rhythm only.
But an important factor of speech is also the true colour-
timbre, which is created by the colouring or shading of the
vowels from dull to bright, and which throngh their change
often imposes pitches which are not at all met with in speech
melody.

General Conclusion

The laws of speech melody are not only analogous to
those of song-melody but they are the laws of embryonal
song-melody itself,

CHAPTER I *
Secrion II
The relation of metre and melody in India

The distinction between language, recitation and music,

which is so much emphasised by the Indologists may not be -

so demarcatedly preserved in practice as shown by the text
of the plates.

In the same text, there are verses which are recited, as
also prose which is spoken (pl. No. 430 Vishnu samhita).

In the Soma sacrifice the Gayatri and Pragatha metres
are sung in the stanza or strophen form by the Udgata but
the Hotars only recite the metre. (Armenians and Arabs have
similar practices.)

According to many of the Indologists who were in India:
the metres wore never uttered as such but were only sung,
and this agrees well with the original tonal function of the
accent.

- (Tawney thinks an Indian never reads in the European

sense, but chants in a monotonous way which -is sometimes
most annoying to the European.) -
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Jacobi makes a distinction between song and reocitation.
The first is characterised by accompaniment at least of hand-
claps and the recitation is merely the speech through metre
(Weber, Buhler, Kirste think like Jacobi).

As against this, there are some Indologists who assert that
each kind of verse has the same melody throughout India.
This seems to be smprobable.

A Metre is a mathematical unit. A melody on the
contrary has more or less to express the feeling content,
which somehow or other must be connected with the feeling
content of the text. If each metre were to have its own
particular melody, the same will have to be recited in a fixed
manner irrespective of the subject matter.

Tt will thea be scen from the plates that one and the
same metre is sung in diffcrent wags in aceordance with the
subject matter. Similarly the same text is sung more or less
in the same manner irrespective of the metre.

In the recitation of the plates the following metres have
ocourred :—

The epic Sloka which is merely a modifiction of the Vedic
Anushtubh. Each pada of Vedic Anustubh ends with an
Tambic Dipodi (Jambische) and in the 1st and 3rd lines end in
Antispastische or choriambischon Antitispastische and rarely in
Tochaeisch (vide Napolean) and the 2nd and 4th like Vedic
Anushtubh with Jambische Dipodi.

Epic Trishtubh is often mixed with Jagati.

PLATES 401, 402, 467.

Plates 440, 411 & 412 Sardulavikridita (4 padas of 19
syllables each). These are sung in three different ways. Arya
or Gatha : Mstrically different pieces of one and the same
literary work (for instance parts of Bhagavad gita) are sung
more or less in similar style irrespective of the metre, (refer
to 401, 402, 438, 446. These have the same melody-skeleton),

In plate No. 411 Sardulavikridita, Vamsastha, Sloka,
Malini and Upajati are sung and they all have more or less

the same way of singing.



78 THE JOURNAL OF THE MUSIC ACADEMY  [VOL. XIX

It appears that a longer poem and not a simple metre is
recited in the same way This can be explained from the
standpoint of ethies. Because one long poem has the same
feeling content in spite of several variations,

IT1
Analysis of the recitation with Oratorish Rhythm.

Plate 408. Text not musical—it is not a song. They are
mere grammatical rules (Karikas). Recitation is a mere help
mnemonically. It is something of the type of Psalm Tones.

The principal tones of recitation are either basic tone, the
3rd-Ga, and the 4th-Ma, or Sa, Re, (Ga, because there cannot
be one single tone, when tones are to be associated with the
neighbouring steps ‘

In the maunner of the Ist case, the impression is more
of speech, the basic tone is the deeper speech tone, the third
is the middle speech tone and the fourth has always a strong
accent and appears as heightened repercussion tone. Here
the second Ri appears in a transitional form. I/ case:—The
character of the initial and the repercussion tones is not so

expressed, the recitation appears more like a song, which is

rathar different from the speech-like way. In this the voice
rises in the first part. In the middle, the verse rests at a
higher tone. No. 418 from Mahabharata is musicoprose-
like recitation. No, 401, 402, 438 and 467 Bhagavad Gita:
Their basic tones are E. G. A. (Ga, Pa, Dha) and are the same
in adl the plates. 'In all these, the same Raga functions.

These tones Ga, Pa, Dha occur in the recitation of several
peoples, because they indicate the deep, the middle and the
high or raised speech tones, (for example :—the German child-
 rhymes. Sogotri music is also similar.)

No. 4383 Parambrahma Paramdhama:—Here declama-
tion is very fine, because the metrically long syllables are
regarded tonally still long. In some cases they are divided into
two tones and where the tone is accentuated, the giving of the
stress comes as in speech with a high tone, the deep tone E
Ga, remaining without accent. ,
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Declamation, in spite of the metre, is very much moving
or dynamic.

The ambitus includes the sept. This can be explained, as
the song many times goes to quint. (pp. 24 & 25.)

It is evident, that as soon as the recitation is
differentiated from speech, it ceases to stop within the
toning of the text as spoken and instead introduces the
element of rhyhm—the backbone of music.

Even in the recitation of simple speech, tone-fall was
possible only by the preservation of the text in irrational
note values.

When I hummed the recitations to myself without the
text, the recitations were measured of themselves and when T
recited the text, the actual oratorical thythm of the
Phonogram automatically came up in my recitation.

In the general differentiation between music and language,
melody and rhythm go hand in hand.

Just as there is no pure speech—cadence in connection
with the strictly measured rhythm, so also one cannot think
of an independsnt melody in oratorical rhythm,

It is therefore quite evident that the simplest form of
accents, particularly in prayer and reading, is recited freely
oratorically and the melodically richer song of the Concentus
such as responding antipbone, hymmns etc. becomes by itself
nearly measured.

For example, note the difference between Gadya, Grantha Owvi,
and Gaya Ovi.

No. 440. Two verses in Sardulavikridita. Notation
on p. 27,

These belong to the melodically richer songs, but CAA/
cis (Tivra Sa) e (Ma) i.e. to say the same intervals
as in No. 438 where G (Pa), A (Dha), C (Sa) formulated out
of E. G. A. In the lst half, the repercussion is recognitible,
on the Cis. (Tivra sa) particularly, and in the 2nd part, the
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song goes round about a whole octave. Thus the melody is
more clear and is perhaps a (melody) melodical sequence.

In No. 403, Ya Srishtih ete. the rhythm is oratorical
and the cadence already approaches to the song level.

From the analysis of the recitation, it is to be recognised
that here is & broad way between speech to the song stage.

The speech shows musical tone-fall in the cadence. The
difference in the toning of the end of the question sentence,
invocation, calling and replying sentences, is absolutely convin-
cing. Similarly, the melodical movement starts from the
cadence.

We sce that recitation in one tone according to Nos. 408 &
409 (Indian interpretation) belongs to the specch-type, but
has a eimple musical end.

In No. 403, in the middie of the sentence yon breathe-
Ucchaih Udattah-and the note prec-ding the pause is lengthened
and then again lengihened and specially stressed and in the
end broken.

Thus through the briefest cadence the musical move-
ment comes in the simplest of recitations.

Generally the melody movement thus acquired is passed
on to the other place. The beginning is regular, the intervals
between the beginning and the repercussion tone (the terz-
Tritiya) is filled in and the repercussion tone is changed, the
basic motive is transposed upwards by rising declamation
and thus the ambitus is generally lengthened into an ocfave
through terz.

The more independent the melody, the broader and the
greater is the effort to enrich it by ornamentation. In the placc
of a simple cadence as in No. 408, we find in plate No. 440,
there is already a cadence of nine notes and the ornament-
ation generally goes back from the end through the middle of
the beginning. (The same thing occurs in Gregory’s chorus.)

Conclusion: The real melody movement is produced first
@hrough cadence (Jewish Psalms are not sung but are spoken).
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Fleisher says that the theory of the cadence is the
cradle of all Christian songs. In the East and West the
melody is ultimately rooted in recitation and is produced by
the broadening of the concluding stops and in both cases, as
the freedom of melody grows, the fixity of rhythm also be-
comes greater and greater.

In choral music the syllabic melody is oratorish. There-
fore Wagner calls the rhythm of choral, as both fixzed and 'free
stmultancously, according to the context of speech,

The melody of speech is however not musical. It is
not based only on the relation between tone and rhythm,
but an important factor of speech is also the true colour-
timbre, which is created by or through the colouring or shad-
ing of the vowels from dull to bright, and which through
their change often imposes pitches, which are not at all met
with in speech melody.

General Conclusion.

The laws of speech melody are not wholly analogous to
thomse of song mefre.

CHAPTER II.
The Modified Oratorical Rhythm.

The following examples have an independent musical
basis.

The idea of melody is diffierent in India from that in
Europe. The rhythmic series of Tal corresponds with the
gcale or the Gamut of the Ragas. The former (i.e. scales)
are combinations of various notes limited in number, on each
of which a Raga can be based.

The composition activity of Indians does not therefore
consist of new inventions or preparation of measured themes,
but of a variation of an ancient melody-type by means of an
introduction of side notes and ornamentation with rhythmic
form.

It is similar to a variation.technique formulated in the
limits of one single musical part.

6
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In our music (Eu.music) rhythmio relationship is not
marked out by different sharpnesses. The metrical sub-
gtraction takes the place of the Tal, the short vowels order
themselves in various note values which come into nearly
rational relationship through the quantity of the vowels or
the position of the long syllable.

Plate 410 (on page 31 of the book) Jaydeo. Main tone
E. &G.

Melody grouping comes ouf of verse—metre. Long
syllables are held longer and the short ones are sung on the
repercussion tone,

Plate 437. Hymn to Hanuman.

Long syllables are sung, nearly double as long as the

short, so that 4th and 8th change places in a measured series.
Plate 406 has got the same text.

A motive is again and again changed through the
rhythmic breaking of the motive, through the subtonium
cadence upon the main note and through the free transposition
on the deeper second.

Plate 407. Avalokita madhumasa vanasri-—Sapa‘

sambhrama. {(Page 33.)

Here the recitation and music are combined. The
voice rises in the beginning from C towards the third,
then stops for sometime on the repercussion tone, then sings
on D which again is held up with repercussion. Then follows
a flying transposition of the 1st motive towards the third,
then step by step it comes back to the starting note C,
where with a broadened eadence it closes.

The first tone is repeated almost exactly, only the cadence
is shortened. '

In the second part we get rich melis.matish, which
comes into being from the embellishment of the reperoussion.

From the few lines of the piece we recognise a way which
through variation of the repercussion and widening of the
cadence leads from musically fixed language-tone to orna-
mental artistic song.
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Plate No. 409. Gita govinda—Jaya jagadisa hare.

6 o3 32

This also depends mainly on the initial “h” or “si

(note) to repercussion E.
Thus the whole is built up of the initial and the reper-

cussion tones and of the ambitus near to an Octave i. e. from
G to FHA.

Plate 439 in Dodhaka begins with 4 and ends with Si (h).

In the 2nd half, the voice sings in the gquart in order to
prepare for the final end.

Plate 439 (b) Arya.
There is no melody scheme.
1st line: Repercussion and rising to the end of the half.

2nd line : " and falling to the end of the
whole with a cadence.

Plate 423 Devimahatmya.
Similar to 439.
Plate 424. The same.

Plate 458-61. Sivastotra. Only alphabbts in their natural
sequence. Here a musical measure is felt. This musical
measure—according to Western conception—is a primary one.
We feel a theme only in a definite measure. The measure—
organisation as the end form of modified oratorical rhythm
is something secondary.

The measure as indicated in the present songs is psycho-
logical, something different from our own. A melody—scheme,
without rhythw, which for our understanding is problematic,
maintains one or the other measure as an eternal form mainly
through the influence of meter.

SUMMARY

Under the influence of the meter i.e. through regular
changes of short and long, the approximately mensurated
values can be transformed into measured patterns, The
dynamic displacements subside and through heavy and light
tunings, comes into being the measure.
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We thus come to the structures which form the link
between language—cadence on the one hand and the artistic
song on the other.

This language-root of music, which is from Spencer’s
time opposed by Wundt and supported by Wallaschek or
which is taken as the basis of transition, should naturally be
considered as one of the several roots—though not the only
one—for even a signalling cry which has no language-
substratum can 'also lead to a musical tene. (View of
Shimps).

A sort of cry is intermediate between the musical cry on
the one hand and a regular call or invocation on the other.

And this call in its turn leads to a musical herdsmen’s song.

(like the Swiss-peasant song).

Therefore, through the beating of the heart or breathing
or stepping, a sense of measure should naturally be felt and
that this measure can lead to a melody or through polyrhythm
to harmony—but then it must have its regulating beat (in
one form or the other) as suggested by breathing etc.

But still the emphasis must be placed on the language
root of music, because there we do not have merely a
hypothesis but have real material which we find and feel.
(such as:—1 Declamation. 2 Primitive language song.
3 Indian recitation. 4 Choral forms. 5 Recitative etc. upto a
definite structure of later times).

CHAPTER III.
The Vedic Songs and their Analysis.

The Vedic plates are not of the recitation type, but are
measured songs at the basis of which there is a very regular
~ (motif) motiv—which changes in the course of the songs.
Rudra Samhita :—Saman—Song No. 425 Ajyadoha.

It begins with a three fold call. Hau, bauw, hau,
Ajyadoham.

+
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Melodically, it divides itself into three parts. In the
first, there is quint—highest main tone. In the 2nd, it
continues in the higher plane and in the 3rd, it comes back to
the deep tone.

The scheme is not measured, because in the 2nd part the
Pada is not shortened or lengthened according to necessity.
But it may even be said to be a measured one, since there is
an exchange in the Pada and Viertel—4th part. It was
not possible to make an exact notation (of the songs)—only
seme intermediate notes could be clearly made out.

The tone C & G placed against each other very clearly
such as for example through the division of the whole
scheme or through the cadence of the tones, or through their
use as corner tones and repeated emphasis. We can therefore
say that they were the tonic and the dominant.

Plate 426, Brahmayajnapatha :—This also begins with a
call repeated twice—therefore it penetrates the scheme and
the motif is repeated unbrokenly to the end. It always begins
with the swing of a deep tone to repercussion—tone C, which
alternates several times with B & D—twice, even E (Ga)

“occurs and at the conclusion of the motif, the height of the

tone drops. This motive has got some slight changes, at
each ropetition—(see notation in the book.)

In every individual form, the motive appears twice and
ig conditioned by the repetition of individual group of words.
Each motive form is rather similar in its repetition but when
repeated it shows a tendency towards deeper plane, and
partly also towards deeper transposition.

Plates 427 to 430 give some idea about primitive musio,
497 & 428 are from the Arishtavarga form of Saman and
429 & 430 from Vishnusamhita.

The ambitus here is only a terz G, F (Ma) & E (Ga)--the
repetition of the motive is quite free.

The parts are sometimes separated and sometimes joined.

The note values are also arbitrary. From the point of
view of the text, 427 & 428, 429 & 430 are the same but
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musically the four plates form a Unity because the motive viz.
the ambitus, the leading of the syllables which are inserted
and the method of reciting are the same.

Plate 443 Gramageyagana.

This is sung by the teacher and the pupils and is
distorted. Pupils’ voice cannot be made out clearly. Here
also the melody has its effort up-wards and ends with the
application of the higher tone. The ambitus is the sixth, tone
material is BAG, FED (Ni Dha Pa & Ma Ga Re.)

Plate 444 repeats the same text with another melody,
which fundamentally differs from the form of melody of
443 Yodhajayasaman. This is Raurava Saman. The names
of the Samans indicate (their subject) as Yodhajaya, Raurava,
Rakshoghna, Ajitasya Jiti.

In 444, there are two schemes which change places with
each other three times. The beginning does not possess any
schematic character. The first scheme originates from the
rhythmic repercussion of the highest tone to which is attached
a movement, which in steps goes to a quart and to a second
(see notation page 43.)

Plate 436. Taittiriya Brahmana Samhita.

The concluding notes of the sentence are always held
longer. In the end of the passage, the voice rises, which
otherwise does not rise above A, H, & C and does not go into
the deep.

Plate 436 is metrical and is connected in its declamation
with language itself.

From the 3 tones A, C & D, C is the repercussion tone
D is its heightening and A is the deeper recitation tone.

Plate 445 Taitt. Samhita 3-12-5 Etaun ayushkamau ete.
The main support comes from the repercussion tone B which
is also the first tone. The recitation is very free and the
movement is lively because of jumps of the third, fourth
and fifth.

=
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Plates 450 & 451 are recited freely oratorically and have
musically little value, Samhita, Pada, Krama, Jata, Ghana are
also given.

‘* Panigrahe Parvata rajaputryah’ Plates 433-435.
The song is common but is given in 3 different ways.

According to the Pandita who recited it in Kauthuma
sakha, every Saman could be given in three ways.
Plate No. 435 434 1690.

) Author of these
b stanzas
Ramanna Krishnaswami J The reciter.

Prachina Navina Navinatara

All these three are even now practiced in India and can
be distinguished only through the height of the tone. So, this
is a sort of a practical example for the composition of a new
Raga.

Unfortunately there is no appreciably marked difference
between the three styles.

433 & 43¢—apart from the note-values, are similar, but

434 & 435 do differ.

In all these there is the motive which is again repeated
with modification and there are the two bhalf and two full
stops.

Summary :—Few plates give further ritualistic songs.
Nos. 436 & 445 can be considered very little.

So far as recitation of theological subjects goes, 450 & 451
are musically valueless.

433, 434, 435, are most probably late imitations of Vedic
music and ounly eight plates can therefore be considered as
containing Vedic music.

Of them 427 to 430 (four plates) have similar recitation
and may therefore be regarded as one single plate.

Therefore out of 68 Indian plates only 5 refer to Vedic-
ritualistic song and if we want to say anything about ancient”
Indian musioc, we should have had more.
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They form the most ancient music that we possess,
because these texts are at least 3000 years old and we may
assume in all probability that the music in spite of the
inevitable changes in the course of time has remained in
general outline the same. Because music which is liturgical
always guards itself from external influence and remains
mostly unaffected

In addition to being ritualistic music, the Samans were
also magical music and therefore all the more care was
taken to preserve it in tact.

It seems that these melodies could not have been the
property of the masses but must have been preserved in the
teacher-pupil-tradition.

While the melody was in practice, there must have been
some experimental changes, because different melodies are
taught differently ; in different schools even the number of
tones differs.

It is to be noticed further that even to.day the way
in which the Saman is sung in different parts of India is

* different and so there is no exact agreement with the Vedic

number given in Vedic texts upon the syllables and the actual
tones or notes.

Even in spite of all these changes in course of the times,
we can infer that the original character of the melody must
have been substantially the same because though there are
changes, they are minor.

GENERAL REMARKS.

‘ The form of the songs originates in the repetition of a
particular group of notes—sometimes there is a small motive,
just as in 427 to 434.

Many times, however, there is a measured theme as in
425—443. The change of the motive is apparently very
free, melodically and rhythmically. But at the basis there is a

very regular scheme according to which with the repetition:
of 2 bigger motive-group the same notes and note values’
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return. This change of motive corresponds with the
technique of Indian composition because in Indian compo-
sition new melodies are not invented but the old types are
changed and transposed through new rhythms and melodic
richness. The ambitus changes for example in plate No. 127.
The ambitus there has only a third and in plates 425, 443,
444, the ambitus has a sext, a group of six notes.

The breaking up is noticeable of the motive—repetition
in plates 427 and 429 and it takes place through quick
repercussion of the highest melody tone.

The songs in the concluding portion usually find out a
deeper plane and also at the time of a repetition of the
motive, there is a tendency towards deeper transposition.
The arrangement of the Vedic tone is mostly defective, the
tones are rather harsh (which faet could not be indicated in
the notation marks.)

CHAPTER 1V.

The mussco-psychological significance of Rigveda,
Samaveda Samhita and Gana.

Veda is throughout tonish and not expiratorish and
is much older than the Christian Era.

(Sievers says in Hebrew Metrice—There cannot be
language with pure expiratorish or pure tonish accent, one of
the two may be dominant.)

The Sacred texts have been handed down with accent
and the theoretical discussion of these we get in Pratisakhya
and Sikshas, and the grammarian Panini according to Wacker-
nagel knew accent as a living phenomenon. The Vedic accent
signifies only the tone height and may show the sort of the
strengthening of the voice only as incidental—that is not
shown in the texts.

The notations of accents is not uniform. Panini (Book
Chapter 29 & 31) says that a syllable spoken in higher tone is
Udatta, one which is pronounced in a deeper tone it Anudatta
and the joining or union of the two is Svarita. According
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to Haug, Udatta is not the high but is the middle tone and
corresponds to the repercussion tone of the language—of
course, it is higher than the deep tone, Anudatta. Svarita
would be the union of the high tone and the deep tone but
is higher than the Udatta. Prachaya according to Haug
is equally high as the Udatta, only a little less voiced i.e.
is a combination of the tonic and expiratorish and the deepest
is Anudatta.

Haug (page 48 in his book) has given that the ligateur
always comes before the antispatish.

The tonal accent system of the Hindus is met with
among the Greeks and the Romans (Uccha is acute, Svarita-
circumflex and Anudatta the Gravis).

Everyday Specch

The Brahmana or Bhashikasvara is conditioned by the
Udatta and Anudatta. But the Mantrasvara of the poetic
language consists also of Svarita and many times also of the
deeper called the Anudatta. The Prachaya stands between
the Udatta and Anudatta theoretically. It is the tone which
is normally used in reading etc. particularly in monotonus
reading or speech.

The two main accents seem to be Udatta and Anudatta
to which Svarita which takes seven or eight different froms is
added later.

The view of the majority of Indologists is that Udatta is
the high tone, Anudattais the deep tone, and they are identical
with the initial tone and the repercussion tone. These are
the main accents which are very scrupulously and accurately
handed down by oral tradition' and Haug says that in view of
the sacred nature of the text, even the slightest change in
the accent was unthinkable.

The principle of Vedic metre is therefore based on num-
ber of syallables, Chandomanam—whilst that in the classical
and Indian Metres is based on the weight of the syllables, The.
distinetion is like this: In Vedic Metres in the place of a long,
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a short might come, but in the classical metres, two shorts will
come for one long and vice versa.

In the case of some metres, it is possible to follow tran-
sition from which the expiratorish accent i.e. to say that in the
case of a word sung, there might come a word that is spoken.

Richard Wagner (in Opera and drama) says: Originally
there was speech.-song and speech came later and this can be
explained on pure psychological grounds as with small child-
ren, who later on speak the everyday type of speech. There
is the speech-song-type first (according to Biogenetics).

The relation between Rigveda and Samaveda is that the
former gives the text in the original form with accents and
the latter indicates a stage of language-music. The figures 1, 2,
3 etc. used here, are the musical signs, Udatta the highest is
marked 1, the deeper is marked 2, the deepest is marked 3.
Udatta is the highest when a Svarita follows it directly or when
only Udatta syllables come between it and Svarita. In other
cases, before the deep tone syllables or a pause (following),
the Udatta attains to the only middle tone No. 2. The first
of the several successive Udattas, the last of which is followed
by a deep tone, is indicated by No. 2. (According to Benfry
the tone rises higher than the middle tone).

Apart from other considerations, we may say that Udatta
corresponds with No. 1. Svarita with No. 2 and Anudatta with

No. 3.

There are only 3 nos. in use, which shows that originally .
Samaveda also had 3 toned note—material, which correspon-
ded with the 3 accents of Rigveda.

The fact that the accents of the Rigveda are here in
Samaveda indicated by numbers cen be explained by saying
that the rocitation of the Rigveda now has been transformed
into the artistic song of the Sama, the basic material being
the same. .

There are Ganas besides Samaveda but their relation

with Samaveda is not clear. The Ganas are song hooks from
which the melodies in which the Samans are sung are learnt.
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In the Ganas the verses i.e. stanzas get their Saman form.
The text is here very much changed. Many syllables are
lengthened, and freely repeated, meaningless syllables are
introduced and some words are changed to such an extent that
the original words cannot be recognised. There are four such
books of note collections.

Gramageyagana apparently to be sung in Gramas’
Aranyagana, Uha and Uhya gana The Riks are sung in
various melodies and the melodies are different according to
different schools, such as the Ranayaniyas, the Kauthuma
ones.

According to Caland, the Jaiminiyas have 1232 in
Gramageyagana, 291 in Aranya, 1802 in Uha, 356 in
Uhyagana. Total 3681 Samans or ganas. The Kauthumas
possess 2722 ganas.

1197 Gramgeya ganas
294 Aranya
1026 Uha
205 Uhya

LRl
»

R

Samaveda gana and Samaveda-samhita.

The note-material of the Ganas is more profuse than in
the Samhita. In the Samhita there are 3 nos. In the Gana
however there are 5 nos. i.e. they are sung in 5 tones.
The Kauthumas and Ranayaniyas sing in 7 tones, the
Jaiminiyas in 6 (This is the view of Simon). Kauthumas
have 7 tones only in 2 Samans. The Taittiriyas sing with
4 tones in 2 Samans. The Ahvarakas only with 3 tones.

. Tandyabrahmana, Kauthumasakha, however mentions
only two tones.

In Rigveda, the Suktas are arranged according to the
families of the singers. In the Samavedasamhita they are
arranged according to the stanza units.

Samaveda is thus a Music edition of a part of Rigveda
which is to be employed in a sacrifice.
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In the Ganas the real liturgical melody with the real
liturgical text is given. The same text has different melodies
according to its application in the sacrifice. This shows that
the original Samaveda had very little to do with the songs
as such, they being first used in the Ganas.

Generally however it is said that the Rik is the Yoni
out of which the Saman originates.

Rigveda gives the text in historical arrangement,
Samaveda, apart from the selection with accents and new
arrangements, gives the same text as in the Rigveda with
the same orthography, the only change being that in the
place of accents there are Nos. which are signs of notes only
in the Gana texts and songs are given in the form, in which
they are used in practice.

Oldenberg points out that Trishtubh is the chief metre
of the Hotar while the Udgatars are known to be using Gayatri
and Pragatha. The handbook of the Hotar was the Rigveda and
that of the Udgatars, Samaveda. The verses of the Rigveda are
therefore language songs and of the Samaveda musical songs.

The murmuring recitation of the Yajus in the Prachaya

"tone is exactly like the Catholic liturgy and thus we have

in the sacrifice the threefold division of language, recitation
and music.

What is then the purpose of the Ganas? Their text in
comparison with that of the Samhita is much disturbed and
this fact mustehave had some special purpose. The Stobhas
like Hau, hau, hau, etc. are to be found, also in the case
of Indian labourers, when they lift up loads eto.

So these sounds must have been originally physiological
because they require much muscle strain. (Even in America
these ha-u ha-u, ha-he, he-he, he-ha, hai-va are used, where
such muscle strain is called into action.)

These are the same type of sounds which are to be
explained physiologically in manual work and on the other
hand with prayer, sacrifice etc. they have a magical power,



.94 THE JOURNAL OF THE MUSIC ACADEMY [VOL. XI1X

In Samavidhana Brahmana several Samans have been
discovered from this point of view. There are magical
effects such as release from sin, fulfillment of desire, seeing
of the invisible, etc. These are magical effects.

The use of interjections for magical purpose is quite
understandable, but why are the text syllables changed is
not clear ? Why such an unusual change? There we come
to the question of the chronological relationship between
the text and the melody of the Ganas. The melodies of the
Ganas can cither be contemporaneous with the Samaveda or
they signify only the lengthening of the accents of the
Rigveda or the Nos. of the Samaveda or they could be old
gongs of different characters, which have been annexed into
the Ganas. Against the first, the form of the text is an argu-
ment. A melody which is composed upon a text must always
necessarily keep contact with the text. The inserted syllable
can have magic power, but the original must remain in tact.
Therefore it seems that Gana melodies are not composed on
the text of the Rigveda or Samaveda.

Against the second, is the fact that one and the same text

is sung in diflerent melodies and between these melodies

- ¢here is hardly any melodical relationship and sometimes
the melody and the accent alsa do not agree.

Therefore there remains the third possibility that these
melodies are composed not for use in Sama nor are the
Samans selected according to the melodies. Where have they
come from, then ?

In the history of music, we repeatedly find that songs
of a secular character are adopted and directed for spiritual
purpose, for instance in the Mess of the Dutch the basic
motive is purely mundane or popular (Good bye to my
lover; Desperate fortune.) Therefore, the mundane tunes
were coupled to religious text, or the mundane text of the
sunes was replaced by religious or spiritual texts. (Similarly in
the Protestant Choral songs). Such seems to be the case of
the Ganas and to do so, the text has been perhaps distorted.
Therefore an attempt has been made to bring about congruity
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botween the text and the melody, and the first or the second
is changed to suit the other.

The character of the recited songs was of many kinds,
for instance purely primitive character is to be seen in plates
427 and 430 since a single motive is repeated over and
over again.

As against this No. 443 shows a comprehensive theme,
with all its numbers. The whole song is full of energy and
fresh movement and appears like a primitive war song.
The war song later on developed in a community which
produced the Mahabharata.

Samaveda—Gramageyagana—443.

Plate 444 shows a double motive construction, and 425
is still better arranged. It shows a double exchange of
indroductory motive and the main theme, to which is also
attached a coda. We find in Veda also pieces of songs which
belong to the primitives and at the same time development, or
progressive advance to such an extent that they exibit a form
which from the point of view of contents is of considerable
height, The age of these songs, therefore, is not one but is
very extensive. Now comes the question, what were the
original texts which were the basis of these melodies? Since
we know the ethics of ancient Indian music very little, it is
difficult to come to any definite conclusions about the character
of the melodies, their basis, interval-construction, and rhythm
and the Vedic material itself is very limited for such a
study. We must also grant that the melody had changed
considerably in the course of thousands of years past and
therefore we can hazard to give some conjectures only.

We must not forget under any circumstances that the
word and the way according to primitive form are indivisible
wholly and they could not recite the text without melody or
melody without text and therefore when the old text dis-
appeared and the new was adopted, many melodic changes
also must have taken place.
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Plate No. 443, I shoud like to consider as an ax?cient
war song. Generally, the melodies were sung upon particular
texts, texts which are expressive of the culture of the people,
such as the magic songs or the love songs, tragic songs, war
songs or workers’ songs.

Another question is whether the whole song or a single
individual motive was taken up. Much is in favour of
the first posibility because the songs appear in many casfas
(443, 425) to possess a unity and the motive is seen only in
the visual analysis and is not recognisable by the teachers of

oral tradition.

Moreover, if a single maotive were taken up which can be
repeated freely ad infinitum, there could not have been.an.y
compelling reason to distort the text. And finally it is
also questionable, whether the primitive possessed a sense
of musical construction, or had done this unconsciously. It
is likely that they never comprehended the relation of song
and a single motive. It therefore appears that the sor.lg. was
taken up as a uniform organism and not as an individual
motive. In some songs, however, for ingtanee (Nos. 427—
430), the cement which holds the motive at its repetitions is
absent. In such cases the motive must have been freely
moving and must have created some discomfort to the text.

In art we generally find that under the pressure
of external conditions, a special! style is formed which
however does  not disappear even though the external
conditions disappear. and persists as a special mark.
In Architecture for instance there is ornamentation, which
originally had no connection with decorative character and
was for magical purposes. The magic disappeared in course
of time while the ornament developed in the direction.

A similar thing happened in the changing of the text of
the Veda, originally on account of external necessity, which was
for setting aside the incongruity of the melody and the text,
and latter on however, even when there was no necessity of a
change, the text was purposely distorted, as a typical mark
or matter of habit. That distortion later on took the
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form of ritualistic aspect and this endowed to the text
a special extraordinary consecretion or sacredness. And
this is why the ancient people explain that the text in its
Saman form heightens the efficacy of the sacrifice.
Hillebrandt is of the same opinion viz. the Ganas originate
from the folk songs and folk melodies whose original text was
thrown away and says further that the wonderful words
Ho-i, Huva, Hu (jodler shows of joy-juchzer) have been
retained from old folk songs. Felber thinks this as unlikely
and thinks that it must be in the connection stated previously
by him. '

There are still a few questions that remain, for

.instance :—

1. How were the texts recited before the taking of folk
melody ?

2. Are the Samans, whose ambitus is only three or
two tones, also to be traced back to ancient folk songs?

3. What is the function of Nos. 1, 2, 3 of the
Samasambhita, ?

The answers are quite simple. (1) The recitation was
originally one much more primitive and connected with the
language very closely as for instance in its present form.

There is nothing more natural than that in case of people
who originally possessed a tonal accent, the oldest liturgical
recitation should also depend upon these accents.

This is supported by the correspondence of the accents
of Rigveda and the numbers of Samaveda.

If then the Nos. 1, 2, 3 of Samaveda are directly to be
connected with the Rigveda-accents, then the Samaveda
Samhita represents originally & song and thus the Samhita,
had its special function. To explain the Samaveda Bamhita
as a liturgical Veda is not sufficient, because the text in his.
torical arrangement is like Rigveda and in liturgical arrange-
is like Gana,

On this basis only, we know why the Udgata priest uses
#he Samaveda as his handbook. One can easily understand
7
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the manner of this recitation, if one confers the inter-
pretation of the beginning of the Atharvaveda by Haug.
There we always find the same motive as shown on page 60
of this book. The same sort of applications we find even in
Samaveda. (compare for instance plates 427.430 except for
some rhythmic changes). On account of this again, we
understand why two or three toned songs have come down
to us, when they hardly have any of this sort in folksong.

Coxvorusion (or CuapTEr 1V).

The threefold transitional forms—the speech, recitations
and songs:—The accents of Rigveda correspond to the

recitation. The nos. of the Samaveda indicate the songs, .

and the murmuring of the Yajus indicates the single
toned reading.

Thus it appears that the melodies found in the Ganas
are not of unified origin. The oldest melodies might have
originated in a perfection of tonal accent; with the growin
conplexity and mostly of the ritual, very likely, songs ricl%
in ambitus and melodies must have been receiv:ed from the

. store-house of folk music and the text arranged accordingl
Further, many original songs different in different schools gn{i
their origin even farther off. In later times the attem t or
the effort of a strict reduction of the ritual songs befa.me
considerable, which is quite natural in the case of son 8
in the service of liturgy. The choice of older and newer songs
wasg different in different schools and that explains whg
there have been far reaching differences in the Ganas 05;
several schools, pariicularly in the point of their selecti
number and the manner of application. o

CHAPTER V.
The notation of the Samaveda.

The scale of the Samaveda comprehends seven to
of the octave. These tones are called (Pushpasutra editedr;)es
Richard Simon, page 523) Krushta, Prathama Dviti ‘
Tritiya, Chaturtha, Mandra and Atisvarya. Acooréling to zhaé
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Jamavidhana Brahmana the nomenclature is different. The
fifth is called Panchama. The sixth Shashtha—Antya. Harlier
in the text books the number 7 was given, but Burnell says it
is never used. Simon points out in his introduction to
Pushpasutra, page 525, that the first two tones Krushta and
Prathama are indicated by the same number i.e. by 1 by the
Kauthumas and in the Samaparibhasha. On the other hand
Krushta is shown by 2 and Prachaya by 1. Kauthumas’
theory is that the distinction between Krushta and
Prathama was superfluous, as Krushta occurs only once
or twice. -

Therefore the note upwards of the octave is shown by
1,1,2,3,4,5,6,0orby 11, 1,2,3,4,5,6 when the number 7
ocours it has a different significance. It is a sign for
Abhigita i. e. joining half a Matra long of Dvitiya tone
with the other half-long with the Prathama in one and the
game tone. (Refer to page 61). In Samaparibhasha this is
indicated by A 1. According to Burnell these seven notes of the
3amaveda correspond with ¥ EDChag. In the plates
however .the scale is different, from the point of view
of both absolute tone height and intervals between full and
half tones. According to Simon, the numberings of the tones
signify only relative values and not the number of oscillations
or pitech. According to him 1, 2, 3 of the Uttaragana
correspond with tones 4, 5, 6 of the Purvagana. This is
restricted only to the Prastava. As against this, Foxstrang-
ways (Hindu scale) is in favour of absolute tone heightss
He has reported that one singer who sang Sama for him {irst
apologised for not being able to sing in the absolute piteh on
account of old age and weakness and 'he sang the same piece
twice in exactly the same manner. Even Indian theoreti-
cians think that there are some places which lead us to the
conclusion of absolute tone heights. According to Simon, it
cannot be decided definitely. Psychologically, the relativity
of tone heights is more probable, not only on account of the
references to the possible connection of the tone heights with
the Vedic accents which indicate only relationship, but also
in consideration of the individually limited range of voice.:
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Among the Chinese, however, the absolute tone height
is an infegral part and every absolute tone height has
its definite signifieance. (Laloy’s—La music Chinoise).
The fact that the highest tone oecurs almost never is from
the point of view of the ethics of ancient India music very
important and has some connection with mystic ideas. Even in
the mention of the tones one dees not speak of 1 to 7 but from
7-1, 2, 8, 4, 5, 6 or from seven to which 1, 2, 3are appended. In
the Samavidhana Brahmanma, at the beginning of the first
section, it is said that from the highest tone the Gods live, the
men from the first. The Gandharvas and Apsaras from the
second and the cattle from the 3rd, the Pitrs from the 4th and
the Asuras and Rakshasas from the fifth and the Vanaspatis
from the last or the sixth. In another context, Sama vidhana
Brahmana says that the high tone belongs to Prajapati or
Brahman or the highest God, the first to the Adityas, the
second to Sadhyas, the third to Agni, the fourth to Vayu,.
fifth to Saman and Atisvarya to Mitravaruna. All this
indicates the importance of No. 7 which is sharply distinguished
from other tones. Its theoretical explanation is that it is so
because it belongs to Gods and its practical explanation is
that it is so hecause of the effort to limit or restrict it to an’
easily singable range, or ambitus.

Gregorian chorals also move except in special recitation
only over a range of a quint meaning ° fifth ', or at the most
over a sixth. Of further interest is the principle of number-
ing the scale downwards. The Greek tetrachord progresses
from the highest to the deepest. The ancient Indian scale
also does similarly. The hexachord of the middle ages shows
upward movement. So also is the new Indian scale. This
remarkable distinction between the old and the new music on
one hand and the correspondence between the Orient and
Occident on the other, without suggesting that there was
mutual influence, only shows clearly the music experience of
the ancient tunes and of the later tunes.

- The old melodies in India and also Greece go downwards,
and close with the leading tone from above, In Gregorian
choral appears the downward-going close. Very often the
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upward going close occurs, the semitone is neglected, and
men take Doric and motolydish close before the Lydian
subsemitone..

In the modern and new Indian music, the melody
construction shows an efiort of development upwards which in
progressive manner reaches the close regularly with the
subsemi-tone. The notation of the Samaveda makes a
distinction between Prakriti and Vikriti,—the principal and
the subsidiary note. (Pushpasutra, Simon page 525; Burnell
Arshya Brahmana page 43 and following pages of intro.
duction.)

The principle notes indicate the basic melody and are
noted above the syllables and the incidental notes relate to
the ornamentation and are shown between the syllables. So,
the skeleton of the melody is thus distinguished sharply from
the ornament. The melody of the prineipal notes has connec-
tion with the complete song. So also in the new Indian
music the Raga has connectionwith the basic melody. (Burnell
considers Vikriti notes as purely modern. Simon considers
them sufficiently old since in the text of the Pushpasutra
they are already noted.)

To the incidental notes also belong ligatures in which
individual notes are not marked but a row of nos. is given
(on page 64) to indicate the group of notes. From the
Indian plates with us, it is possible to investigate how far
notation laws given by theoreticians are actually observed in
practice. It is to be noted here, that the copying and printing
mistakes in the Ganas on the one hand, and the changes in the
oral tradition and recording on Athe other, have to be
considered. Therefore in the Gana it is often difficult to
determine, whether there is a change in the recording or
corruption ete. (plates 427 and 428 (Arishta-varga), 439 & 430
(Vishnusamhite) and page 65 notation.)

Of other Vedic plates also, it is not possible to follow the
various signs of the notes according to their significance as
given in the introduction to the Pushpasutra. Perhaps the
singer sings according to a Gana other than that which
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corresponds with the song sung or the divergences are due to
the various methods of recitation in different schools, or per-
haps the numbering of the Gana words is not without mis-
takes of caligraphy or printing, or finally the singer may
not be quite sure of the whole thing, Perhaps Richard
Simon who knows Indian music very well may be able to show
the way why such divergences have ocourred, on the basis of
the material he has collected.

CHAPTER VI,
The ethos of the Ancient Indian Music.

With a few remarks on the ethos of the ancient Indian
musije, it would be proper to conclude this monograph,
The Vedic music has a (Sacral) sacramental character a.nci is
f:losely connected with the liturgy and this explains why
it is regulated even to the smallest detail. The central point
of tl.xe Vedie liturgy is the Soma sacrifice. The pressing
oﬁ'ex:mg and drinking of the Soma juice, which is the Somaj
Sacrifice, is similar to our Lord’s supper or holy-communion
ecause ‘th? . priest who drinks the juice becomes through it
ln‘ a primitive way capable of sacrament. He becomes one
with the body of the divinity, The songs have, if used
properly, great magic power. In the Samavidhans
Bfruhma.na, all these details have been described. The parts
(I)i . n:;ch c?mplete liturgical melody i. e. Saman are 1)
ol Pr;t;-ﬁ _1— fé to say the recital of the syllable Hum by
oy bor 3 as the case may be. (2) Prastava i. e. a
botmocn twogo ] 3;1 Prastota—the ambitus of which is limited
of th song wnd sufxeebtones. (3) Udgitha the principal theme
Eirst response one f thheUdgata. (4) Pratibarta which is the
response sung b gthy s ©. Pratiharta, (5) Upadrava the second
sung by Prastot : Ude dgata. (6) Nidhana, the closing chorus,
the song of the’a 1 g};ta. ?nd Px;atiharta.. (7) Pranava which is
Amen. The »sog sble Aum w.hich corresponds with our
murmared b € 18 accompanied by the syllable ‘Ho’

Y 8everal singers in de i
three Savanas of the day, diff oF fone. At the timo of the
muller and Hillebrandt fy  instance for oy ore seleoted (Max-
) for instance for the Pratassavana deep
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tone which is higher than the Ajya, middle or highest tone is
for the Madhyahna savana and highest middle or deep for the
Sayam savana. Even for the rate of speed of recital, there
are rules. In the morning they go slowly, in the middle
(gengiet) inclined, in the evening directly forward —usually
slowly with the first two and quickly with the third Savana.
This shows an unusually subtle harmony between the time of
the day, the height of the tone, the way of singing and the
rate of movement. When there is even the slightest mistake
in the song or its practice, the whole sacrifice is purposeless.
At the time of the singing of the Saman, strictly regulated
movements of the hand are also made, which is evidently
analogous to the cheironomic of the neumen. (magic power of

the tone heights.)

And sometimes indeed the tones are indicated by the
first finger of the left hand being struck on the knuckle bones
of the right hand. Before this cheironomic—the tone script
in movement—there must have existed kephalonomie connected
with accents which must have been (Neumen Striden, Vol. I,
Oscar Fleischer, pp. 49 and following pages) reminisent of a
primitive dance.

Further, wands are issued (this might have connection
with Rune (magic) and through their particular arrangement in
the numbering of the letters or complicated forms of the songs
of the Stobha verses, they give a special orientation. In the
Naradiya Siksha, the cheironomic seat of individual tones is
given. Dhaivata on the top of the small finger, Nishada at
the root of the little finger, Shadja on the ring finger, and
Rishabha and Gandhara on the index finger. Such a practice

obtains in China also.

The oldest descriptions about the tone are found in the
Samavidhana Brahmana. Here every single tone is sharply
distinguished from the remaining six. In the Mahabharata,
ihe seven tones are ascribed to seven divinities and are
charecterised as follows: C—tone Sa to bellowing or roaring,
D—Ri is indistinet, E—Ga—clear, F—Ma—soft, G—Pa—
strong, A—Dha—heron like, and H—Ni—unharmonio (g).
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In the Naradiyasiksha, C, D, E, F are respectively
atéributed to Agni, Brahma, Soma and Vishnu, C corresponds
$o Mayura, D to Chataka, E to Chaga—the Goat, F—Ma to the
Crane, G—Pa to the Cuckoo, A—Dha to the Frog, H—Ni to the
Elephant. This similarity which has not a very deep sense at
its root seems to belong to a later time. The Upanishat gives
the following seven tones 1 starting tone Sa, 2 unclear, 3
clear, 4 mild and soft, 5 strong, 6 like the sound of curlew
and 7 mistaken or unharmonic. Everywhere you find that
there is rising from deep to high. Even the length of the
notes is measured according to the ery of the animals. The
cry of a fish heron, corresponds with a Matra—more, the cry
of the crow takes two Matras, that of mayura three Matras
(Max Muller, Rk Pratisakhya). The Rk Pratisakhya distin-
guishes between three types of voices, the slow, the middling
and rapid and to explain tais gives the following illustration.
For memorising—the rapid way, for sacrificial use—the
middling, and for instruction of pupils—one uses the slow.
Every kind of tone is compared with a metre andevery tone-
type is given a certain colour as follows:—1 white, 2

-spotted, 3 brown, 4 black, 5 blue, 6 red, 7 bright yellow.
Perhaps all this is due to number 7, which is a sort of magic
number in India, as 7 Dvipas, 7 Sindhus, 7 Lokas, so that
everything that is attributed to the category is attributed to
the seven Svaras. Even the ritual relations are coupled with
animal voices such as roaring of the tigers, cackling of the
goose, the cries of the peacock and the flamingo and the
cuckoo. There are many such analogies, for instance, the Rk
with bones, the tone with flesh, the Stobhas with hair, etec.

The information about music given by old theoreticians
and commentators is little and from this little information
we get an impression that music was regarded as something
low because it is a material of magic, as is already indicated
by Samavidhana Brahmana. There is nothing like music
theory as such, otherwise the analogies of animal cries etc.
should not have been given.

Therefore it is difficult to say anything about the music
theory as such, because the dominant theory belongs to the
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new Indian music. Very fundamental and clear information
about Indian Music theory is to be found in the excellent
monograph of Abraham and Hornbostel Phonographierte
Indische Melodian, (name of the book) and in the Proceedings of
the Indian Music society, (S. B. Der I. M. G. 5/3) and another
work by Capt. Day (Music and Musical Instruments of S. India).
The many works of Tagore only give rich material of netes and
cannot be regarded as critical or fundamental analogies of the
theory.

The ancient teachers say (i. e. in Rk Pratisakhya) that
there are three registers of the voice, the deep, the middle,
and the high, with seven Yamas each. In these three positions
one Yama cannot be distinguished unless there is another
Yama. The seven Swaras are the Yamas and the Yamas are
different from these Swaras. Max Muller explains in bis
commentry of Pratisakhya that the seven Yamas are the seven
tones of a scale, and the three voice positions are the breast,
the throat and the head. It is very likely that the three
octave rows are meant here which are clearly distinguished
in the New Musical Theory sr gm p d n the deeper with a
point below, the Uccha with a point above, and the middle
without any sign.

The double octave heightening or deepening is indicated
by double punctuations.

The meaning of the remark that seven Yamas are Svaras
and the Yamas are different from Svaras, is clearly this. The
tones either correspond with the accents or they do not. This
however might refer to the two parts which we have assumed
in the songs of the Ganas. Either the songs directly originate
from the accents (which corresponds with the primitive
resitation of the Samaveda) or the songs are independent,
(which corresponds with the borrowing of old folk songs).

With reference to the connection between the text and
the melody in the recitations before us we have shown that
the recitation of the classical songs generally corresponds
with the language tone system i.e. the notes have to a stil}
greater degree no independent character. In the Vedic
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songs, on the other hand, the word and the manner of
recitation have nothing to do with each other because
they are magic songs, in which the magically potent manner
of recitation and the practices aceompanying that are more
predominant than the words themselves. In some cases, the
words of the magic songs which in their turn are borrowed
from other sources, cannot at all be understood. The most
significant phenomenon from the point of view of ethics of
ancient Indian Music, are ultimately the three reourrent
forms, viz. speech, speech-song and song. We have to find
out an answer to- the question why these transitions have
come into being in this particular order and should not
merely be satisfied by their mention. When speech brings
in grammatical rules, the recitation brings verses. This
distinction is not purely external. Because in these verses
songs are recited which partly belong to the best type of lyric
(for Ex. 421 & 438 Plates). The feeling created in the

recitations is a different one, and is richer and deeper

and this is what clearly distinguishes music from speech.
Particularly in the citing of the Soma sacrifice the distinction
between murmering, reciting and singing is very subtly
graded according to their magic effect.

Finally from our study of the plates we come to know
the following things:

(1) The original character of the tonal accents or their
oldest origin,

(2) The possibility of a general development of vocal
music from simple speech.

(3) And its melodical formation through cadence.

' What has been said and found about these plates, in spite
of many defects, and shortcomings of the absence of meterial,
is important for the knowledge of the oldest music not of a
particular locality but also for the study of the development
of recitation in general.

MUSIC IN TRAVANCORE

BY
Pror. R. SRINIVASAN

The Royal House of Travancore have always been
patrons of musie and other fine arts. Some of its members
had made names not only for the encouragement they gave
to fine arts and their votaries who gathered in their courts,
but they had been great artistes themselves, and ameng these
stands out prominently the late Sri Swati Tirunal Maharajah.
Even earlier than this Royal genius there were members
of the Royal House who were great musicians, as for example,
Aswati Tirunal (1756-1788) whose songs are sung in temples
even to-day, Rani Rukmini Bai (1800-1837) whose kriti in
Mukhari (‘¢ Sreekanthesa’’) is well-known. Earlier still, about
a thousand years ago a Ruler of Travancore composed music.
Later on there were composers of the Atiakathas in which
music was used plentifully. But the hey-day of music was
in the time of Sri Swati Tirunal.

The end of the 18th century and the beginning of the
19th century have been the golden age for Carnatic musie.
It was in this period that the great saint Tyagaraja, Syama
Sastri and Muthuswami Dikshitar (the musical trinity as
they are called) flourished and flooded South India with
their masterly and exquisite music. It was also at this time
that Swati Tirunal lived in Travancore (1813-1847) and
made his unique contribution to the music lore of South
India. Western Ghats have been to some extent responsible
for the land of Kerala not being so well. known as it ought
to, especially about a century ago, when communication
between the two coasts of the Madras Presidency was
not frequent. But this made it possible for some of the
distinctive features of the Kerala culture being kept sniact.
That was also the main reason why the compositions of
Swati Tirunal did not spread over the Eastern Districts as
those of the musioal trinity. In Travancore the Sopana
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style was in vogue for a very long time. Jayadeva’s hymns
(dshtapadis) which became very popular in South India
came to Travancors also and were adapted to the local style
and sung in temples. The Sopana style is so called because
its movements are slow, steady and gradual. To one whose
ears are accustomed to quick movements and sharp trills,
this style may appear to be dragging and monotonous., But
it has its own charm and there is an atmosphere about it
which gives it its distinetiveness.

Swati Tiranal Maharajah was truly a great man, great in
many ways, He was a poet, a great devotee, a statesman,
a musician and a scholar of repute. His reign though short
was orowded with remarkable achievements; many of the
institutions which are now our pride were started or inspired
by this master mind. Though he lived but for 34 years and
reigned for 18, it has been a full and rich life. He was
master of 13 languages and composed songs in five of them.
His personality and fame attracted very eminent musicians
to the State. Among the musicians who adorned his court
were Vidvan Koil Thampuran of Kilimanoor, Iravi Varman
Tampi, Kshirabdhi Sastrigal, the famous Vadivelu and his
brothers, Parameswara Bhagavatar (of Palghat), Cunniah
(a disciple of Tyagaraja) and Meruswami. Of these Vadivelu,
Meruswami and Parameswara Bhagavatar greatly influenced
his compositions. ‘The Royal composer had himself said
that for his compositions he took as model those of
Margadarsi Sesha Aiyangar of Srirangam who lived io the
17¢h century and compesed mostly in Sanskrit, (be used the
word Kosala for his Mudra). The range of his compositions
is vast and as referred to above, ho composed in Sanskrit,
Malayalam, Canarese, Hindi and Telugy. His compositions
coraprise Tana Varnas, Chowks Varnas, Padas, Kritis,
Tillanas, Upakhyanas and so on. The following list gives
the approximate numbers :—

‘Tana Varnas 2

Chowka Varnas (One in Telugy,
one in Manipravalam and
seventeen in Sanskrit)
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Padas {The famous ** Pannagendra

Sayana ” is one of the padas) .. B8
Navaratri Kirtanas - e 9
Nava Raga Malikas 9
Ghana Raga kritis 8
Ramayana kritiy 2
Bhagavata kriti 1
Daeavatara kriti 1
Kirtanas {including

Canarese Compositions) ... . 200
Mangalas - o e 3
Tillanss .- s . &
Hindi pieces vee 37

A part from these musical compositions His Highness
kas written a book on the theory of music. It is in his own
band-writing and is preserved in the department of Orienta)
Maauscript. The script looks more like grantha than
Malayalam.

The ease with which he composed was remarkable, He
had a style of his own. He has covered a vast gamuf, from
very simple pieces to highly technical compositions which
will baffle even a first rate musician. At the same time the
dietion of some of his compositions is simplicity itself.

It appears likely that some of the compositions of
Tyagaraja had come to be known in Travancore also
through the musicians who came to his court seeking his
patronage. In some compositions there seems to he a very
judicious blending of the styles of Tyagaraja and Muthu-
swamy Dikshitar, but mostly bis compositions stand oug by
themselves as a class. As an sxample of the Tyagaraja
style we may mention the well.known kirtanam in Bhairavi
“ Bhavadiya”. In compostions like *“ Rasa Vilasa” mastery
of a very high order is in evidence; the fitting in of the
gwaras and the solkattu into the general theme is masterly,
There are also compositions in which the rhythm, the ides
.nd the sabitya are so aptly blended that one seems to echq
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the other two aspects. The kriti ‘‘ Nrityati Nrityati” in
Sankrabharanam is an example. We find also plenty of
instances of Swarakshara i. e. letters of the Sahityam being
those of the notes corresponding to those letters. Though
geaerally the words of the sahityas dominated the melody
there are compositions like ‘‘ Kalaye Sree” in which the
words merely hang on the melody like beads in a string.
He has composed special slokas and kirtanas to be sung
during the nine days of the Navaratri, particular pieces
being ear-marked for particular days. In addition to these
lyrical compositions, he eomposed three Upckhyanas. In
these he was greatly influenced by Kokila Kantha Meru.
swarmi, so called on account of the sweetness of his voice,
Meruswamy settled in Travancore in 1833 and lived up to
1870. He introduced here the sankeertana style. As a
resulb of this the Royal composer has given us three
upakhyanas, Kuchelopakhyanam, Utsavaprabandham and
Ajamilopakhyanam. They contain, in addition to slokas,
33 kirtanas.

Among the varnas, the one in kapi beginning with
“ Suma Sayaka’’ is well known and at the same time techni-
cally of a high order. It is understood that Vadivelu influen.
ced to a very large extent the music of it.

Among the ragas used for his composition occur
some rare varieties. His composition ‘ Dhanyoyam” in
Gopika Vasantam has already atfracied considerable notice
Duwijavanti is another raga in which there are very few
compositions by others. Lalita panchamam, Desakshi, Sudda
Bhairavi, Ghanta, Poorva Kambhoji, Mokana Kalyani,
Navarasam are some of the rare ragas in which he has
composed songs. He has left behind a legacy of musical
treasure of which every Travancorian may be justly proud.

Over and above these. compositiéns which had been
published already several new compositions have been
brought to light from manuscripts since discovered. There
are several still unpublished which it is hoped will be made
available soon. When these also come out and gain currency
music lovers will realise what a rich and wonderfn) and
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exquisite heritage has been left for us by the Royal Musician.
Among the new pieces which are gaining currency several
have already made their mark. Pieces like *“ Mamava sada”
in Kanada, °‘Pabijagajjanani” in Vachaspati, ‘ Rama
t.ama” in Simhendramadhyamam, ¢ Vihara manasa” in
Kapi, ““ Kripaya palaya ”’ in Charukesi, * Sri Ramachandra *’
in Huseni, have won a unique place for themselves in the
world of music.

It is a pity that his compositions did not gain eurrency;
perhaps there were reasons for it. Most of his compositions
being in Sanskrit could not probably catch the ears and
imaginations of the people as easily as Tamil or Malayalam
or Telugu. It is also possible that it struck a new distinctive
electic note in the ears of the people dominated by the
Sopana style and hence the general public found his compo-
sitions rather difficult to grasp. There was another important
reason also. It is8 well known that compositions of great
musicians find currency mostly through their disciples.
But, naturally in the case of Swati Tirunal there could be no
sishyaparampara, be being a Royal Composer.

Thanks to the great interest which Their Highnesses the
Maharajah and Maharani of Travancore take in the cause of
music, steps have been taken to popularise this musical
treasure. A Summer school of Music for teaching these
Kirtanams to the music teachers in the State was organised
some years ago. This has now become a permanent institution
providing for a four year’s course in Carnatic music. It is
hoped that this institution will serve to bring out the greatness
of Swati Tirunal’s Music, attract people to appreciate his
greatness and realise what priceless treasure has been given
to us by the Royal composer.

The famous Govinda Marar was also a contemporary of
Sri Swati Tirunal Maharajah, but he seems to have gone out
of Travancore seeking newer and wider fields. There is
evidenee to indicate that he was geen in Travancore by
Parameswara Bhagavatar about the year 1831. On aceount
of his capacity to sing musical pieces in six kalas (which
means 32 times the original speed) he was called Shatkalg
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Govinda. During his peregrinations he met the famous
Tyagaraja in the Tanjore District. He travelled wide and
went to sach distent places as Pandharpur and Benares.
Subba Rao, who was Dewan to His Highness Swati Tirunal,
was also a musican who could play Swarabat and Mridangam.
Swati Tirunal is said to have learnt Swarabat from him.

The next period of musical importance was the reign of
Ayilliam Tirunal Maharajah (1860-1880). Sri Ayilliam Tirunal
was himself an accomplished singer. Musical experte of the
day used to stand in great awe of His Highness. Most of the
well-known figures in the musical world came to pay their
respects to His Highness and get recognition from him.
The famous Kalyana Krishna Bhagavatar, the Veteran
Parameswara DBhagavatar and his disciple, Coimbatore
Raghava Aiyer (so called because he lived for a long time at
Cimbatore though he was really born in Vadasseri near Nager-
coil) were the chief among those who adorned Ayilliam Tirunal’s .
Court. There was practically no day on which there was not
some kind of a musical concert at the Palace in which most
of the musicians took part; very often His Highness himself
used to take part in the performances to the wonder of those
present. The famous Maha Vaidyanatha Aiyer came to his’
court twice. It was only on his second visit that he appears
to have got recognition from His Highness’shands. Mahadeva
Aiyer, a great violinist, also adorned the Royal Court at the
time. Kalyanakrishna Bhagavatar and Mahadeva Aiyer lived
on to the succeeding reign.

There has been an unbroken line of musicians attached
to the Royal Court in Travancore and they had kept, some-
tiems brightly and sometimes not so spectacularly, the torch
of musical tradition down to the present time.

Now there is a great musical revival in Travancore as in
every part of Southern India. Great impetus has been given
to that movement by the remarkable interest which the
Royal House at present is taking, among other things, in the
vivification and spreading of the musical culture of the State.

THE RAGAS (LAKSHYA) AND THEIR FEATUR’ES
(LAKSHANA)

BEFORE AND AFTER
SRI TYAGARAJA’S TIME.

BY
SANGITA SASTRA VisSaRADA HULuGUrR KRISHNACHAR.

The Ragas which existed before Tyagaraja and his
contemporaries, were very few in number i.e. about 112
according to the Sangita Saramrita of King Tulaja of Tanjore,
who wrote his work exhaustively on the authority of
Lakshya. Even if we refer to the first work on the science of
music, available to us at present--the Natya Sastra of
Bharata Muni, which is the grammer of our musio, just as the
Ashtadhyayi Sutras of Panini are of the Sanskrit Language-
we can find there that the Janaka Jatis are only 18 in number,
of which 7 are Suddhas, and 11 are Sankirnas. The scientific
method of increasing the number of Vikrta Jatis (Janyas),
can give us the number 153 at the maximum. This number
shows only the limit of the progression of building the
Jatis (Jati corresponds to our modern Raga), and never does
this number represent the total number of different singable
Ragas. Many of them resemble each other, on account of very
slight difference in the Svaras by a Pramana Sruti (24 cents
by the modern method of calculation), some with the varia.
tion of Apanyasa and so on, as specified there. Neglecting
all such subtle differences, we can take the number approxi-
mately to be the same as that of Saramrita of King Tulaja of
Tanjore. Even if we take an account of the Ragas, mentioned
or described by the authors between Bharata and Tulaja, we
can find none has mentioned more than 150 Ragas, even
nominally. Even the modern type of work such as Raga
Lakshana (probably written after Tyagaraja’s time) by an
unknown author, appended to the Caturdandi Prakasika of
Venkatamakhin (Published by the Music Academy, Madras),
mentions only 72 Raga Melas with the numerical prefix Kana
for No. 1, Phena for No. 2, as Kanakambari, Phenadyuti etc.,
and the Janya Ragas about 112, in all 184 names,

8
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‘The other work, written about the same time of the Raga
Lakshana, by the name Chatvarimrat Sata Raga Nirupana
(Printed at Arya Bhushan Press and publisth by B. S.
Sukthanakar, Bombay,) by an unknown author but attributed
to Narada, mentions in a Parivara - Padhati, only 140 Ragas
some of which are simply fanciful names and never had any’
compositions composed in them.

.. Besides the two works mentioned above, there is another
Raga Lakshana (written by an unknown author later than the
above mentioned Raga Lakshana about the end of the last'
century) printed at Arya Bhushan Press, Poona, and published
at Bombay, by B. 8. Sukthanakar. 'This work gives the names
Kanakangi for No. 1, Ratnangi for No. 2 ete., for the
72 Melas with the numerical prefix for each of thez’n havin;
the first two syllables of the name to denote the ,rxumbeﬁ
This list of (Kanakangi) names incorporates the Kanakambar%‘
l‘isb of 72 Melas, mentioned already, with the numerical prefix,’
as Janya Ragas under the corresponding Melas of its oWn""
and also adds a number of, 148, new Janya Ragas, in,f
addition to the 68 of the Kanakambari list. Another edi;ion’
of the Kanakangi list, is published at Adyar, Madras, b
the name Sangraha Chudamani, which is s;;ill enlax"ged}t'
I,ln dealing with the Ragas and their features. in thf;
following pages, I refer to the former Raca Laksbar,la, (Music
Academy Ed.) as Kambari list, and the lactter (Bom. Ed.) as
Kangi list, leaving from both the numerical prefix I(s;na e-ﬁc :

No. of Janyas Kambari list No. of Janyas Kangi list

. 68 . 148 new
o. of Janakas or Melas 140 from Kambari.+
79 | A
No. of Janyas not found in Kangi 36-{r g:\?g&sd ;]1(1)3 .
44 [ described =
Total 184 324 total of the list

72 names of Melas
from Kambari
[ Janyas not
44 mentioned
L bere.

440 total
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" If we take an account of the current Ragas, which are
popularly known and heard through the compositions of the
well.known composers like Sri Tyagaraja, they will not exceed
the number of Tulaja, but the modern vidvans produce, for
evidence, such Kangi lists written or printed in vernacular,
with a number of new Janyas in each of them, with a slightly
different Svara Sancara in Arohana and Avarohana, to
prove the existence of all of them long before Sri Tyagaraja
and his contemporaries. To all these vernacular lists, the
two above mentioned Kambari and Kangi lists form the
base, and each later list adds to itself at least one
hundred more Janya Ragas with fanciful names. The
result of such increasing of Ragas has become most unhealthy
to the art of our traditional music, which has come down
to us traditionally, during the last two thousand years,
without any disturbance to its spirit. One of such verna-
‘¢ula,r lists mentions about 2000 names of Ragas, as if it has
taken a challenge to provide with one name each of the
compositions of the great composers, like Sri Tyagaraja
and his contemporaries, whose compositions are estimated
to reach that number. By such stupid efiorts, some selfish
modern vidvans not ounly lose their own respect among the
high cultured society, but do harm to the glory of the great
composers and the art of music. Not evena layman can
believe such activities to be true, that the composers have
oreated so many new Ragas throwing into darkness the
most favourite and traditional Ragas, handed over to them

for generations.

In addition to the existing Karnataka Ragas, the
composers like Tyagaraja should have utilised some Ragas
of Hindusthan, Many Ragas of Ratnakara are even to-day
most pupular in North India in their original forms and
names, because North India maintained till the end of the 18th
century the original Suddha-Svara-Saptaka of Bharata and
Sarngadeva, and the terminology of Suddha and Vikrta
notes as Komala and Tivra, for the past 4 or & centuries.
The only change that took place regarding the Suddha-Svara-
Saptaka, was from Shadji Murchana to Naishadi Murchana
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of the same scale. The ancient Suddha scale was Sri
Raga, the modern Kharaharapriya the 22nd Mela of
Venkatamakhin, while the modern Hindusthani scale is the
Naishadi Murchana of the same scale, Velavali or Bilaval,
which corresponds with the modern Karnataka Raga
Sankarabharana, the 29th Mela of Venkatamakhin, Sri
Raga scale was ‘the Suddha-Svara-Saptaka of Sarngadeva,
Locana, Ahobala, Hrdayanarayana, and Srinivasa, and
the modern Hindusthani Suddha scale is Bilaval, the
corrupt form of Velavali of Sarngadeva, who gives this
name for his Naishadi Jati. This change took place, due to
the inflaence of the natural (Suddha) scale of the Western
nations, who began importing their musical instruments of
various types and shapes, from the end of the 18th century.
The description of the Ragas was carried on by the
modern vidvans in the light of the latter scale as Suddha,
the component notes have been altered, to suit distinct and
correct understanding of the Suddha and Vikrta varieties,
with respect to the old scale, as Komala, Tivra etc., so
- that there remains no confusion in understanding clearly the
ancient Ragas in the light of the modern terminology.

The Hindusthani Suddha-Vikrta Svaras are only 12
in number, and as they coinside with the practical
Svarasthanas of the musical instruments like our Vina,
there is no trouble in understanding or manipulating the
Melas of that system, but it is not an easy task to
understand the real idea of Suddha-Vikrta Svaras of Karna-
taka music, which stands firm on the bases of the Mela-
Prastara, created by Pandita Puandarika Vitthala of
‘Karnataka, as early asin the second quarter of the 16th
century in his first work Sadraga Candrodays. (Printed at
Nirnaya-Sagar Press & published at Bombay by B. S.
Sukthanakar in 1912). He shifted the traditional Suddha
Sthanas of Ri Ga and Dha Ni to one Svara.Sthana below, and
named them as Suddha Svaras, while he called the original
(Suddha) ones as Vikrtas of the respective notes, and thus
made provision for 90 Melas, by shifting each of them above
in the specified way. His notes are named by him as
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Paryaya Vrtya Shuddha and Vikrta, for the purpose of
completion of the Prastara.

On the authority of his Mela.Prastara, many Sankirna
Ragas were newly created, and those that existed before his
time got particularly steady shape and became indisputable.
Many new Ragas derived from the Melas having Vivadi-
Dosha came into existance, and were recognised as
good as those having no Vivadi-Dosha, nay even more
popular and pleasing than those of the previous type.
Before the Mela-Prastara came into existance, there had
been Sankirna Ragas, but they had no specified rules for fixing
them in particular shape, so that they could be maintained
in their original forms for centuries following the originators’
views ; they were left to the choice of their performer, and
from time to time they were changing in their tints and
sometimes they disappeared, having no bases for fixture.

For example, let us take the Nata and Devakri Ragas,
and see what was the opinion of the learned Sastrakaras
previous to Mela-Prastara. Catura Kallinatha (about 1440
A. D.) in his commentary on the Sangita Ratnakra says
regarding the Adhunaprasiddha Desi Ragas (P. 217 Anand. Ed.)

FgdaAiafig sEavHEaR): SFaTRIEEAEH-
sfdgamata 99 ammiear 9 aEfakEa )

He says in this passage that Ri and Dha leaving their limit
of Trisruti or Chatussruti, the second Svara.Sthana after Su.
sa. and Su. pa of our Vina, and taking the third Svara-Sthana
which represents the Pancha sruti and Shat srutior Su. ga.
and Sadharana ga in the first tetrachord after Su. ga. and
similarly taking the Su. ni. and Kai. ni. in the second
tetrachord after Su. pa., i8 not scientificc. From the above

passage of Kallinatha, my statement that the use of the

Vivadi pair of notes in succession was not allowed in
the Ragas is confirmed. After Pundarika’s Mela-Prastara,
the admittance of Vivadi Svares in a Raga was recognised,
and was brought into practice popularly. The result of this
rendered many of the Melas having Vivadi-Dosha into the
most audible and pleasant Ragas, by virtue of the particular
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way specified by the first and original author of the Mela-
Prastara of Karnataka, Pundarika Vitthala; so the system was
thereafter recognised by the name Karnataki.

Sarngadeva (1220 A.D.) has also mentioned in the passage
Aqal Al IHRYSL FHLHETIE |
IR AN azaaraiRdiRar 1
(P. 48, S. R. 1-4-17) a Mela-Prastara of 56 Melas, but it does
not include Melashaving Vivadi-Dosha. The definition of Vivadi,
as explained by the ancient authors, is that it is a Svara destroy-
ing the Ranjakatva of a Raga, a Svara which was not admitted
in a Raga. But Pundarika confirmed the admittance of Vivadi
with a slight specification, on the authority of Sarngadeva,
who mentions this proposition in the following sloka,

SYeERall S R ATAASIAMEE |

saffg addisla sfgdialfaanar: o (p. 8. 8. R. 1.7-51)

In this passage, Sarngadeva explainsthat some
learned mausicians make use of ‘Omitted notes’ (Langhya
. Svara) very slightly and complicatedly, just as they do
in the case of short notes, (Anamsa Svara) so that

they cannot be identified, either as having been used or not, and

in such case it does not harm the melody. On this authority
Pundarika mentions that the usage of Vivadi notes in Vakra:
Prayoga does not only not harm the melody, but it is capable
of enriching the same ; he states this in the following passage.

_ Y 2
qalagear fasam o9 sqiieausd: quafy Azt |

freg @1 1 R fovat aRanE: a5y |

Let us take for example Nata the 36th Mela of
Venkatamakhin’s Prastara, which corresponds with the same
of Pundrika’s. (I shall deal with the Mela-Prastara of
Pundrika elsewhere). In this Mela Ri and Dha are Sha. sru
j.e. Sa. ga. and Kai. ni. and when they are to be practically'
rendered in the Raga, the successive notes in Arohana will
‘be Su. Sadbarana ga and *An. ga, both Vivadis; but such
Svara Sanchara was forbidden in Suddha Ragas during the
.‘period prior to Pundarika’s Mela-Prastara (see Kallinatha's
‘commentary quoted above), but it was admitted in’Chaya
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and Sankirna Ragas in Vakra-Sancara. On the same bases
of Lakshya-Lakshana, which had come down to him
through 15 centuries, Pundarika gave it particular shape, and
made provision to preserre such Chaya and Sankirna Ragas
in fact. From his Mela-Prastara, many new Ragas came
into vogue in the Suddha group, and those of the Chaya and
Sankirna groups became well shaped and unalterable. For
example, let us take now just like Su. Nata of Karnataka, a
Raga from the North Indian stock, which has become the most
favourite, popular and artistic, since the time of Tansen, a
contemporary of Pundarika; both were employed in the
Darbar of the famous Moghal Emporer, Akbar the great.

. This Raga is Malhara a later form of Mallahara or Mallari,

the name of Shiva Lingas, situated on different peaks of
mountains in the heart of Karnataka. This name is given
to the Parivara-Ragas and derivatives of Megha, which is
mentioned to have sprug up from the month of Isana, one
of the 5 heads of Siva, who killed a Daitya named Malla as per
the Purana describing Mallari mahatmya. Sangita Makaranda
and Ratnakara mention this Raga. There are varieties also of
this Raga viz. Megha Malhara, Suddha Malhara, Gauda Malhara,
Nata Malbara etc., which had no Vivadi-Dosha in the old
varicties of the earlier period. Since the later half of the
16th century, there came into existance, one more variety of
Malbara by the name Meeya Malhara, which was created by
Meeya Tausen, and was brought into practice. This
supersedes all other varieties, and remains unstained even
to-day as eminent, while others of the previous type have
become rare Ragas. The reason is that the old Malharas
had no scientific authority for providing them a definite
shape, while Mecya Malbara was derived from a Mela
of Pundarika’s Prastara, which coinsides with the 24th
Mela of Venkatmakhin. Since its creation, it remains
unaltered throughout the length and breadth of Hindusthan
even to-day, although it has been handed down only
during the past four centuries. It is important to know
how it is so purely preserved in its original form for
suoh'a long time. '
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-1 shall give below how the Vivadi-Dosha existing
between the notes Dha and Ni of this 24th Mela is passed over
without any controversy on its Svara-Sancara. According
to the Mela, the serial order of notes in Arohana is Pa, Sha.
sru. dha, or Kai. ni.,, Ka. ni & Sa. To avoide reciting Ni
twice, and giving each different symbols in notation as Kai. ni.,
and Ka. ni. to denote the two different notes, he (Pundarika)
framed a new devise for clearly understanding the two notes,
by different syllables as Dha and Ni; and to show what sort
of Dha and Ni are employed in the Raga, he has made clear
mention of the name of the Mela, with the description of
all the component notes. He also made the analytical study
of the Prayoga, and observed that when reciting Pa, Kai.
ni., Ka. ni., and Ta. sa., the Kai. ni.is followed by a tinge of
Cha. dha., after which Ka. ni. is recited and then Ta. sa.
to avoide the Vivadi-Dosha ; thus the combination becomes
melodious. A keen observer or singer can observe the same
phenomenon even to-day, when attempting to sing the Vivadi
notes, to give melodious effect in a Raga.

This has become a phenomenon to the Indian ear or
vocal chord, as we are not using Vivadi notes in succession
in our Ragas, since the birth of our music. I do not wish to
discuss here in detail how and why itis natural to us,
because our ears and voice are trained and accustomed
to accept it with ease, while the Western music, which
admits Vivadies, is quite different from ours fundamentally,
and it requires for us a special training for both the ear
and the voice to follow it.

Just as mentioned 'above, in the Avarohana of the
'Vivadinotes from Sa to Pa also, the same phenomenon can be
observed as shown in the following. After reciting Sa, the
next note is Ka. ni., which is sung without any trouble, and
when pagsing to Kai. ni., or Sha. sru. dha., the voice takes a
tinge of the Cha. sru. dha., after Ka. ni., and then catches
the Kai. ni., and passes to Pa. As explained here, the
Arohana and Avarohana of the notes can be written as
Pa Ni Dba Ni Sa in Arohana and as Sa Ni Dha Ni Pa in
Avarohana, where in Arohana, the first Niis Kai, and the
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second Ka., and in thesame ﬁay in the Avarohana, the first Ni
is Ka. and the second Kai.,, while Dha is of Cha. sru. tinge,
which is short and slight in both,

This has become a standard type of Saneara for the
Sha. sru. dha. and Ka. ni. in all Melas, wherever they are
the component notes. The same rule is applicable to Sha.
sru. ri and An. ga, wherever they constitute a Mela. The
above device is only applicable to derive a Chaya Raga of the
Mela, and when the same Raga openly admits foreign notes,
it becomes Sampurna Raga. Let us take the 36th Mela
which is named as Nata Raga Mela. We have got three
varieties of Nata Raga viz. Su. Nata, Chaya Nata and
Saranga Nata. Just like the Meeyamalhara of the North was
derived from the 24th Mela newly, a Raga by name Tilanga
was newly created there, on the authority of Pundarika.
There is no controversy about the Melas having no Vivadi
Dosha being grouped under the Suddha variety. But
Pundarika provided a group of Suddha Ragas out of the
Vivadi Melas. This group of Ragas used to drop one of the
pair of the Vivadi notes in the Arohana, and retain the same
in Avarohana, while its pair, which was retained in Arohana,
was dropped in Avarohana. This is the way in which the
Su. Nata Raga was formed, by dropping Ri Dha and retaining
Ga Ni in Arohana, while dropping Ga Ni and retaining Ri
Dha in Avarohana. This Raga is called Su. Nata in our
system, and the same Raga is called by the name Tilanga,
in the Northern system, and has become one of the most
favourite and popular Ragas. The name itself points out
that it is taken from the South Indian stock. Then there
followed many of the most favourite Ragas like Nata Bilaval,
Charya Nata, Nata Kamoda, Nata -Kedara, Nata Bihag,
Nata Malhara, Saranga Nata etc., which are the Ragas
influenced by the technique of Nata Raga of Pundarika. But
we the descendants of the originator, not being able
to understand the real technique, and the method of
rendering the Vivadi Dosha into good melodies, and to enrich
our traditional Ragas, have left many Melas unused, and
those that have been used by the great composers like
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Tyagaraja, have been through misunderstanding put into.
oblivion, on account of irregular Svara-Sancaras on ourown
fancy and habit. The modern vidvans think that each
Mela Raga should bave Sampurna Svaras, atleast in either
the Arohana or Avarohana, although the Vivadi notes
used in the serial order create jarring effect on the ear,
so the Nata is considered complete in Arohana.

~ Thus the Nata Raga, which, besides being recognised as
a melodious Raga, has shaped many adjacent Ragas, so
unalterable in forms in the North Indian stock, very mrely
finds place in the list of Ragas programmed for the
modern music performances, which really ought to begin
from the same Nata Raga, according to the tradition of
Parandara Dasar, the father of Karnataka Music. The
Sampradayikas of Dasakuta begin with the Ugabhoga-
Satatagananatha or with kirtana Saranu Siddhi Vinayaka
in Nata Raga without fail, whether there is a Harijagara, Bha-
jana or Kirtana even to day. Although this Raga had attained
such a popularity during the past four centuries, now
unfortunately, it has been neglected as an old Raga having no
Ranjakatva, and in place of such Ghana Ragas, new Ragas
having no Lakshya of the ancients are brought to. lxght
together with new compositions, with the object of amazmg
the ignorant mass about the learnedness of the modern
composers and the novelty of their compositions.

The common mass, which will be ignorant of the rea.l
value of the culture and the meris of the ars, is thus decioved
by such activities; and the learned pass them for want of
proper courage to protest against such misleading actions.
Besides this, avoiding the application of the rule of Vakra
Sancara to the Ragas derived from the Vivadi-yukta-melas, in
the specified way mentioned above, it is applied to a
Sampurana Raga, having no Vividi Svara, unnecessarily by
adopting one of the Kuta-Taunas either for Arohana or for the
Avarohana, or one Tana for Arohana and the same reverted
for Avarohana, and thus creating a new Raga. If this method
is recognised, there will be thousands of Ragas in one Mela,
because for -the 7 notes -of a Mela, there will be 5040
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permutations and there is the possibility of creating atleast
half the number of Ragas of the permutations i.e., 2520.
It is on this calculation, I suppose, some modern Sanskrit
and Telugu books on music have been able to produce
the suggestive lists of Ragas, amounting to the maximum
number. This method of increasing the number of Ragas
is very recent, that is to say after the time of the
great composers like Sri Tyagaraja. Up to the time
of the trinity of composers, the skill and the genius of the
composers was measured from the variety of melodious Svara
Sancara, and new Sahitya having variety of Bhava in the
same Raga. Bat misguided by the modern lists of Ragas,
suggesting new fanciful names with only the Arohana
and Avarobana of Svaras in Vakratva, the followers . of

‘the great composers from generation to generation have

incorporated such fanciful names of Ragas by adjusting
them to the composition of the great masters of musie,
wherever any difference of Svara-Sancara is noticed. This
is the main cause of difference of opinion among the present
vidvans, regarding Raga Lakshana, which is almost

‘neglected to day except for the Svara-Sancara, which has
‘become the only Lakshana to differentiate the Ragas.” If

we examine carefully the Svara-Sancaras of various

‘compositions now available, we can be convinced that they

are merely different melodious combinations of notes, and
are not the strict Arohana and Avarohana of different
Ragas, as montioned in the modern lists. A’great confusion

‘has arisen on the issue, and there are so many doubts:

1. Whether. the composers have given the names of
Ragas to their compositions themselves, or their disciples,
under the influence of the modern lists of Ragas, have given
the names of Ragas to their compositions, on the analytxcal

lstudy of Svara-Sancara in them.

9. What list of Ragas was available to the composeré,

and how they recognised them, whether on the authority
.of Lakshya available to them, or did they suggest the
:preparation of such lists to the respective aubhors, on the
_~authority of their own compositions, . Sy
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3. Did they teach their compositions by a particular
method of tuition, or the disciples learn them by simply
following their Masters’ emotional and inspired flow of
melodies, combined with the various compositions.

4. Did the composers teach their disciples the various
Sangatis of the Kirtanas, and the main Arohana and
Avarohana of the Ragas, together with their names, or only
their followers have done this work, after the time of the
composers.

Removing the above doubts and many others of the
same nature should be one of the objects of such a gathering
of vidvans, organised by the Music Academy, especially on
the present auspicious occasion of the centenery celebration
of Sri Tyagaraja. The main subject, which I have discussed
above,'is about the Sampurna Ragas, derived from the
Vivadi-yukta.melas in general. Now I wish to discuss below
the details about the varieties of Sampurna Ragas.

According to Sangita-Ratnakara, there were ten sorts
of Ragas; the first six sorts being styled as Margi Ragas,
were rot in practice during his own time, while the last four
gorts, being called Raganga-Catushtaya were supposed
to have been current in his time. Among the 86 Ragas
coming wunder this group, 34 were neglected, and were
very rarely used as old Ragas, while only 52 latest Ragas
.were most popular and favourite among the public. Even the
latest group of 62 Ragas was derived from the Margi Ragas,
as mentioned by Sarngadeva in the passage Prasiddha grama
ragadya kectddesityapeeritah. We have not at present sufficient
material, for the solution of the Grama-Ragas, so we
~cannot definitely assertain the Lakshanas of the latest 52 Ragas
of the Catushtaya, although many of their names are current
in our time. If we assume that the Margi Ragas do not
exist their derivatives, which we observe in the classifi-
cation of Catushtaya, are consequently obsolete, Since
the Mela-Prastara of Puudarika came into existance, a
new method of classifying the Ragas was needed, with
reference to the object of oreating it (Prastara). Pundarika

PARTS I-1V] RAGAS BEFORE TYAGARAJA 125

does not mention any thing about the Catushtaya, bub
confirms the olassification of the three classes of Suddha, Chaya-
laga and Sankirna, according to the opinion of Umapati, as
quoted by Catura Kallinatha in his commentary on Sangita
Ratnakara of Sarngadeva (P. 228, Anand. Ed.) After a
century, Venkatamakhin adopts the Catushtaya classification
nominally, and distributes his Ragas into only three classes,
Raganga, Bhashanga and Upanga, withoub particular and
definite mention of each Raga by its particular class, He
does not contribute any Ragas to the Kriyanga class, except the
Su. Ramakriya, but mentions Gundakriya and Natharamakriya
without their proper classification. He has neither given
the definitions of the Catushtaya clearly, nor he has put each
Raga to its particular class. So this method of classification
was not in vogue, it seems, after Pundarika’s time. Even now
the meaningof this Catushtaya is not properly known to the
modern vidvans, but it is nominally used, having no definite
meaning. When there was some thing known about the
classification and the stock of Margi Ragas, the Catushtaya
classification was practical, as it had the traditi-nal connec-
tion. As the Margi Raga classification is not known at the
present day, the Catushtaya classification is extinet along
with the generic one automatically. Since the opening of
the Mela-Prastara, which is devised newly to suit the
present conditions, the clagsification of Ragas into the three
groups viz. Suddha, Chayalaga and Sankirna, is proper
and sensible.

I give below the idea of the invention of the original
Mela-Prastara in -details, and T have discussed above the
importance and practical application of the same in general.
Let us take first the Nata Mela, having Vivadi pair of notes
Ri Ga and Dha Ni, in the lower and the upper tetrachord
respectively and see the practical application of the same
(Vivadi-Dosha) to the three sorts, Suddha ete. During the
discussion of this Raga by experts in the past one or two
sessions of the conference of the Musioc Academy, no proper.
consideration was given to this proposition and so no unani-
mous opinion was found out from the diseussion. -
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This Raga has assumed according to the three sorts, three.
different forms, which are in use even to-day, and they may be.

indentified only after a detailed investigation of the matter.

Whenever a Raga, having no Vivadi-Dosha, omits one or two.

notes in Arohana, and admits them in Avarohana or vice-
versa, the Raga is called Sampurna, where the omitted notes
are called Alpa or Anamsa Svaras; they are used in quick

succession just with a slight touch. But when there is the.

Vivadi-Dosha, one Svara which is the lower in the Vivadi pair,
is completely dropped in the Arohana, while in Avarohana the

higher is dropped. So the total number of Svaras used are:

the 7 notes of the complete scale. In such a case the Raga is
called Suddha in one view and Purna in another view, just as
we say Suddha Nata, Suddha Mukari, Suddha Saranga etc., and
not -Su. Todi, Su. Saveri, Su. Dhanyasi etc., where the prefix

Suddha is applied to denote Shadavatva or Audavatva of the.
Raga, which drops one or two same Svaras in both Arohana,

and Avarohana. In the Natya Sastra of Bharata, and in

Ratnakara of Sarngadeva, there is a provision for this .as,

AT A=S: P VENeRAEAL: |
(S.R. P. 61), where Tana means the same as Murchana
or a singable Raga scale, with 6 or 5 notes. But that is

not the meaning of Suddha, denoting the classification.’

Here Suddha means Sarala or Spashta, as opposed to
Chayalaga and Sankirna, which mean having a shade of
a note, and mixed with foreign notes respectively. With

reference to this rule, we have in practice three varieties of the-

'Nata Raga; one is Su. Nata, which omits Ri and Dha (both
Shat-Shrutis) and admits An. Ga and Ka. ni. in Arohana, and

omits Ni and Ga and admits Dha and Ri in Avarohana, so as,

to utilise all the 7 notes of the complete scale, avoiding in
this way the Vivadi.Dosha, existing between Ri Ga and

Dha Ni. . In this particular way, all Raga Melas having
Vivadi-Dosha can be rendered so as to create the most melodious,

Ragas, which were rare in the previous practice. Only Salaga
and Sankirna Ragas were created from the Vivadi-yukta-

Melas prior to the scheme of Pundarika’s Mela.-Prastara.
Creating Suddha Ragas from the Vivadi Melas was new, and
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even the Salaga and Sankirna Ragas of the previous agey
which had no definite rules for shaping and fixing, became
well shaped and preservable for many following centuries, in
their original forms, avoiding irregularity and innumerability.
In this way, what is known at present as Nata Raga is Su.
Nata having its Arohana Sa Ga Ma Pa Ni and Avarohana Sa
Dha Pa Ma Ri. Let me quote here the description of Nata or
Suddha Nata Raga the 36th Mela, as is found in Caturdandi
Prakasxha of Venkatamakhin.

AL WIS AL g @D A |

GaiE GuR 3N aeie) farka) |

AR Rgg [ wta wigd |

staqtg faanfiasds gusd |

qqiigazaAe dnd) AR 1 (C. P, P. 69)

" In the above text, Venkatamakhin clearly mentions tbé
pair of notes Ga Ni as Vivadis, and the pair Ri Dha as
Anuvadis respectively. Sarngadeva has decided this clearly,
so that there should not remain any confusion in the practlcal
usage of them—

........ IO = 11> (-t
fraana ar saat at anal ffaafa

The Vivaditva ean be felt only between Ri Ga and Dha Ni
when they are seperated by one Sruti in the middle i.e. when
they are adjacent to a common Sruti, or one before and the
other after a Sruti. This is not applicable to Su. ri and Su. ga
or Su. dha and Su. ni. of the ancient Su. Svarasaptaka, as in
the case of the modern 22nd Mela; it is not also applicable to
Melas like 15th or 51st as Ri Ga and Dha Ni of them aré more
than 2 Srutis between them. So according to the descnptlon
of Venkatamakhin, unless either the pair Ri Dha or Ga Nij is
droped, the Raga will not be melodious. So the dropping of
Ri Dha in Arohana, and Ni Ga in Avarohana is unavoidable
for removing the Vivaditva in Su. Nata. The text approves
thisin a wrong setting. The fourth line of the Cha. pra.
g}}Qted . abovg is wrong in metre, and carries no senge,
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because it mentions the drop of the 4 notes Ni Dha Ga Ri,
which means the Avarohana is Sa Pa Ma Sa. No such Raga
dropping 4 notes either in Arohana or Avarohana can be
found in the whole literature on music. So it is clear that
it is a mistake of the copyist or an interpolation by some
vidvan of the type of authors of Kambari or Kangi lists.
Properly speaking, it includes the dropping notes in one
combination of 4 notes, Ni Dha Ga Ri instead of mentioning
the proper two for Arohana, and two for Avarohana. Therefore,
I suggest the correct reading of the line be adopted thus:—

\ﬂla% ﬁﬂﬂ&ﬂ[ﬂﬁ% T[ﬁ-{ Eﬂ%{é{: | and the fifth Jine may be
read Sampurna Raga Evaisha for Sampurna Ragascaivaisha.
Regarding the Nata Raga, only one line is available in the
text of the Kambari list. It does not mention anything except
Graba Svara as Sa, and dropping notes as Ga Dha in Avaro-
hana. It does not mention anything about its Suddhatva or
Purnatva clearly. If the Arohana is taken as Sampurna, Sa
Ri Ga Ma Pa Dha Ni Sa and Avarohana as Audava, Sa
Ni Pa Ma Ri Sa, the difference of opinion will continue
eternally. I suggest my correct reading thus :—

& MASRIRRsTRsFT enfya: |

But without knowing the rules of the science of music, many
vidvans attempt to sing this Raga with Sampurna Arohana
and Avarohana, being misled by the wrong interpretation of
rendering Vivadi-yukta-melas. They are unaware of the
three varities of Ragas as Shuddha etc., and so they mix all
in one Raga, and form different opinions about the Arohana and
Avarohansa, and quote different Svara-Sancaras in support of
their views. During the discussion of this Raga, the President of
the meeting of Experts’ of the Academy, came to a eonclusion
on the majority of votes of the gathering, that the Arohana is
Sampurna, Sa Ri Ga Ma Pa Dha Ni and the Avarohana
Audava, Sa Ni Pa Ma Ri, in an orthodox manner, depend-
ing upon the authority of the modern lists of Ragas, and
the mystified practice and habit based on such lists.
Here again, what Sruti of Ni usually and naturally flows
along the melodious Raga.Alapana in Tristhana was not
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identified. In Druta Gati Tuna, it takes in Avarohana Kai.
ni. and not Ka. ni,, so the Ni accepted in Sa Ni Pa Ma Ri,
should have been identified as Kai. ni, or Sha. sru. dha. and
the proper Avarohona as Sa Dha Pa Ma Ri Sa. In the
latter condition if the Arohana as Sa Ga Ma Pa Ni Sa is
accepted—many traditional vidvans suggested it as common,
some suggested Sampurna as Apurva,—it becomes Suddha
Nata, in aceordance with the Lakshya.Lakshana, and also
Mukya or Saralagati Raga as defined in the verse—

3gfir FaRIE FEIATHER | (P. 164 & 863),
which is explained by Kallinatha as
qEAEAAT AqmiwAE afeRn agiar aar ) R

g1 | GF0 U | 3TN0 A | BRI |

As mentioned in one of the passages quoted already, Nata
and its companion Devakriya, as described by Kallinatha
and confirmed by Pundarika Vitthala as different Melas,
form the foundation of the Karnataka Raga Paddhati;
Mukhari represents the top, Sri Raga and Ramakriya
form the main body, and Malavagaula its back bone; Todi,
Kamoda, Kambhoji, Pauntuvarali, Bhairavi, Purvakalyani,
Sankarabharana, Xalyani, Nadaramakriya, Saurashtra,
Saranga, Saranganati etc., and some other Mela Ragas
represent the different limbs of the body of this system.

I have given above the discription of the Su. Nata Raga.
In the following passages, I wish to deal with the other two
varieties of this Raga. The later two varieties are Salaga
and Sankirna. The word Salaga is a corrupt form of Chaya-
laga and for practical purpose, the word Chaya only is
combined with the names of Ragas as Chaya Nata, Chaya
Gaula, Chaya Todi etc. The third variety is Sankirna,
which word was in use for many centuries following Bharata,
who uses this word for the mixed melodies. It iz Pandita
Locana who uses the word Sankara fer Sankirna, as in
Sankara Raga and Raga Sankara; Venkatamakhin also uses
in one or two places, the word Sankara for Sankirna. In this
variety, Nata Raga appears again as Saranga Nata; the word
Saranga is written in many places as Saranka and Salanks,

9
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and Salanga, which of course is a mixed melody. Locana
mentions this variety as Saranga, omitting the word Nata.
Whenever there are two words combined to denote one Raga,
one is omited for the practical purpose. But by the Lakshana
and.the Svaras employed therein, it can be very easily
identified, and there remains no confusion about the
proper Raga. .

Y Now it 'is question, how the word Saranga came to be
utilised for the word Sankirna, because it is not found in the
well - known work Sangita Ratnakara. Sarngadeva mentions
anyhow three varieties of Nata. One is Natta, the second
Desi Raga of “the list, of which Sri Raga is the first. The
-second variety is Natta, a Bhashanga of Pinjari which is a
Bhasha of the Grama-Raga Hindola. The third variety is
Chaya Natta, an Upanga of Natta. So we can come to a
conolusion, that the Mula or Suddha Raga is Natta, which
weé may call Su. Natta. The second is Chaya Nata, which
diﬂ'ers +a'little' in Chaya from the Mula Natta. The third
variety is Natta or Nati, which can be assumed as
or Saranga Nata, as it differs from the Cha
itself varies' from the Chaya of the
Hindola. : This - classification, which I
the definitions of the Grama-Raga, Bhas
that of the scheme of Bhashanga, Upan
the Upanga Raga of Ratnakara as Chay
Raga as Sankirna or Sankara Raga f
cation of Suddhba, Chaya and Sankirn
font.xd ou.h.~ that the Nata Raga - is mentioned in three
varietes in Ratnakara. Now we have to find out ho the
word Saranga became a substitute for Sankirna. Altlr;ugh
the word Saranga is not- found in Ratnakara, it jg clearly

karanda, between which an

Sankirna
ya of Pinjari, which

have made, is as per
ha, ete. and also as per
ga etc. So we can take

a or Sankara. We have

Chaya Nata and Saranga Nata
Sankirna for any Raga.
Sanskrit and has substity

original Grama-Raga -
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his purpose. For example, he uses the word Choksha for
Suddha, which carries the meaning of Chokka in vernacular
languages; also Prenkaka for Hindola ete. So there is no
doubt that Sarngadeva purposely avoided the use of the
word Saranga, which is a corrupt and far.-fetched name of
Desi Raga*; and this word, it seems, is not used in discussion
in any other subject except music. The word Sankara
is more commonly used in various subjects in Desa Bhasa,
than the word Sankirna; so the former is used for the
Desi Ragas. In this way, the word Sankara came to be used
in oral and written discussion, long before the compilation of
Sangita Makaranda, which must have drawn its stock of Ragas
from some other source, which should have adopted the
corrupt readings Saranka for Sankara. Some later works
also mention Saranka, which has been evolved into Saranga
by the change of the last letter. The change of Ka, to
Ga is very common in the vernacular languges. We can
find other letters also changed as Da for Sa or Ra,
Gauda for Gaula, Gaudi for Gauri, Naga for Naka or vice
versa, cases which are very common in musical literature.
Nata is not the only Raga that takes this prefix; there is
another Raga Saranga Bhairavi, aud one more Saranga
Bhairava, two different Ragas mentioned in San. Makaranda.
Later on, particularly the variety of Nata has retained only
the prefiix, and dropped its proper name, and has thus
become Saranga, just as the Darbari Kanada of the North
is mentioned only as Darbari, or Malava Gaula Mela is
mentioned only as Gaula Mela in the South.

Such evolution of names is very common in Desa
Bhashas. Also many mistakes are often committed by the
copyists of Sanskrit works, of which there is a good
example in the Sangita Saramrta, regarding one of the
names of the derivatives Ragas of Kambhoji. This is
Mohana, which is found in the list of derivatives of that
Mela as Manoha in the text of Saramrta (Acad. Edn.), and
also in the Ragadhyaya of Saramrta (Bom. Edn.), but it is
rightly corrected in the detailed description as Mohana

—
*The word Saranga itself means variegated, mixed, Sankirna. *Sarangah

Sabale trishu’—Amara .,III. iii. 23.—V.R,
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and mentioned accordingly in the valuable introduction to
the work by the learned author Dr. V. Raghavan.

I have given above, how the word Saranga is evolved
to mean Sankirna, and how Saranga Mela is identified.
This Mela has no place in the Prastara of Venkatamakhin,
while it has bsen mentioned as a Janaka Raga by Locana,
Pundarika, Somanatha, Bhavabhatta, and lastly by Tulaja
Mabarajah of Tanjore. This is one of the 90 Melas of
Pundarika’s Prastara, and I am giving for the sake of
practical reference, the number 84 of the Prastara
(of Pundarika), to avoide confusion from the Prastara of
Venkatamakhin, who mentions only 72 out of the 90 of
Pundarika.

In the following, I wish to deal with the varieties of
Bhairavi. Just like Nata, this has got three varieties, whieh
can be distributed among the three classes as Suddha Bhairavi,
Chaya or Salaga Bhairavi and Saranga or Sankirna Bhairavi.
The most popular Bhairavi which takes Cha. dha. and Suddha
dha. in Arohana and Avarohana respectively is put under
the 20th Mela by the majority of votes of experts of the

3

Academy, while the other variety which is free from the

Chaya of foreign notes other than those of the 22nd Mela,
is named as Salaga Bhairavi, with Sa Ri Ma Pa Dha Sa as
Arohana.and Sa Ni Dha Pa Ma Ga Ri Sa as Avarohana, This
is wrong, because the latter has no Chaya of any foreign notes
othor than those of the 22nd Mela ; it is just logical to call it
Su. Bhairavi while the former with two Dhaivatas should be
called Salaga or Chaya Bhairavi.

- The third variety of Bhairavi, which is the most
- popular Raga in Karnataka Paddhati, is Ananda Bhairavi.
Its Mela again is disputed, 22nd or 20th, because it
takes both Sa. ga and An. ga, and also Kai, ni. and
Ka. ni. as well as both Su. dha., Cha. dha. As there are three

foreign notes it is more confusing, although it is put under the .

20th or 22nd Mela. So it is proper to call it a Sankirna or
Sankara Raga of the 22nd Mela. As San. Makaranda mentions
Saranga Bhairavi clearly, there remains no confusion regarding
its classification, although it is not mentioned in Ratnakara,
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Ramamatya again mentions this under the Saranga Nata Mela.
To show how Sarngadeva utilises these varieties. will. take
us to a long discussion; so merely suggesting that it should have
been included in the list of his Ragas in some other form, I
come to the present. The Ananda Bhairavi Raga is not
mentioned by any author prior to Tulajaji. It is he who gives
this name newly for the Sankirna variety of Bhairavi as
Ananda Bhairavi, which was the most favourite Raga of the
Haridasakuta of Karnataka, for a long time before him. This
is one of the sound proofs that he has written his Saramrta
on the authority of Lakshya available to him. I can
affirmatively say that the modern Salaga Bhairavi of the 22nd
Mela should be taken as Su. Bhairavi, as there is no dispute
regarding any foreign note. The popular Bhairavi admitting
both Su.dha and Cha.dha.should be regarded as Salaga Bhairavi
as the Dhaivatas appropriately suit the Chaya of the Raga
in a regular form, and Ananda Bhairavi as Saranga Bhairavi, as
it employs freely three foreign notes in Vakratva. The Mela for
the proper Salaga Bhairavi with both Dhaivatas could not be

~ either the 20th or 22nd Mela, as it employs the Cha. dha. in

Arohana and Su. dha in Avarohana equally and regularly. Its
proper Mela should be the 19th, with Su. dha and Su. ni, with
Vivadi-Dosha in between them. Here also, the rule to solve
the Vivadi-Dosha as per the Lakshya-Lakshana, and as per
the object of incorporating Vivadi Melas in the Prastara
should be applied. I have stated above, in the discussion of
Nata Raga, how the Vivadi-Dosha can be solved in the case of
Chaya Nata. In Nata Mela, the foreign note was Cha. dha
and in this case it is Kai. ni. without which such Melas having
Su. dha, and Su, ni or Cha. dha as component notes, cannot be
melodious. In this case also, both methods of avoiding Vivadi
can be applied. One by dropping the lower and retaining the
higher in Arohana, and retaining the lower and dropping
the higher in Avarobana as we are practically doing -at
present, is correctly observed. This rule is not applioable to
Melas having no Vivadi. Melas like Mukhari having Vivadi
‘Dosha between Su, ri and Su. ga also are solved by the same
rules, which are applied to the pair of Su. dba. and Su.-ni.
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This is the general rule for solving Vivadi-Dosha in Chaya
Ragas, which can be preserved in a steady shape, avoiding
confusion. In Lakshya also, we are unconciously following
this rule, while a few vidvans purposely violate this rule and
adopt some Vakra Svara Sancaras as they like to show their
skill, but as long as this current practice is not neglected, there
is no fear of the melody being disturbed. For example, Pa
Dha Ni Sa is the Arohana of this Raga where Dha is
Cha. sru. and Sa Ni Dha Pa is the Avarohana where Dha is
Suddba, while Kai. ni. is common to both Arohana and
Avarohapa. This is the first method by which the Vivadi
Dosha is removed in Sarala Sancara. In Vakra Sancara
a8 in Pa Dha Ni Dha Ni Sa. the first Dha is Suddha
and the second Dha is Cha. sru. In the same way in
Avarobana as in Sa Ni Dha Ni Dha Pa, the first Dha is
Cha. sru. and the second Dha is Suddha, while Ni is Kaisiki

all over. This is the other method of removing Vivadi-Dosha "

in Vakra Sancara. On the authority of these two rules, we
can dispose off the Vivadi-Dosha of any Svara Sancara,
. provoided they are strictly observed. In this way, wherever

a foreign note occursin a Raga, the Mela of it can be very -

easily indentified with reference to the nature of the
Svaras employed. This is the scientific method of distri-
buting the Ragas among the Melas.

Now for-the allotment of Sankirna Ragas to perticular
Melas, it depends upon the majority and minority of notes
used frequently or rarely, and also mainly or secondarily.
For our present discussion of Ananda Bhairavi, the notes of
the 22nd Mela are employed mainly in majority, while An,
ga and Ka. ni. are rarely employed in minority, and only as
Anamsa Svaras not included in the 22nd Mela of Su. Bhairavi;
so the Mela is 22nd. .

There are again certain rules for using foreign notes,
which are employed in the Sankirna Ragas. Generally such
soientific rules are framed by Sastrakaras to preserve the
Ragas in their melodious form, just as grammarians do for the
sake of language. 8o I suggest the Academy and the musio
lovers striotly observe the application of such rules, which
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are commonly neglected by some vidvans through their
ignorance of the science of music and by thinking that whatever
they siny is supported by the rule of ‘Lakshyapradhana.” I
give below -certain rules, which are applied to the Sankirna
Ragas, as they are supported by Lakshya and Lakshana.

1. In any Raga, which is to be converted into a
Sankirna, the notes of the Mela should remain in majority,
while the foreign notes should always appear in minority, as
Alpa or Anamsa Svaras.

2. On no account both varieties of Ri and Ga or Dha
and Ni are employed in a Raga, but only one, either Ri or
Ga and Dha or Ni may be admitted. :

3. Whenever a Mela has a provision of one Svarasthana
between Ri Ga or Dha Ni, the foreign note should always be
taken in between them, applying the rules, which have been
dealt with in the above passages, regarding the Vivadi-Dosha.
For example, in Todi, the 8th Mela, Cha. ri and Cha. dha
may be employed as Sankirna Svaras, and never An. ga and
Ka. ni. In Sankarabharana, the 29th Melas, Sa. ga. and Ka.
ni. may be employed and never Su. ri and Su. dha.

4. Whenever there is a provision of a Svarasthana
between Sa Ri and Ga Ma or Pa Dha and Ni Sa as
in Sri Raga the 22nd Msela, where there is no provision of
a Svarasthana between Ri Ga and Dha Ni, either only one
note between Sa Ri or Ga Ma and between Pa Dha or Ni Sa
may be admitted, and never two Svaras between Sa Ri and
Ga Ma or between Pa Dha and Ni Sa.

5. The employing of foreign notes betwecen Ri Ga and
Dha Ni, where there are two Svarasthanas as in Malava-
gaula the 15th, or in Ramakriya the 51st Mela, is not
admissible; in such cases, there is a provision for admitting a
foreign note Pra. ma. between Ma Pa in the former, and Su. ma.
between Ga Ma in the latter. 1t should be remembered that the
foreign notes are always Anamsa Svaras which may be used
in the manner specified above. This rule is also applicable
to Suddha Ragas like Sankarabharana, Kalyani, Kambhoji;
the 20th, 65th, 28th and Melas etc., respectively for converting
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them into Chaya or Sankirna  Ragas where the foreign
note plays the most important part to distinguish the Ragas
between cach other on the authority of the rule—

siggAreAraraRgd fGRg ag | ] .
. . c b

AT 9 fgar NwATvarary saq 1 J

All these rules are discussed in various music works from
Natya Sastra to Saramrta. I have summerised all these and
given them briefly above. All these rules which we are following
unconsiously are sometimes violated through the ignorance of
the science and wrong habit. The rules for Sankirna Ragas
have been discussed above in the course of the Sankirna

or Ananda Bhairavi which is no other than the Saranga
Bhairavi. They are applicable to all Sankirna Ragas like this.

Now I shall give below certain rules which were
observed strictly in the formation of $raditional Shadava and
Audava Ragas. In the modern vernacular books on music,
a big number of Shadava and Audava Ragas is inserted,
with fanciful names, in the form of lists of Janya Ragas
under each Mela, just as a lot of Sampurna Ragas, with
Vakra Sancara. They are not suggested in accordance with
the traditional method. If we carefully examine the tradi-
tional Shadava and Audava Ragas, the maximum number of
them will not exceed 6 and 5 respectively in a Mela. There
is & strict rule regarding the Shadava and Audava Ragas
that they should always be Suddha or Sarala Gati Ragas,
while Vakratva is meant for only Chaya and Sankara Ragas.
The modern lists suggest as many as 36 and 225 Shadava
and Audava Ragas in one Mela as maximum, while they
cannot be more than 6 and 5 respectively, according to the
traditional method. Pandita Locana dictates in this connec-
tion the most important rule as follows : »

gagafifeR: @A af |
T QAT ATH & [

When two adjacent notes are dropped the Raga will not
be so melodious. This is & hard and fast rule for Audava
Ragas. The other meaning is that when two Svaras
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adjacent to a note are dropped i.e. when the two Svaras
of which one is before and the other is after a Svara are
dropped, the Raga is not so melodious. About this we can
be convinced if we carefully examine a number of Audava
Ragas come to us from Bharata up to Tulajaji’s time; we
will not find the newly multiplied cases prior to Tulajaji, as at
that time the real genius was measured by the elaboration of
Ragas in their more melodic effect rather than by the
machanisation of various permutations and combinations as
in modern times. The ancient method did not
allow more than 5 Shadava and 4 Audava Ragas in a scale..
On the same principle we can come to a conclusion that the
maximum number of Shadava and Audava Ragas in a scale
cannot be more than 6 and 5 respectively. It is undisputed
that the Shadava Ragas will be only 6 in a scale, while the.
procedure of forming Audava Ragas, subject to the conditions
of the tradition, was by dropping of notes in 5 different
pairs as shown below:—1. Ri Pa, 2. Ri Dha, 3. Ga Dha, 4.
Ga Ni, and 5. Ma Ni. The examples for each of them are:—
1. Hindoli (modern), 2. Su. Dhanyasi, 3. Madyamavati,
4. Su. Saveri, and 5. Mohana respectively. This being the
case, there may be one or two exceptional cases, which may
be accepted as the special feats of the skilled composers,
and the rest as either the errors of the copyists, or
products of ignorance of the science and art of music,
as they have no support from tradition. For example
let us take the Raga Hamsadhvani, which drops Ma and
Dha, which are adjacent to Pa in both Arohana and
Avarohana ; this is supposed to be a creation of Sri Ramaswami
Dikshitar, and it is not mentioned in Saramrta, or in,
any other works prior to it. It is mentioned among the
Janya Ragas, under Sankarabharana the 29th Mela, in the
Kambari list, appended to the Chaturdandi Prakasika
(Mus. Acad. Edn. Mad.), and in other Kangi lists following
it. From this evidence it is proved that the Kambari
list was prepared after the time of the great composers,*
and the first Kangi list followed it after some time,

# See Dr. V. Raghavan, Venkatamakhin and the 72 Melas, Journal of the
Music Academy, XIL. pp. 67—79.—V. R,
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and then the other vernacular Kangi lists follwed one
after the other, each adding in itself a number of Ragas
with fanciful names. Another Audava Raga by name
Megharanji has been mentioned by Tulajaji in his Saramrta
under Malavagaula the 15th Mela, which, as printed there,
drops Pa Dha, and seems most strange to the tradition. This
Raga is not mentioned in any other work except Sangita
Makaranda of Narada (Gaek. Edn. Baroda), which mentions
Dha Ni as dropping notes, and Ma as Graha Svara. This we
may assume as a copyist’s mistake, putting Ni for Ga. But
dropping the successive notes Pa Dha according to Saramrta
cannot be supported by any other traditional evidence of
this nature. According to the San. Makaranda, the other
note that can be dropped along with Dha may be either Ri or
Ga, but as it has been clearly mentioned there that Ma is
Graha Svara, and its pair Ni cannot be dropped, either Ri Dha
or Ga Dha should be the pair of notes that can be dropped.
According to Saramrta, if the pair Ga Dha is dropped the Raga
becomes Malavi; by dropping Ga Ni it becomes Su. Saveri; and
by dropping Ma Ni it will be Revagupti; all the three Ragas
being Janyas of the 15th Mela, as mentioned there clearly by
Tulajaji. So either Ga Dha or Ri Dha is the proper pair of
notes which can accord with both the readings. We cannot
rely merely on the co-incidence of dropping notes, unless the
Mela is clearly identified, because there is possibility of a qaite
different Raga, by dropping the same pair of notes in any
other Mela, having Svaras different from the former. The
names Saveri and Megharanji are both not new Ragas as they
have been mentioned in San. Makaranda. So we can find
out in San. Ratnakara something relating to these two, and
" also much information about the North Indian stock of Ragas.

There are three Ragas Megha or Megha Malhara, Su.
Malhara and Malhara in Hindusthani. The first is Megha which
drops Ga Dha in Arohana and Avarohana. The second is Su.
Malhara which drops Ga Ni in both Archana and Avarobana.

. These two are Audava Ragas of the the third, the Janaka
Raga Malhara, the Mela of which is the 29th, the modern
Sankarabharana of the South. By mentioning simply Malhara,
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it is recognised as a Sampurna Raga called Gauda Malhara
which is an ancient Raga found even to-day in the same form.
All ancient Ragas of this scale, with the exception of a very
fow modern Ragas like Sankarabharana, take the tinge of
both Kai. and Ka. as in Bilahari, Devagandhari, Kambhoji etec.
This is very common in the North Indian Ragas also, and it is
suppesed to be a special feature in the varieties of Malbhara Raga.

There is & Raga Su. Saveri in Karnataka, corresponding
to the Su. Malhara of the North which drops Ga Ni and
becomes Audava in the 28th or 29th Mela. So, how Sampurna
Saveri takes its brith in the 15th Mela, according to the
modern practice, is a question. The Audava Raga Su. Saveri
occupies its place in the correct Mela of Kambhoji tbe 28th,
which is in the North recognised as Kammaji. The name
Saveri is a later form of Sauveeri which name is given to the
Madhyamadi Murchana, the 28th Mela, by Bharata. So the
Mela of Su. Saveri as the 28th is correet and undisputed,
because Saveri Raga is a derivative of the 20th Mela according
to Pundarika, Ramamatya and Somanatha, who mention
the three names Kedara, Saranga Nata and Malhara for the
29th Mela respectively. Also as the Su. Saveri Raga of the
modern practice can be put under the 28th or 29th Mela as
an Audava Raga dropping Ga Ni, the Sam. Saveri or Saveri
must be a derivative of the 28th Mela as per the long tradition
handed down from Bharata. Many traditional Ragas which
take both Kai. and Ka. are put under the 28th or 29th Mela
by the later writers who were unable to settle the question
from some definite source and evidence. As the corrupt
form Saveri has become popular and the original name
Sauveeri has disappeared, the Mela is the 28th.

Now taking again the original discussion of the Raga
Megharanji, we may assume all varieties of Malhara Raga as
derivatives of the original Janaka Raga Megha ; so is Megha-
ranji too, one of the derivatives of the same; the Mela for
Megharanji should thus be the 28th. The Janaka Raga Megha
or Suddba Malhara is an Audava Raga dropping Ga Ni, which
corresponds to the Su. Saveri of Karnataka, while the Audava
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Megha Malhara and Megharanji are one and the same Raga
which takes the tinge of Kai. ni. which is the only difference
between the three Mogha, Su. Malhara, Su. Saveri and the two
Megha Malhara, Megharanji. Tulajaji mentions Megharanji as a
rain - time Raga, but puts it under the 15th Mela, most
of the derivatives of which are to be sung in Vasanta and
morning while Megha and the varieties of Malhara and
Kedara are %o be sung in raing season and evening
according to the long standing practice. The mistake
probably oceurs in Saramrta, due to a confusion with the Vega-
ranji, a Bbasha Raga of Takka, the Grama-Raga mentioned
" by Sarngadeva, who mentions it in his verse as follows :—

zzar st famsar |w (Re) afwan
aiEEEr=ar (§) A1 (A) @FIZT R () Tg: 1 (P 206, S.R.)

In the above passage I have suggested the correct reading
with reference to the Jatis Shadja - madhyama and Dhaivatj
of which the Grama-Raga Takka is born. The Takka Raga has
been mentioned as a Sampurna Raga by Tulajaji in the 15th
Mela. It is mentioned in the same Mela unanimously by the
previous writers, viz. Pundarika, Somanatha, Bhavabhatta
and the author of Kambari list. So it is most probable that
it is the mistake of the copyist of the manuscript of Saramrta
mentioning Megaranji for Vegaranji, or it is the confusion of
Tulajaji himself, who mentions it in 15th Mela. Megha and all
varieties of Malhara and Kedara together with Megharaniji
of San. Makaranda must be put in the 28th Mela according to
the discussion and evidences mentioned above. All these
 Megha and Malhara varieties are not so popular in Karnataka
as they are in Hindusthani, and as no Karnataka author
other than Tulajaji mentions Megharanji, my statement about
it is confirmed. If the Mela of the Audava Ragas Su. Saveri
and Su. Malhara (this is an ancient name which is substituted
by the modern Durga) is the 28th, the Mela of the (Sampurna)
Saveri and (Sampurna or Gauda) Malhara must be Kambhoji or
Kammaji the 28th, and not Malava Gaula the 15th, which is
the proper Mela of the Raga Takka and its Bhasha Vegaranji
(not ‘Megharanji), If the Arohana of Saveriis Audava as Sa
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Ri Ma Pa Dha Sa, and the Avarohana Sampurna as Sa Ni Dha
Pa Ma Ga RiSainthe 28th Mela, it becomes Erukula Kambhoji,
whieh is not mentioned by any other author prior to Tulajaji,
who only gives this name to the traditional Sampurna Saveri,
on account of its resemblance to the Raga Kambhoji. The
name Saveri is first mentioned by Raghunatha Bhupala in the
15th Mele, which is repeated by all authors following him.

Let us take now the Raga Kuntalavarali, another
Audava Raga of this type, which has become popular recensly.
It is one of the Upanga Ragas of Varati or Varali, which is a
Raganga of the Grama-Raga Sauveera, as menfioned by
Sarngadeva in San. Ratnakara. Among the varieties of
Varati, in the middle of the list, there is a Raga by name
Karnata Misra Nati mentioned in San. Makaranda as follows,—

a2t ZifAdt A9 aur I |

FizfasmEt o a5 ggaufzs

(P. 16)—which, like the majority of Desi Ragas (the
Catushtaya), is found in Sarngadeva also and is corrected as
Karnatadi Varati ca, as proper reading; and Sarngadeva
substituted the ancient name Kuntala for the word Karnata*
and named the Raga Kuntalavarali. After Sarngadeva
no aunthor mentions this Raga except Ramamatya, whe
puts it under the 29th Mela Saranga Nata, and lately it is
put under the 28th Mela by the kangi list. Ramamatya
puts this in his list of 33 Adbama Ragas, of which 7 only have
been described with Lakshanas, and the -rest, including
Kuntalavarali, have been omitted. Neither the Ragalakshana
(App. to Cat. Pra.) nor the Saramrta mentions this Raga,
which drops Ri Ga and becomes an Audava Raga, as at
present. This Raga, in its current form, is not fit to be called
a traditional Raga of Karnataka Padhati, although the
name is very old. As Kuntalavarati is an Upanga of the
Varati, which is a Ragaaga of the Grama-Raga Sauveera,
it should have the resemblance of the parent Raga., I
suggest the Mela of this fo be the 28th and the dropping
notes Ri Pa for Ri Ga as per its origin. Ragas dropping the

# which is, according to his'orical geography, correct.—V. R.
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pair of adjacent notes, as Ri Ga in Kuntalavarali, may be
found only in the modern vernacular lists under many Melas,
while many traditional Audava Ragas are gradually disappear-
ing from practice. This is a most serious degeneration
of the tradition. So the Academy should take more care against
encouraging new Ragas, and strive to bring old Ragas to
light and thus keep the tradition alive. I have pointed out how
the divine art is undergoing deviation due to disregard
of the proper study of the history, science, literature and
classical compositions of our musie.

I have dealt above with the Melas having Vivadi-Dosha ;
now I want to deal with the Melas having no Vivadi.Dosha.

As per the Mela Prastara of Venkatamakhin, out of the
72, 32 are supposed to have no Vivadi-Dosha, and all are
equally capable of being rendered into melodious Ragas.
They are supposed so recently, but from the minute study of
their component notes, with regard to the principles of
melody which have been observed as essential traditionally,
we can be convinced that they are not all equally melodious;
such Melas were not rendered in practice by the ancient
authors and composers. The maximum number of Melas
used by the authors and composers range from 12 to 21
although they had at their disposal a Mela Prastara of 90
Melas, at least since the middle of the 16th century. Even if
we take the practically used Melas as 22, nearly half of them
have no Janya Ragas, all of which do not exceed the
maximum number of about 80, as per Saramrta, which
mentions no Janya Ragas in 8 (10) of its Melas. The
reason for my statement mentioned above can be found out
from the comparative and analytical study of the 32 Melas,
Nos. 8, 9, 10, 11, 14, 15, 16, 17, 20, 21, 22, 23, 26, @7, 28,
29, 44, 45, 46, 47, 50, 51, 52, 53, 58, 57, 58, 569, 62, 63, 64, 65.
The two Melas Nos. 11 and 62 are unfit for producing
melodious Ragas, as the former has no Samvaditva between
the four notes Ri Ga Dha Ni, which are to be distributed as
Amsa, Vadi, and Samvadi. In the same way the 62nd
Mela has no such relationship between four notes out of the 7.
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Leaving these two viz. the 11th and 62nd, the rest 30
Melas can be divided into three groups as Uttama, Madhyama
and Adhama Melas, in the words of Ramamatya. The
Uttama group of 12 Melas consists of Nos. 8, 15, 20, 22, 28,
29, 44, 45, 51, 53, 57, 66. These Melas are provided with
such range of intervals between the 8 Svaras of the scale
from Sa to Sa?, tha$ each of them is provided with at least
one Samvadi note, in case any Svara is taken as Amsa
or Vadi i.e. there is no Svara not being provided
with another Svara as Samvadi. The second group of 12
Madhyama Melas, consists of Nos. 9, 14, 16, 17, 21, 27, 46, 52,
56, 58, 59, 63. These Melas have got in each onespare Svara,
which has no Samvadi Svara ie. which will be considered
as Anamsa or Alpa. The third group of 6 Adhama Melas
consists Nos, 10, 23, 6, 47, 50, 64, These 6 Melas have got
in each 2 spare Svaras, which have no Samvadi Svaras i. e.
these two Svaras of the Mela are incapable of being taken
as Amsa or Vadi, as they have no Samvadi with any other note
of the scale, and they shall therefore have to be treated always
as Anamsa or Alpa. The principle of Ramamatya’s Ranjakatva
on which I have distributed the 32 Melas into 3 groups is
well mentioned by Somanatha in his Raga Vibodha thus—

garfiai garen {mas WRR )
eafg FamfEhn . 1 (RV. 2—26).

I have dealt above with the Janaka' Raga Melas and in
the following I shall deal with the features and provision of
the Janya Ragas.

Fulaja Maharajah, the Mahratta king of Tanjore, is the
last author who wrote his Saramrta on the Karnataka
Sangita authoritatively. No author prior to his time has
dealt with more than 20 Melas as Janaka Ragas and
about 50 Janya Ragas. It is he who has mentioned the
largest number of 21 Melas as Janaka Ragas and 91 Janya
Ragas, of which 17 are Shadava and 11 are Audava. Awmong
the 21 Melas, he has included 2 new Melas viz. Vegavahinij
and Velavali the 16th and 23rd respectively, which have not
been mentioned by any author prior to bim. One Raga
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Mela. Saranga the 84th of Pundarika’s Mela Prastara, has been
ineluded among his 21 Janaka Raga Melas. Simharava the
58th Mela of the Prastara of Venkatamakhin, who has
mentioned that it was his own creation and was for the first
time introduced into parctical use by himself, has been omitted
by Tulaja, who does not mention anything about it in his
work. Among the 91 Janya Ragas of Saramrta, Tulaja has
included 21 completely new Ragas, which are not mentioned
by any autbor prior to him. This number includes 5 different
Manohari Ragas of his ewn creation. 7 Ragas have been taken
from Hindusthani stock, and 6 names of Ragas from San.
Ratnakara. In this way he has added 36 new Ragas including
9 Janaka Raga Melas, to the 76 old Ragas including 19 Janaka
Raga Melas and 57 Janya Ragas, to make up the total

number 112,

Inthe following passages I wish to deal with the Ragas
of the Kambari list (appended to. Cat. Pra. pub. by Mus. Ac.
Mad.), which in my opinion was written very late, after the
time of the trinity, Sri Tyagaraja and his two contemporaries,
Muttuswami Dikshitar and Syama Sastrigal.* In an article
—The scheme of 72 Melas in Karnataka Music—(pp. 80-86
Jour. Mus. Ac. Mad. Vol. XI), Sri. T. L. Venkatarama Aiyar
proposes to support the Kambari list and to condemn the
Kangi list together with the Janaka and Janya Ragas. But
he has not mentioned anything about the time of the compi-
lation of both lists. "Just like the dates, the authors of both
these lists are anonymous. He points out by quoting one
Kirtana of Dikshitar, Kanakambari Karunyamrutalahari on
P. 82 (Vol. XI), that Dikshitar, followed Kanakambari list.
In the same para continued from the previous pace, he states
that it was Venkatamakhin who had proposed the method of
rendering Vivadi combination, by dropping Su. ga. and Su. ni.
in Arohana only for the 1st and other Melas of such Svaras,
and Sampurna in Avarohana ; and in the next para, he states
the method of rendering Vivadi combination of Sha. ri and

* Sos Dr. V. Raghavan, Venkatamakhin and the 72 Melas, Journal of the
Music Academy, XI[L pp.67—73, where the late post - Venkatamakhi
character of the Kinikambari-list has been shown.—V. R.

PARTS 1-1V] RAGAS BEFORE TYAGARATA 145

Sha, dha., by retaining Sampurna Arohana and dropping Ga
and Ni (?) in Avarohana, asin the 36th Mela and in other Melas
having the same Svaras. If this rule had been mentioned by
the authors prior to the Kambari list, every one must
accept it as a principle applicable to the whole lot of 40 Melas
having Vivadi Svaras, Mr. Aiyar clearly mentions the Archana
and Avarohana of Kanakambari Raga as Sa Ri Ma Pa Dha
Sa and 8a Ni Dha Pa Ma Ga Ri Sa respectively for the Ist
Mela ; but be avoids mentioning the name and No. of the Mela
for Sha. dha and Sha. dha which could have been mentioned
by him clearly as the Nata, 36th Mela. If this could have
been the definite method of Venkatamakhin, and of
the author of the Kambari list, and of the great composers,
Mr. Aiyar would have been able to mention emphatically that
in the Avarohana of the 36th Mela particular Svaras are
to be properly dropped. But as he has no confidence
about the dropping notes in Avarchana, whether Ni or Dha,
he mentions the Avarohana for the combination Ma Ga
Ri Sa as Ma Ri Sa and avoids mentioning the dropping
note definitely as Ni or Dha of the combination Sa Ni Dha Pa,
thus avoiding to commit himself also skillfully. He must
mention first the author and the date of the Kambari list, and
then if it is proved that it was ready before the great composers,
he should attempt to tally with it the Lakshanas of the
Ragas in which compositions are composed. His mind
seems to give the authorship of the Kambari list to Venkata-
makhin, from the tone and arguments which he has used in his
introduction to the Cat. Prak. (Acd. Bd.), and to support his .
views expressed there, he has written the article, adjusting his
views for escape from being eritisised. A detailed investigation
of the matter will reveal the truth, The Katapayadisamina
was not applied to the Melas till the time of the Kambari list;
because Tulaja also, according to the preceding authors,
mentions all his Melas without the numerical prefix and
provides them with .the traditional names. This Kambari
list includes the names of the Melas of Saramrta with
prefixes newly added. It includes the Janya Ragas from
Saramria, and adds many more new ones of its own creation,

10 )
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‘It mentions many Ragas which are not found in the composi-
tions or recognised works on Karnataka Music. It has adopted
some Ragas of pure Hindusthani style. It mentions the
whole lot 72 Melas as Raganga Ragas at the beginning of the

list as:— 19 YOOI AAFZ<A &fEq: « and omits one
line after mentioning the 36th Mela; it is— T q\iﬁ'ﬂ{mr:
EFEIRY E{El | and at the end of the 72nd Mela one line as

fraafafid gan & winds: |

These last two lines have been copied by me from the
collection of the late Mr. Bhatkhande of Bombay. From
the above facts and from other poinig which I am discussing
in the following passages it is clear that the compilation of
this list has been done very late after the time of the great
composers Sri Tyagaraja and his contemporaries. It is
undisputed that the Kangi list is a compilation of a later
period than that of Kambari list, because the former has
incorporated in itself all the names of the 72 Melas of
Kambari with the indivisual numerical prefix, as Janya Ragas
under the respective Melas, with new names for each with the
numerical prefix again. The author of the Kangi list has
done no more serious crime than that of the Kambari list,
for which it should be so severely condemned as suggested
by Mr.T. L. V. Aiyar. The Kangi list only provides the
names of Melas with the prefix to denote the name
and number of the whole lot of the 72 of the Prastara
and it does not mention that all the Mela-names are
. Ragas, while the Kambari list mentions that all Melas are
singable Raganga Ragas, under 15 of which it mentions 112
Janys Ragas. The crime lies with this list and not with
the Kangi list, as the latter clearly describes in its own way
the Arohana and Avarohana in words and also in the solfa
notes Sa Ri Ga Ma Pa Dha Ni Sa of the tradition for its Janya
Ragas only and it does not claim the Mela names as Ragas.

The Kambari list does not describe the Mela Ragas and
their Janya Ragas in detail, as has been done by the authors
like Tulaja and his predecessors, not does it give the Arohana
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and Avarohana in solfa as interpretted by Mr. T. L. V.
Aiyar in the article referred to above, for all Janaka
and Janya Ragas, Mr, Aiyar says that the Kambari list is
prepared as per the principle and the object of the
Mela - Prastara of Venkatamakhin, and that the great
composers have followed the list, especially when they
composed their Kirtanas in Vivadi Melas like Mukhari
and Nata, while they followed the Kangi list, when they
composed their Kirtanas in non.Vivadi Melas like Khara-
harapriya, Kiravani etc., as there was no trouble of
Svara Sancara for such Melas. This is simply can-
vassing a two-fold support, as he can not say anything
definitely about the genuineness of these two lists. Above
all these confusions and differences among these two lists, it
is not possible that the compositions of the trinity are strictly
in accordance with the technique of either.one of them,
even partly, as such great persons follow their own inspi-
ration and emotion in composing their Kritis. So it is most
probable that they composed their Kritis, sang them to
their satisfaction to please their own soul, while their followers
learnt them orally following the divine stream of the voice of
their masters, in the usual orthodox manner., After the
passing away of the great composers, their followers collected
them and for the purpose of preserving them, they
made an attempt to write them in the form of private
notebooks as for es possible, and the result of that
is the list like Kambari of some talented follower, for
the preparation of which no high class knowledge of
Sastra nor Sanskrit langusge was required. If such work was
done solely to meet its limited necessity, it would have been
a boon to the music world. But taking only the scheme of
the Mela-Prastara, without any reference to other topics
concerned with it, the followers have distributed the
compositions among the different Melas giving them different
names of Ragas, wherever any difference in the Svara
Sancara occurs without any oconsideration of the Raga
Lakshanas and also without any distinction between the

v
i
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old and new names of Ragas. The above statement may be
found correct at the end of the following discussion.

The Kambari list under the 1st Mela, the traditional
Mukhari, puts 3 Ragas viz. Kanakambari, Su. Mukhari,
Su. Saveri, of which the lst is imaginery and the 2nd and
3rd are old names. The first Kanakambari is a new name
giveu to the old name Mukhari, which is altered in the list
as Suddha Svara Mukhari or Suddha Mukbari. According to
the list Arohana of both Kanakambari and Su. Mukhari is
Sa Ri Ma Pa Dha Sa while the Avarohana of both is confusing,
because it is not clearly mentioned there. Regarding the
Avarohana of the former it is only mentioned as Ni-vakra;
whether Ga is employed in it or not is not clear. So a skilled
and talented musician can render one of the Kritis of the
composers to a Raga, completely dropping Ga in both Aroh.
and Avaro. and demonstrate it practically within a short
time, and elaim it to be Kanakambari or some other new
name of his fancy, while some other may use Ga in Avarohana
and claim the same composition to belong to Kanakambari
‘or some other Raga of his fancy, of which he could make
a noté in his private note book at the heading of the same
composition, as the text does not mention its Sampurnatva
or Shadatva in Avarohana; or both musicians can claim the
Kanakambari Raga with different Avarohana, for a common
composition; or both of them may suggest quite different
and new pames of Ragas for the same composition, as no
such Ragas as Kanakambari or Kambari existed prior to
the list, which uses a prefix Kana for the 1st Mela, Gana
(Samavarali) for the 3rd Mela, Dhuni (Bhinnashadja) for the
9th Mela, and g0 on, for other Mela Ragas.existing before them.
In this manner it can.be very easily understood whether a
Mela Raga is newly coined or only the prefix is attached to
the old name of the Mela Raga. So it is nonsence to give an
awkward name as Kambari instead of using some sensible word
for the Raga and attaching the proper prefix derived from the
method of using the Katapayadi Samjna. Such is the case
of the name given to the 1st Mela, and this is the learnedness
of the talented author of the Kambari list. So I don’t want
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to discuss the other Melas and Janaka and Janya Ragas of the
Kambari list individually. Only one example of the 1st
Mela is quite sufficient to judge the other Melas and their
features as futile.

Now I shall deal with the 2nd Raga of the 1st Mela of
Kambari list. It is Su. Mukhari, the Arohana and Avarohana
of which are Sa Ri Ma Pa Dha Sa and Sa Ni Dha Pa Ma Ga Ri
Sa respectively acording to the description of the Kambari list.
The name Mukhari is very old as it is mentioned in the
San. Makaranda of Narada. This name is first utilised for
the 1st Mela of his Mela Prastara by Pundarika Vitthala
and it continued to be mentioned by all Karnataka
authors, Tulaja of Tanjore included. It is the author of the
Kambari list who has brought the Mela Raga Su. Mukhari as a
Janya under the new Mela Raga Kanakambari. The Raga
Su. Mukhari is Sampurna and the Aroh. and Avar. sarala
and it has stood steady during many centuries preceding. What
was the reason for degrading it as a Janya Raga and promoting
a new, incomplete and Vakra Raga like Kanakambari to
occupy the former’s place? Will Mr. T. L. V. Aiyar please
enlighten the music world with his learned explanation ?
I have pointed out already that Vakratva of a combina-
tion of notes in a composition cannot be counted for by
its strict Arohana and Avarohana, as it may differ from the
combination of notes in some other Sangati or in some other
composition in the same Raga. So if Dikshitar has composed
2 (%) different Kritis one in Kanakambari and the other in Su.
Mukhari as stated in the list, we can accept that there
are two different Ragas, after a careful examination of the
Vakratva invariably occuring in the case of the Kriti
Kanakambari Karunya etc., and also Sarala Avarohana in
that of the Su. Mukhari. Otherwise we cannot accept two
different Ragas but can accept only one Raga Mukhari
omitting Ga and Ni in Arohana and taking both as Vakra in
Avarohana as per the traditional method of employing
them in such Melas. Again there is question of the Raga
Kambari which is simply one of the fanciful names
suggested by the list; unless it is proved that Dikshitar
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has mentioned the name of the Raga in each of
his kritis, it cannot be decided that he followed the
technique of the Kambari list or that it was compiled
prior to his time or that the list was compiled after
him as per the Lakshanas of Ragas in his compositions.
I have not made yet a complete survey and study
of his kritis, but as far as I have done, I can say that he
has not done 8o in each of his kritis, but might have given
the Raga names in a few of his kritis. For traditional
and popularly existing Ragas, it is not necessary, while
it is necessary for new Ragas like Hamsadhvani to avoid
confusion. In my opinion it isthis method which he has
adopted. If some persons says that the Kambarilist was there
before Dikshitar and he followed it, it will be surprising that
he, a great scholar of Sanskrit and Sastras and an honest
representative of the tradition, followed such an inefficient,
useless and incorrect list. And if some other person says
that it is he who has composed this list or dictated or
encouraged the compilation of such a list, his learnedness in
Sanskrit and Sastras and his tradition would seem futile and
his nice compositions will be just like castles built in the air.
So I humbly request Mr. T. L. V. Aiyar to be kind enough to
enlighten the music world by furnishing articles in the pages
of the Academy Journal, with reliable evidences, on the true
principles of the great composer Sri Muthuswamy Dikshitar
whom the whole music world admires and follows with great
reverence.

Let us take now the third Raga of 1st Mela, the Su. Saveri.
Again there is much confusion about this. It is mentioned
there that it is an Audava Raga dropping Ga Ni in both
Aroh. and Avar. Generally the Sampurna Saveriis sung in
the 15th Mela by dropping Ga Ni in Arohana and taking all
notes of the scale without any Vakratva in Avarohana; so the
Audava Saveri should be put in the 15th Mela reasonably,
instead of in the 1st Mela. But in actual practice,
it is sung in the 28th Mela or we can assume for it any other

Mela having Cha. ri. and Cha. dha. In this connection, as well

ag in the case of the Kambari Raga, ‘Mr.\T. L. V. Aiyar,

PARTS 1-1v] RAGAS BEFORE TYAGARAJA 151

I hope, will enlighten the public with his explanation
based on the authority of the compositions of the great trinity
of musie,

There is a Sampurna Mukhari Raga mentioned in the
Kambari list under the 20th Mela by omitting Ga Niin Arohana
and all notes sarala in Avarohana. There is no mention of
the Cha. dha. being used in Arohana, asis done now invariably,
just as in the Sampurna Bhairavi, which is mentioned
in the Kambari list accordingly, for the use of Cha. dha. So
why should the Audava Su. Mukhari be not put under the 20th
Mela and sung accordingly with Cha. dha. in Arohana and with
Su. dha. in Avarohana, just like Sampurna Mukhari omitting
Ga and Ni both in this Audava variety? All these confusions
arise partly from the authority of such inefficient lists like
Kambari and partly from the improper interpretation of
authoritative works and insufficient research in such cases.

I wish to deal with, in the following pages, the
rendering of the Raga Mukhari, the first Mela of the Prastara
of Pundarika, which coincides with that of Venkatamakhin.
This Raga also assumes 3 ‘'different forms as Suddha, Chaya and
Sankara just like Nata. The name Mukhari is not found in
Ratnakara, but it is found in the earliest Sangita Lakshana
Grantha of Desi Ragas, in two forms Mukhari and Mukhahari.
Besides these forms there are 2 more names Ahari or
Akeri and Abhiri or Abhirika which are associated with
the forms of names of the former. Difierent corrupt
forms of these words are found in the musical works, due to
different pronunciations of the vernacular dialects, as Ahira,
Abhira, Ahiri, Abhiri, Aheri, Abheri, Ahari etc. T'a,king
all these forms into consideration we can find out that there
are two different words to denote two different Ragas, viz. the
first Ahari or Aheri and the 2nd Abhiri or Abhera, because both
are used by Sarngadeva to denote two separate Ragas with
separate source. In the discussion of the experts of the
Madras Music Academy, Ahiri was first allotted to the 14th
Mela, and in the second discussion of the same Raga, it was
allotted to the 8th Mela, while Abheri was identified as a
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separate Raga and was allotted to the 20th Mela. Raghunatha,
Pundarika, Ramamatya, Somanatha and Venkatamakhin put
both these in the 2Ist Mela, while only Tulaja puts these in
the 20th Mela. The correet forms of these two Ragas
Abheri and Ahiri are Ahari or Aheri and Abhiri as corrected
by Sarngadeva. Abhiri is a dialect of Abhira race and
Aheri is related to Aheru a name of a plant, used for medical
and other purposes.  From these two words the later corrupt
forms such as Aheera and Ahari from the former, and Abheri
and Abheri from the latter, are derived. There is another
Raga mentioned in San. Makaranda as Abhisarika which has
been corrected by Sarngadeva as Abhirika or Abhiri
which is not found in San. Makaranda. Aheri has been
mentioned as a Bhasha of Takka as in—Tanavaheri-
kadohya-—and Abhiri has been mentioned as in Suddh-
abhiri ragantee cha and as a Vibhasha of the Grama Raga
Kakubha. So the two Ragas Abheri and Ahari are different
from each other, the former is a Janya of the 21st according
to some authors and of the 20th according to some, while
the latter is a Janya of the 8th as per the present practice.
About Abheri there is not much difference of opinion, while
about the Ahari Raga, there is much difference of opinion, as
it takes the shades of Cha. ri. and Cha. dha. So its Mela could
not be the 8th, but it is the 1st Mela for which the ancients
have given the proper name Mukhari, which is a corrupt form
of the combination of the words Mukya—Ahari evolved into
" Mukyahari, Mukhahari and lastly Mukhari. Under the 1st
Mela a Janya Raga is mentioned by Somanatha as Thurushks,
Todi which employs Cha. ri and Cha. dha in addition to the
svaras of the 8th Mela. It is universally known that the
present vidvans usually employ the Su. ga and Su. ni. i.e.
the Cha. ri and Cha. dha in the course of Raga-Alapana of
Todi, which is put under the 8th Mela. Properly speaking,
it must be sung with the notes of the 8th Mela only. But
the traditional practice overthrows all these later bindings,
becauss it is not built up on the machanised system of music.
So this is the proper reason why the authors like Raghunatha,
Ramamatya and Venkatamakhin have not mentioned the
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Todi. The Todi which is sung only with the Svaras of the

.8th Mela with Alpa Panchama is called Su. Todi and that

which is sung with the Chaya of the notes Cha. ri and Cha.
dha is called Chaya Todi and is put under the 1st Mela where
it is called by the name Turushka Todi also; when the Todi
Raga freely employs the foreign notes as Cha. ri and Cha.dha
in addition the tinge of Pra. ma. Am. and ka. also, the Raga
becomes Sankara or Saranga or Sankirna Todi. In Hindus-
thani also these three varieties are found in the current
practice, where a Raga by the name Vilasakani Todi or
another Raga Asaveri Todi is sung only with the notes of the
8th Mela; the other variety of Chaya Raga is also in existance
by the name Bhairavi, while the third variety with the free
use of foreign notes is called Sindhu Bhairavi. Todi Raga which
is sung with the notes of only the 8th Mela, is derived from
the Arshabhi Murchana of Bharata, while the Todi commonly
sung with the tinge of Cha. ri and Cha. dha is traditional
Chaya Todi or Thurushka Todi of the 1st Mela of the same
Mukhari Raga ; so it is not mentioned by some authors sepa-
rately. San. Makaranda mentions three forms of the word
as '['undi, Turushkatundi and Throti, as three different
Ragas and so it is not against the tradition that the Todi Raga
is sung in three different ways. Sarngadeva has mentioned
the Todi as a Raganga and Chaya Todi and Turushka Todi
as two different Upangas in the group of the Adhuna
Prasiddha Catushtaya. If we take even the Tanavarna
beginning with the Sahitya, Kanakangi etc. which is
supposed to be in the Todi Raga and in Ata Tala, we can
realise that it takes the tinge of both the Cha. ri and Cha.
dha in many places; so we can take it as a Sampurna
Raga of the 1st Mela, by which the author of the Tanavarna
was much influenced, he having composed it beginning with the
word Kanakangi, the modern name of the Todi Raga; the
Su. Todi or Todi belongs to the 8th Mela and the Chaya Todi
and Thurushka Todi to the lst Mela, the difference between
the 1st and the last two is as discussed in the above passage.

To sum up the Mukhari Raga, the three varieties are in
practice as Su. Mukhari and Ahari or Aheeri which may be

I
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classified into Suddha, Chaya and Sankara and put in the 1st,
19th (for the modern form only, for the ancient form the 1st
Mela), and 1lst respectively.

The three varieties of Bhairavi are to be assigned thus:
Su. Bhairavi to the 22nd, Bhairavi (modern) to the 19th and
Ananda Bhairavi or Saranga Bhairavi to the 22nd or other
as per the notes of the Bahutva.

To complete the discussion of the lst Mela: we have
come to the conclusion that the 1st Kanakambari is purely
imaginary, the 2nd as per the description of the list, which
calls it Su. Mukhari is San. Mukhari of the Chaya variety, and
not Su. Mukhari which I have dealt with already. The third
is also imaginary and against the current practice as discussed
already.

The 2nd Mela is named as Phenadyuti in the Kambari
list where Phena stands to denote the No. 2. There is no
name of a Raga as Dyuti in any work prior to this list. This
Mela has not been mentioned by any Karnataka authors except
Pundarika whom only Bhava Bhatta follows. He has named
this Mela Raga as Soma. All ancient authors viz. Narada
of San. Makaranda, Somesvara of Manasollasa and Sarnga-
deva of San. Ratnakara mention this Raga. Somesvara gives
much importance to this Raga and gives its playing on a
Vina as a part of the Samskara called Seemantonnayana
to be performed for a pregnant lady. Dr. V. Raghavan,
in an article on Soma Raga, re-produées the quotation
from the text of the work and suggests a correction Somaraja

for the word Somaraga of the text; the latter in my
opinion seems correct, as it is associated with the playing
on the Vina, although the Sastra dictates only the worship of
Soma Raja with Vedic or other recitals by Vaidikas. There
are many Ragas which have been mentioned as sung or played
for & particular time, season, purpose eto. In the same way the
original author of Soma Raga might have thought or dictated
that it should be sung or played in praise of Somaraja. The
earliest author who mentions this Raga is Narada of San.
Makandra who mentions it twice, one in the list of
Pratargeya and the other in the list of Purusha Ragas,
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So the reading adopted by Somesvara seems correct which
reads as:—

%ﬁn%ﬂkaf&aﬁ qlatri AAZ{H | where Manohara is an
adjective meaning melodious applied to the Somaraga. If
the word Somaraja should be fit in that line, it should

ruan as E\[fé%%'qﬁf;c,:a] (%ﬁrqf?geq) (ﬂﬂ'{[a etc. The third ancient

- author is Sarngadeva, who mentions this Raga in the list of 20

Desi Ragas derived from Grama Ragas for the'first time. Besides
the above authors Ramamatya mentions this Raga in the 14th
Mela. The Kambari list does not mention this Raga while the
Kangi list puts it in 3 Melas, viz. 14, 28 & 29. This is a good
example to show how the modern vidvans are not taking
proper care about the names of Ragas; they are not familiar
with the origin of such ancient Ragas, but they attempt to
convince the public, on the authority of lists like the Kangi
(Bom. Ed.) in their possession.

I wish to deal in the following pages with the

‘confusion, spread among the vidvans, about the Ragas like

Soma, Sama, Samavarali, Arabhi, Devagandhari etc. The
Raga Soma has been treated above; it is described by

Sarngadeva as faa= g7 A g4 ; (ﬁqaqa | associating
thus the word Soma ; see his description of the Grama Raga
Bhinnakaisika Madhyama.* '

There is no mention of the Ragas Sama and Samavarali in
San. Ratnakara. San. Makaranda too does not mention these two
Ragas, but it mentions one Raga by the name Samavedi
and there is not sufficient evidence to take it to be the
Sama or Samavarali of the later authors. Sama Raga is
mentioned for the first time by Venkatamakhin in the 29th
Mela and the Kambari adopts the same, while Tula]a
puts it in the 28th Mela. There is no mention of this
Raga in the Kangi list (Bom. Edn). The Raga Samavarali
is put under the 3rd Mela by a few authors and under the
39th by a few ot‘.hers while the 39th Mela is treated

* The mention of Soma as ‘dalvata in Ratnakara is for mana kamllm
madhyama (p. 166) and not for Soma Raga which is given without any such
specification (p. 219), The assumed connection between Soma Raga and
Soma as deity is imaginary.~V.RE. .



156 THE JOURNAL OF THE MUSIC ACADEMY  [VOL. XIX

as Suddhavarali by some and as simply Varali by some
others. In the current practice the Raga Sama is sung
in the 20th Mela with (Sa Ri Ma Pa Dha Sa), Aundava
Arohana and with (Sa Dha Pa Ma Ga Ri Sa), Shadava
Avarohana, This Raga has got the resemblance of Arabhi
Raga which uses Ni in Avarohana slightly as it is an Anamsa
Svara in that Raga. Again the Raga Arabhi is not different
from the modern Devagandhari, except that one or two glides
which are frequently employed in the latter differentiate it
from the former. All Karnataka authors put Devagandhari
in the 22nd Mela except Somanatha who puts it in the 15th
Mela. The current practice ig only according to the Kangi
list which puts it in the 29th Mela. No author prior to
Raghunatha mentions Arabhi Raga which is, after him, adopted
by all in the same manner. Itis a matter of surprise, how
this Raga remains unaltered upto this time, while Devagan-
- dhari Rsgs, although it is mentioned in the 22nd Mela by

almost all authorities including Kambari, is echanged to the
29th Mels by the Kangi list, and how the great trinity

of the traditional music followed it, neglecting the long
standing practice of centuries,

It seems to me that the word Arabhi is only a corrupt
form of some Sanskrit word since there is no mention of it I')n
sny work prior to Raghunatha. If this name might ha,le
been given by some Muhammadan musician to substitute .
Indian name, it should have been necessarily brought i an
practice in the Hindusthani music, to denote the s ﬁ-ﬁ ko
of.theit country or langnage Arabhj, but there is ni }13 oanoe
f.hxs name sung in the current practice nor is it me :‘ga o
in any work or document. So it must have been 3 l?ned
eitber from some Sanskrit word or it m et erived
. corrupt form of some ancient Raga. I ust Do the

ways of solving this problem: one is’ the s(\;ggest: swo
the letter Sha from the word Arshabhj which i ToPping  of
) .Bhnrata’s t{ime as a Suddha Jati, and 1;heIs ‘;:rrenF from
interchange of the last two syllables of th oo 1o the
or Abhira by the copyist’s mistake, © word Abhiri

‘ There is & .
- commentary of Kallinatha who quotes ei;;,s ;rg;a:s;g; in t:xe
apati's
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sork which says qUd] sfedval T FERTRAR
S@Sﬁ aéafg etc. where Suddha Rishaba Raga

s mentioned. I have not seen this Raga mentioned anywhere
lse. So it is most probable that Raghunatha who was
yquainted with Umapati’s work, and quotes him as ‘Umapate-
.adhunikasya tantram’ ete. must have picked it up as
the original Arshabhi of Bharata. But Arshabhi Murchana
»f Bharata exactly corresponds with the 8th Mela, while
Arabhi ig sung in the 29th Mela. The correct interpretation
of Bharata’s Jatis bad become unintelligible long before
Raghunatha, since the introduction of Puundarika’s Mela
Prastara. So according to bis imagination he must have
adopted the scale of Arshabhi as the 29th and the corrupt
word Arabhi, to be the original word from the Sangita Sara of
Vidyaranya who wrote it three centuries previously. I have
quoted above already some instances of such nature viz.
Saveri and Su. Saveri ete. There is another instance of
this nature. The Raga Asaveri is not mentioned by Rama-
matya, Raghunatha, Venkatamakhin and Tulaja; it is
mentioned by Pundarika, Somanatha and Bhava Bhatta
under the 15th Mela while it appears suddenly in the

Kambari and Kanki lists under the 8th Mela, which has been
followed by the modern vidvans.

The Raps Kalyani of the 65th Mela is one of the original
Ragas just like Todi of 8th Mela. It is not found in any
ancient works like Makananda and Ratnakara. It is men-
tioned in the Raga Tarangini of Lecana who names it as
Eeman. Then it is mentioned by the Karnataka authors
like Pundarika, Somanatha, Bhava Bhatta ete. in the 57th
Mela, while it is Venkatamakin who first gives this Raga in the
65th Mela, which is still current now. From a remark on this
Raga by Venkatamakhin it seems it was not so popular in
South India in the form of Lakshya but its purpose was
served by t‘he Sarangs Nata Raga which used both Madyamas.
Even now in North India Kalyana or Beman is sung with both
Madhyamas apart from the Saranga Raga, which also admitg
two Madhyamas. 8o all authors prior to Venkatamakhin have
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not mentioned this Raga separately, just like Todi has been
done, as it was a derivative of the 1st Mela Mukhari. The
modern Saranga Raga is put under the 65th Mela with the Su.
Madhyama added, as mentioned by the Kambari lists etc.
Ramamatya, Raghunatha and Venkatamakhin have not
mentioned the Saranga Raga, while Tulaja mentions Saranga
and Kalyani under different Melas. Singing Kalyani Raga with
only the seven notes of the 65th Mela seems to have come in
praoctice after Venkatamakhin.

Now in the following pages I wish to deal with the
Ragas newly introduced by Tulaja; they are 36 in unmber of
W'hich two are the names of two Melas introduced by himself
viz. Vegavahini the 16th and Velavali the 23rd respectively.
Vegavahini is quite a new Raga name in the musical literature
and its Mela also is an addition to the traditional Melas
used practically. It is adopted by both the Kambari and
Kangi lists, without any alteration to the original. Velavali
has been mentioned by the earliest author of Desi Ragas viz
‘iNara.da of San. Makaranda. It is repeated by Sarngadeva:
in San. Ratnakara and is associated with the Naishadi Jati
of Bharata. This Raga has been put under the 29th Mels
by Pundarika and Somanatha and it has continued to be in the
same Mela even in the Hindusthani music with the name
Velavala from the time of Bharata up to now. It is put under
the 22nd Mela by Ramamatya, Raghunatha, and Venkata-
makhin, and under the 23rd Mela by the Kambari and Kangi
lists, following Tulaja’s view. This Raga has been correctly
put under the 23rd by the Kangi list, which however gives the
name for the Mela as Gaurimanohari which has been men.
tioned by Tulaja as a Janya Raga under the 15th Mela. San
Makananda mentions Velavali as an Audava Raga WitI;
Ga as Grha Svara and Pa Ri (?) Varjya, and thus provides a
‘most melodious Raga of the ancient type. Among the Janya
Ragas, Tulaja has included 5 Manohari Ragas viz. Esa ma
Gauri ma, Deva ma, Madhava ma and Sarasvati ma, which’
have been newly created by him. He further adds 16 quite
new Ragas viz. Gaulipantu, Purna Panchama, Magadhi, Su.
Saveri, Ananda Bhairavi, Indughauntarava, Maniranga,’ Su.
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Desi, Sriranjani, Chaya Tarangini, Natakuranji, Mohana,;
Mohanakalyani, Yadukula Kambhoji, Purnachandrika, Sura-
sindhu which are not mentioned by any author prior to him.
The six names of Ragas viz. Gandhara panchama, Bhinna
panchama, Megharanji, (Vegaranje), Naga Gandhari, Madhya-
magrama, (Udaya) Ravichandrika, are taken from Ratnakara.
The seven names of Ragas viz. Kaphi, Huseni, Balahamsa,
Gauda Malhara, (Jhilapha), Julava, Bilahari, Lalitha panchama,
have been incorporated by Tulaja, in the stock of Karnataka
Ragas from Hindusthani as they were in popular use for many
years prior to him. Some of them are purely Indian names,
while the rest are substitute names of the northern language
for the Indian Ragas. All other names of Ragas, except
those mentioned above, are traditional ones taken from the
works of the Karnataka autbors prior to Tulaja. Besides the
112 Ragas mentioned by Tulaja, there came after his time
some good Ragas which are most popular at present; their

source is two fold.

The first group belongs to the North Indian stock where
they were recognised as the most favourite of the public,
since they were handed over to the Hindusthani music by
the Karnataka authors like Pundarika, Bhava Bhatta and
Somanatha, who popularised the Karnataka music culture in
the North Jndia. I shall give below examples of such Ragas,
which arc mentioned in the Kambari list. The Raga
Sowrashtra in which the popular Mangalam composed by Sri
Tyagaraja is sung is the 17th Mela. This Mela has not been
mentioned by any later author of Karnataka, but Tyagaraja
brought it in to practice on the authority of Purandara Dasar’s
Kirtana ‘Varaguru Upadesa Neravayitu’ which is sung at the
last hour of Harijagara of Ekadasi etc., as Harinirmalyaseva.
This Raga is not mentioned in the Kambari list under the 17th
Mela for which it gives an. imaginary name Chayavati to
identify the serial number of the Mela, in which Chaya denotes
the No. 17. The traditional Ragas which are adjusted with
such prefix can be found in different authoritative works, but
after dropping the Chaya prefix, the word Vati carries no
gensible meaning; from this it can be identified as an

i
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imaginary name coined by the author of the list for that Mela
which may confuse the enquirer about its existance prior to the
list. The second Mela is the 53rd which has become very
popular recently. In this Raga Sri Tyagaraja and his
contemporaries have eomposed Kritis. This is a most popular
Raga of the Dasa Kuta and has become very popular from the
time of Purandara Dasar in Hindusthani and Karnataki as
the Purva Kalyani. Although it is a traditional name, the
Kambari and Kangi lists give a new name for this Mela
as Gamakakriya and Gamanasrama respectively and avoid
mentioning the traditional name. The t¢raditional Melas
including the two latest additions will amount to 34 or 35, and
all Kritis supposed to have been composed by the great masters
of music in other Melas are questionable, there being no
evidence from the previous authors and composers regarding
their true Ragas and Melas.

The followers of the great trinity have created greater
confusion by coining new names for old Ragas, and by giving old
names for new and unscientific Ragas which had been recently
created on the authority of the modern suggestive lists like
Kambari and Kangi and other vernacular lists which followed
the above two, and suggested hundreds of new names, with
simply Arohana and Avarohana Svaras in Vakra Sancara
which are usual in the Sangatis in singing the compositions,
Thus a great decay had set in and the pure and traditional
Ragas which have lost the scope of being sung to exibit skill,
beauty, and variety permitted in aun artistic way in the course
of the Raga Alapana and Pallavi singing and thus they have
become rigid, plain and orthodox, while the new compositions
in newg Ragas :are welcomed beyond limit. So even the old
melodious and emotional forms of Ragas have become
machanised along with the new stock,

So I humbly suggest that the vidvans and the Academy
make efforts to stop such new compositions in new Ragas
and to encourage old compositions and traditional Ragas
and to keep the culture of music alive in South India for
the future,
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The ancients have tread over the whole field of music
in all paths in search of satisfaction of mind through the ear,
science, art, beauty and nature, and stocked all material
found by them and thereby created &ll possible forms,
styles and  varieties of musical compositions, together with
Ragas and also they have framed rules to preserve them
for eternity. So if there is any new Raga or a new composition
to be invented or to be composed, the author must see that it
is done according to the theory of the ancients, after

. verifying that it did not exist before his own time with

any other name or form. For example, let us take the
Audava Raga Mohana Kalyani mentioned by Tulaja
who has introduced about 21 new names of Ragas which are
not found in any other work prior to his. But on careful and
minute comparative study of their features, we may be
convinced that some of them are traditional Ragas found in
other works with some other names. I have, in the course of
my discussion above, treated a few of them, viz. Su. Saveri,
Ananda Bhairavi, Yadukula Kambhoji ete.,, and now I
shall produce the evidence of a prior work to prove that my
view is correct by the Lakshana of Mohana Kalyani. Really
speaking, this is one of the oldest Ragas mentioned by different
authors with different names since the time of Bharata. This
is mentioned by the first Karnataka author Pundarika, who
formulated the Mela-Prastara of 90 Melas, during the second
quarter of the 16th century. He mentions a Raga named
Bhupali in the 29th Mela, which is repeated by Somanatha
accordingly and is continued even to-day in Hindusthani
Music, by the same name as an Audava Raga by dropping
Ma and Ni in both Arohana and Avarochana as is done in the
cage of the ourrent Mchana Raga in Karnataka, In this
way many Ragas may be found out that, although the Raga
is old, later on new names have been given to them by
different authors of different times without giving any reason
or roference to their history. There are many old Ragas
repeated in this way with new names in the modern lists. This
method should be condemned, and traditional and origina)
Ragas should be recognised with their proper names and the

11

i
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current practice also should follow the same rectified nomen-
clature and thus avoid decay and confusion in our music.
The Academy should take more care in such cases, to identify
the original name and form of the modern Ragas; otherwise
there will be no value and use of the vast ancient musical
literature and compositions now handed down to us up to this
time. If the public once knows that the Academy is unable
to take proper steps against such expected decay,—see the
new tunes coming into existence, gaining the appreciation of
the common mass and disappearing from their memory within
& short time—there will be thousands of persons coming forth
to claim Vidvanship in the absence of proper judgement,
and consequently all compositions of great composers together
with the Raga, Bhava and Tala will fall into oblivion and
in their place new compositions and fanociful names of new
Ragas founded on the mechanical method are sure to get
prominence, )

I give below a few instances of Ragas incorporated in
the Kambari list. Mangala Kaisiki is a Raga mentioned in
the San. Makaranda of Narada. It is not mentioned in the
San. Ratnakara of Sarngadeva. Ramamatya and Tulaja have
both put this under the 15th Mela which is followed by the
Kangi list. The Kambari list anyhow puts this under the
15th Mela and provides scope for utilising Pra. Madhyama.
The same list further provides the use of Cha. dha in Saurashtra,
Sadha. Ga and Kai. ni in Saveri, Pra. ma in Gauri and Vasan-

“ta, all these Ragas being Janyas of the 15th Mela. Is this on
the authority of Hindusthani Ragas? It approves the use of
Pam. sru. dha in Bhairavi Raga and not in Mukhari of the same
20th Mela, Su. madhyama ga in Saranga in the 65th Mela; it
does not mention the use of Su. ma in Yamuna Kalyani in
85th Mela against which the Academy adopts the Prayoga of
Su. ma. Hamera Kalyani is a still later adoption not found in
the Kambari list, while it is found in the modern vernacular
lists. Did Sri Tyagaraja and his contemporaries com-
pose their Kirtanas with such Lakshanas or did their followers
acoording to their versions give the names of Ragas and their
Lakshanas most liberally to the authors of the Kambari and
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Kangi lists without any distinction in their heart between
Carnatic and Hindusthani music? This is most important ques-
tion on the historical side, and in my opinion, the latter is
most probable. The Ragas which have been borrowed from
Hindusthani—it is not at all a guilt in my opinion—should be
clearly admitted and adhered to according to the long stand-
ing tradition, without being twisted at any one’s fancy, because
it is not any foreign system, being part of Indian culture.
But the modern vidvans think it a breach of their dignity
if anything is openly admitted as due to the influence of
Hindusthan music; so they propose some alteration to be
made—I am actually observing this fact—in the original,
although the science contradicts their views, and then to
accept it as the product of the Karnataka genius. A broad
minded real vidvan never attempts to do such kinds of
mutilation ; only some conservative Alpa Vidvan adopts this
method against the facts of the real situation.

I propose to give below a list of about 30 Ragas which
have their origin and long standing in Hindusthani musiec,
but have been recently incorporated in the stock of Karnataka
Ragas; they have attained great popularity among the public ;
the following are the names of these:—Huseni, Sahana,
Atana (Adana), Bilahari (Bilaval), Kanada, Khamaja, Kaphi,
Jhinjhuti, Darbar, Dvijavanti or Jujavanti, (Jaijayavanti),
Navaroj, Nayaki, Purvakalyani, Pharaj, Balahamsa, Begada,
Bihag, Manji, Yadukulakambhoji, Yamunakalyani, (Eeman),
Surati, Hammirkalyani, Bhairava, Gaudamalhar, Jangala,
Julav, Vrindavani, Desi Todi, Sama, Manjari, Dilipaka
(Dipaka), Kalagada, Kalingada, ete.

I give below another list of a few Ragas out of the
hundreds, which cannot be traced anywhere else except in the
modern lists like the Kangi written in vernacular script:—
Abbogi, Kiravani, Garudadhvani, Chakravaka, Janaranjini,
Santanamanjari, Malayamaruta, Saramati, Manjari, Devamrta-
varshini, Chittaranjani, Gummakambhoji ete., and so on,
mentioning all of which is simply waste of energy,
space and time. Now I want to state below my aim and
object of writing this vexing article on the subject of the
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Ragas and their features before and after the time of
Sri Tyagaraja. All points discussed throughout this paper
are most important for the preservation of our culture.
Even the scholars of foreign nations take much pains to
study our traditional music and to write volumes on
the different problems concerned with it; if we are
questioned on some topics mentioned in this paper what
material have we got to satisfy them with proper solution or
explanation ? So it is the duty of every music lover to be
conversant with all the topics concerned with it, ignoring
which will ‘be to do harm to our culture. I have
done my best in co-operating with the activities of the

Academy to promote its cause since 1927 to this day during ‘

which, some times I have been praised by a few, while I
have been ridiculed and even insulted many times by some
others. But I am not the least encouraged nor discouraged
by such superficial impressions, and I am carrying on my
duties as per the Holy Order of Sri Bhagavat Gita,

FHAHMFEET A1 FHT FIFT | 1 feel very happy and think

myself well rewarded if the Academy can make use
of my discussions at least partially for its future technical
activities,*

# Paper road at the 1917 Tyagaraja,Contenary Conference.

THE DIFFERENT SCHOOLS OF INDIAN MUSIC

BY

ALAIN DANIELOU

India’s racical and linguistic history presents a very
complex problem. For thousands of years different races
and civilisations have been confronting one another. Some-
times they borrowed so much from each other that they -
became quite undistinguishable., In other respects they
maintained their individuality in spite of constant pressure.
The same ocharacteristics apply to musical history. There
has undoubtedly been at the origin in India several systems
of music which were fundamentally different. But although
they kept some of their characteristics they could not but
influence one another deeply. When a system borrowed from
another some of its technical qualities these could usually be
assimilated but what is more embarassing is the mutual
borrowing of technical terms which are then used to represent
different things leading to a certain amount of theoritical
confusion.

The earlier texts and the theory of musia still available
present usually no very great problems of interpretation.
They are logical and refer to definite systems. Later works
however often try to explain away obvious contradictions
through all kinds of ambiguities. The main work of this
type being the Sangita Ratnakara and its commentaries
which are a mine of imformation and yet may prove
extremely misleading if one is not quite aware of the nature
of the systems which are being mixed up. The same apply
gtill more to later works which so often claimed that they
could demonstrate that there was no contradiction where in
fact there was a fundamental one. The result is that we see
for example the Suddha scales of Southern and Nothern
music look for their definition to the very same texts while in
fact they refer to different systems, systems which were
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known very long ago since the Greeks used both the scales
under the name of Chromatic and Diatonic and recognized
them as two basically different ways of scale building.

As regards the gramas the confusion came to be such
that the classification was abandoned altogether. Yet all
the clues have not been lost. The Gitalamkara, a work
attributed to Bharata—that is to say, one of the main Bharatas
or teachers of music—gives us a most valuable definition of the
gramas entirely different from that of all other works and
referring to a distinct musical system.

The Aryan civilisation in India gradually adopted the
ways and arts of the earlier Indians, and it is in this light
that we should approach whatever remains available of
the theory of music, whether from Sanskrit sources or
others and try to rebuild some elements of basic systems
which became confused later on. It is most unfortunate
that so little remains of the Sangam Tamil literature.
But already & work like the Silappadikaram gives us
priceless information on a most advanced system of Southern
music which although it bears some mark of outward
Northern influence still remains fundamentally different.

Even today if, through an impartial study, we could
make a sorb of estimate of what still exits both in the field of
theory and that of musical practice we would come to
something very near to a reconstruction of the Four Matas, or
different musical systems once known to the theory of Indian
music. On one side we should find the Aryan tradition as
_expounded by the Vedic Rishis, among them Yajnavalkya,
the first Narada, Adi Bharata, Matanga etc. From this school
issued many of the elements of Northern India. It would
seem logical to search inthe Saiva tradition represented
specially by Nandikesvara for the basis of the anoient
musical system of Andhra and Karnataka, keeping in mind
that Tamil music may well have originally represented
a distincet contribution. In Northern India Bengali music
although it does not claim a special theory shows unmistaka.
ble signe of a distinct origin and preserves even today
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patterns of songs which can never originate from what is
known as the classical music of Northern India. On the other
hand popular music as found in the Himalayas when it is not
of the Sino-Tibetan pentatonic form seems more akin to the
Southern than to the Northern system.

The often repeated assumption that Northern Music
evolved under Persian influence is obviously meaningless, for
one can vainly search in Persia and the whole of the middle
East for anything which could justify this possibility. This
legend originated from the fact that musicians to please the
Muslim rulers had to give new names to old things and many an
ancient raga or style of song was reborn with a high sounding
Arabic name. It is not outside India but in the ancient
matas of India itself that one should look for the differences
still existing in the music of the different parts of the
country. And far from being removed, these differences
should be studied and cultivated for the further enrichment
of the already so wonderfully developed art that is the Music
of India,
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THE RAGAS OF SARAMRTA

BY

Sancira KanaNipar T. V. Svesa Rao
{Continued from Volume XVII. p. 134)

Tulajaji next describes the raga ‘‘ Nadaramakriya '’ as
born of Malavagaula, evening raga, sampurna with shadja
for graha, amsa and nyasa. The murchanas are regular in
order. For example they are as follows:—ri sa ssa ni dha
ni dha ni sa ri, ni sa ri ma ga ma dha dha pa pa ma ga, dha
dha nissa, sa ni dha ni dha dha pa pa ma ga ririsa ni, dha
ni dha dha pa ma ga, ga ma pa dha ni sa ri ga—in udgraba-
prayoga. The thaya prayoga is then given: dha dha nisa
8a, ni 8a ssa, ri ri ri sa, ni sa riri sa ni dha. The prayogas
in suladi are: dha ni dha ni sa ni dha pa ma ga ma dha pa
ma dhs ma pa ma ga. In Gita the prayogas are: sa ri ga
ma pa dha ni sa ni dha, ga ri sa ni dbha, ni ni dha ma ga ma
ga ri aa.

Svaramela Kalanidhi and Ragavibodha give a different
version of this raga. They treat it as mela with correspond.
ing raga. They change its gandhara to sadharana with the
result that it becomes the 9th mela of Venkatamakhi, Dhenuka
(Bhinna shadja). Sangita Sudha is perfectly justified in
eriticising Ramamatya as having entirely ignored practice
and changed the oharacter of the gandhara, which he is
definite, cannot be other than antara. Venkatamakbi also puts
it under Malavagaula. All these lakshanakaras consider the
raga as sampurna. It is true the raga takes all the seven
notes. It is for this reason perhaps that occasionally tara
shadja and rishabha and sometimes even gandhara are

_touched in the prayogas above quoted. But actual- practice

has for at least five centuries been limited to nishada. At
present it is called a nishadantya raga. The phrase ma ga ri
ma ma has become most characteristic. Sangita Sampradsya
Pradarsini gives a kirtans of Purandaradas ' Ninna nems "
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in notation. The sancaras there do not proceed beyond
nishads. It is common in nishadantya ragas for phrases to
stop short of nishada. In the song of Purandaradas above
referred to the prayogas which include nishada are but two in
number. The same peculiarity may also be observed in the
well-known pada of Kshetragna ‘“ Payyeda’. When a
nishadantya raga takes the Kakali svara there is the danger
of that svara slipping down to Kaisiki. It is this circum-
stance that renders the nishada prayogas rare in the raga.
This is a highly emotional rakti raga which must be rendered
only in slow tempo. It is very apt for soka rasa. The spirit
of the modern times, however, is making inroads into the raga
both in tonal range and in tempo. “ Intaparaka ” of Anayya
is a notorious example. It is no longer in slow tempo, and
tarasthayi sancaras are loaded on it. As sung by most
artists today its raga is Malavagaula. The pada of Kshetragna
_ ::i:,h?l:we;;x;rii;nained unaffeoted. ¢ Sivaloka > of Gopala-
' popularised by Krishna Bhagavatar a
gen_eratxon ago does not now seem to be much in evidence
‘I‘t is not clear when the name of .
Nadanamakriya”. Presumably it must be after the age
of Kshetragna. There wers many ragas which had “R
kriya " i ; A
yﬁa, as substantial part of their name with or without
proefixes, such as, Suddha Ramakriya, Sindhu Ramakriya,

‘Ramakriya. The chan \ '
. . ge of na . X
interest of clarity. me was evidently in the

his raga was changed to

Sanfaahtra is next considered,
gaula with shadja for graha, amsg
rendered at all times. The 8vara

avarcha are both regular ang irregular; for example : s
’ . sa

83 82 11 sa ni dha pa, p, dha pa dha ni dhg pa

Pa ma ga ri ga ma ppa pa

» 88 ma dha mg d i

& ma . X . Pa dha ni dha

p gs.ﬁha. ni sa, dha nj sg T, sari ga ma mm » ba
aa.sss.mndha,sa.niiiisass 8 Earisa,

. & in ayitta prayoga; d
ga I 5a, ga ma pa ma, pa dha dhg Pa, pa fnaypfac'i’bahrz?s:?a
R in

®, 88 ni. i '
pa, dhe pa ma ga riig thaya Prayogea; sa ni dhg nj se

It is a janya of Mslava-
and nyasa and may he
Passages in aroha angd
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ri ga ma pa dha ni, dha pa pa ma ga ri, ga ma pa in gita
prayoga. Gitantara prayoga is given as follows: dha ni sa ri
sa ri, ga ma pa dha dha sa sa sa sa sa sa ssa sa sa ni dha pa
me pa ga ri ga.

Authors unacquianted with the southern system of music
do not deseribe this raga. Ramamatya calls it an inferiorraga
perhaps for the reason that it is very much a chaya raga.
He would treat it as evening raga where as Venkatamakhi
whom Tulajaji follows would consider it fit for all hours of the
day. All the books dealing with lakshana refer to this raga
as janya of Malavagaula. This would lead us to suppose that
it takes snddha dhaivata. In practice, however, the raga at
least for the past five hundred years, has been taking ehatus-
sruti dhaivata. In a system of music based on 72 melas

‘there is no excuse for not classifying the raga under Surya-

kanta or the 17th mela, But the spirit of conservatism in
these matters is so strong that even at present it is not
unusual to find it placed under the same old 15th mela.
The same is the case with Vasanta. It must be pointed out
however that the older classification had less regard for the
character of the notes than for the affinities of form and
complexion. In the older compasitions occasional use of
suddha dhaivata in phrases like pa dhe pa is still to be found.
In some sancaras alpa kaisiki nishada occurs. Too frequent
a use of kaisiki nishada mars the beauty of the raga. That
this raga was popular before the middle of the nineteenth
century is clear from the large number of compositions of
Tyagaraja and others. Then when the mela raga Chakravaka
was popularised by the musicians in later part of that
century, Saurashtra became somewhat scarce. After the
beginning of this century Saurashtra again came into promi-
nence as it is a raga of greater charm than Chakravaka and
has also a longer tradition behind it. When Chakravaka was
popular Saurashtra was rendered in its imitation. Now when
Saurashtra bas regained its popularity, songs in Chakravaka
are rendered with a touch of Saurashtra. For example hear
«* Etula brotuvo’ of Tyagaraja. The revival of Saurashtra
is due not a little to the work of Academic bodies whose
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endeavours to preserve rakti ragas by defining their lakshanas
have served to maintain their distinct individuality. It is
strange Somanatha does not refer to this raga. Rama-
matya puts it under Malavagaula. Pundarika Vitthala and
Lochanakavi do no appear to take notice of it. Evidently it
was not so eommon in Nothern and Central India as it was
in the West from where it came to the South through
Karnataka. In the lakshana sloka of Venkatamakhi cited in
the Sampradaya Pradarsini it is-stated that the tivra dhaivata
is also used in some places in this raga. Subbarama Dikshita
takes this to imply the use of kaisiki nishada also. This
statement is totally at variance with the lakshana sloka in
Chaturdandi Prakashika. There are two kirtanas of Dikshita in
this raga commonly sung: “Surya murte”’ the first of the Vara
kirtanas and ‘‘ Vara Lakshmim . There are many songs of
Tyagaraja in this raga of which ‘‘Sri Ganapati’ is best
known. The varnamettu of this raga which had been
standardised of old was adopted by most composers later.
Both Sri Ganapati and Varalakshmim were cast in such a
mould and finally refined with individual touch of genius.
In respect of most of the popular ragas there used to be such
standard varnamettus. Sankarabharana, Saveri, Dhanyasi
and other ragas had a handy Dhatu ready for composers.
Tyagaraja also composed many Divya namas in it. His
piece “Vinayamunanu” in it gives the whole of the Ramayana
in brief. His ‘“ Ninamarupamulaku” has become famous as
the mangalam or closing song of a concert. It is a tragedy,
bhowever, that political considerations have tended to forbid
the song even for so formal a conelusion

Mechabauli is the next raga described by Tulajendra. It
is a janya of Malavagaula mela. It is sampurna with
shadja for graha. It can be sung always and is auspicious.
Its svaragati in aroha and avaroha in udragha, is as follows:
ri 8a dha 1i sa dba sa ri ga, ri ga dha dha pa pa ma ma ga, ma
pa dba sa ni dha pa ma, pa dha ni dha pa ma ga ri sa ri sa ni.
The dhaivata sthayini in thaya is: dha ri se dha ri ri ga
ri ri ri sa dha. The thaya prayagais: ri ri ga ga pa ms ms
ga ga pa dha sa ni dha pa ma pa dba ni dha sa, ga ri ¥ 6s.
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The gita prayoga is: ririga ga pa ma ga dha pa dha sa.
The prabandha prayogeis: riri ga ga pa ma ma ga dha pa dha
pa pa ma ga dha pa dha pa dha sa, sa ni dha pa pa ma ga ri
sa ri sa ni dha pa, pa ma ga ma ri ga ri sa. Though it is
not so, in terms, madhyama and nishada are varja in
arohana. The prayogas cited are clear on the point.
Venkatamakhi enumerates but doee not describe Mechabauli.
Sangita Sudha speaks of this raga in the same terms as
Saramrta. Ramamatya mentions it as a Janya of Malava.
gaula. Somanatha refers only to Bauli. Pundarika Vitthala
in his two principal works dealing with ragas, Sadarga
Chandrodaya and Ragamanjari mentions only Bauli.
Lochanakavi in his Raga Tarangini gives the name of only
Bauli as the Janya of Gauri. If practice be considered along
with the views of some of these writers it is evident that Bauli
had displaced Mechabauli long ago. The latter existed in
certain books and that the former existed in practice. It
seems as if it was the ancient practice to slur over madhyama
in Mechabauli. This in effect would have had the result of

_ suppressing Mechabauli for lack of individuality and leaving

the field entirely for Bauli. Except the usual gitas of
Venkatamakih, no composition in this raga seems to exist of
of any well-known composer.

Magadhi is a raga stated by Tulajendra to be a janya
of Malavagaule mela; and a Bhasa of Panchama. It is
sampurna, to be sung always. He cites a daru ‘ Dharani.
mudugulu” as an instance of the raga and gives the alapa
prayogs as : sa ri 8a ri ga ma dha pa dha sa ni dba ni dha sa ni
dha pa dha ni dha pa ma ga ma gari sa ri sa sa. No writer makes
mention of this raga. There is no composition in it extant.
It does not ocour even among the names of ragas of the
grama and other old clagsifications. In the classical treatises
the name Magadbi occurs only in respect of the first of the
four kinds of Gitas. It is not improbable that Tulajendra was
misled into imagining it as a raga. Or was he mistaking it for
Mangali, one of the group of ten Bhasha ragas derived from
panchama, in which group are also found such names as

- Gurjari,” ¢ Saindhavi”’ and Andhri” ! His description of

!
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it as a Basha of panchama tends to confirm this suspicion. It
" is needless to say that the old Mangali can hardly be recog-
nised as such in any of the modern ragas. In its unmodified
state it has oeased to exist, though a desi version may be
traced.

Gaurimanohari is another Janya of Malavagaula mela,
It is sumpurna, sung in the evening and it is auspicious. A
daru ‘‘ Sarasijabhava ’ is simply mentioned as containing the
prayogas of this raga. Evidently he could not get anybody
to render this daru and record the svara sancaras. This
raga should not be confused with the 23rd mela of Venkata-
makhi, of which ““ Guruleka ” of Tyagaraja is a fine example.
No lakshanakara including Venkatamakhi makes any
mention of this raga. It is carious how Tulajendra who
mostly relied on Chaturdandi Prakasika for his work, could
have got the name of this raga which is not noticed by any
writer of note. Instances liko these are proof of the fact that
the material gathered by Tulajendra had not been properly
marshalled and that a careful revision would have eliminated

many of the mistakes. An examination of other parts of the .

work also reveals its fragmentary and unfinished charaocter.
The tradition of Purandaradas in the South and of Gopala
Naik in the North of which Venkatamakhi was a follower,
which tradition Tulajendra purports to follow, is unmistakable
as to what may be considered real ragas. It lays down that
only those ragas which have thaya, prabandha, gita and
alapa are worthy of recognition. It is therefore surprising
how this raga as well as some others which had none of these
came to be discussed by Tulajendra. The name of the raga
by itself is not without interest. Is it any indication that the
names of melas now current and different from those
attributed to Venkatamakhi, were in vogue in the days of
Tulajendra ? It is improbable the name was an invention of
his. It is not an impossible conclusion that Gourimanohari
was the name of another raga, and that Tulajendra put
it under Mayamalavagaula misled by the prefix Gauri.

. Maruva is the next raga. described in Saramréa, It is a
janya of Malavagaula, sampurna, with shadjs for graha. It
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may be sung in the evening. The alapa prayogas are:
sa ni dha pa ma pa ga ri 8a, ga ma dha pa ma pa ni sa ga ri
ri ea ni, dha pa ni sa, ga ma pa ga ri sa, ga ri sa ni sa sa.
The Gita prayogas are: dha dha pa ma pasasa sa ga ga ma,
ri ri ga ri ri, sa nisa sa, dha sa sa ga ri ri sa ni dha dha pa
ma, pa sa ni dha pa, dha ma pa ga ma ga ri sa, sa sari ga
ma, pa dha ni dha pa, sa ni sa ni dha pa, dha dha ma pa dha
sa ni dha dha pa ma pa pa ga, ririsa ni dba dha pa. The
southern writers do not notice this raga. Pundarika Vitthala
mentions it as Marava in Sadraga Chandrodaya and as Maru
in Ragamanjari. Both these are given as Janyas of Malava-
gauda. Sangita Sara Sangraha gives the aroha as: sa ga ma
pa dha ni dha pa sa and avaroha as: sa ni dha pa ma dha
ma pa ma ga ri sa. The Sampradaya Pradarsini gives the
aroha as: sa ga ma dha nisa and avaroha as: sa ni dha pa
ga ma ga ri sa ri ga ri sa. These arohas and avarohas
are not in substance different from the prayogas given by
Tulajendra. It seems that this was a Northern raga which had
attained some currency about the period of Tulajendra and
then disappeared again. Subbarama Dikshita gives in notation
one song, ‘‘ Emamma” of an unknown composer which has
pallavi, anupallavi and muktayi svara. Another composition
in the same raga by Muthuswamy Dikshita * Maruvakadi
malini ” is also given. Curiously enough this kirfana too has
only pallavi, anupallavi, and muktayi svara. Both the
pieces are in Adi tala. '

Gaulipantu is next described. It is born of Malavagaula
mela. It is sumpurna with shadja for graha and amsa. It
is an evening raga. Tulajendra mentions this as a Bhasha
derived from. Botta. Sangita Sudha gives Mangali as the
Bhasha of Botta. It is not known how he indentified this raga
with the Bhasha of Botta, In the aroha the notes ga and dha
are langhana. The avarohana is plain and straight. The
Gita prayoga is: ri ma panisa, ri ri sa ni dha pa ma gari
sa, Fi ga riri sa ni dha pa ni sa, ri ma pa ni sa ri sa ni sa sa ;
sa ni dha pa ma ga ri. The Suladi prayoga is: ri ma pa
dha psa ma ga ri ma pa dha pa sa ni dha pa ma ga ri sa. The
other lakshanakaras do not mention this raga. Sangita Sara
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Sangraha and Sampradaya Pradarsini agree with the lakshana
given by Tulajendra. In modern practice vakra panchama
in certain sancaras in avaroha is not uncommon., This raga
appears to have become popular about the time of Purandara~
das who has left us numerous kirtanas and suladis in it.
Kshetragna composed many padams in it, of which “Kuvala-
yakshiro’ and “ Eriti”’ are well-kown. Ramadas too has
composed songs in it. Tyagaraja’s *“ Teratiyyagarada ” has
come to be widely known. There are many other pieces of
his. Muthuswamy Dikshita is said to have composed a kirtana
in it named " Krishnananda”. The practice of introducing
prati madhyama in it does not appear to have the sanction of
lakshana or the authority of approved tradition.

Tulajendra then describes Saveri raga. It is born of Malava.-
gaula mela. It issampurna, sungin the morning. It has shadja
for graha, amsa and nyasa. In the aroha of this raga gandhara
and nishada are varja. The avaroha is straight. In this raga
Tulajendra is careful enough to note the absence of ri and ni
in aroha. This shows the practice even as it prevails to-day
was quite settled in his time. The svaragati in alapa is
given as: dha sa ri ma ga ri, ma pa dha ni dha pa ma, pa
dhba sa ni dha sa, ni dha pa ma, ri sa ri ga ri, sa ni dha sa sa.
Chaturdandi Prakasika gives the same lakshana but places it
with Andhali as a raga which has panchama for graha, amsa
and nyasa. Sangita Sudha gives it as one of the fifty ragas
in the work of Vidyaranya. It states that ga and ni are
absent, not. in the aroha only, but in the entire raga and
treats it, therefore, as an ouduva. That this lakshana of
the rags as an ouduva could not have agreed with the
lakshya contemporary to its author is evident from the
numerous compositions of Purandaradas and Kshetragna that
have come down to us. Venkatamakhi’s opinion that ga and
ni are to be omitted in aroha reflects the lakshana truly.
Saveri is more a southern raga though there is now a northern
version corresponding to it called Jogia. Somanatha does not
notice this raga. Even Ramamatya 8ays nothing ahout is.
Pundarika Vitthala and Lochanakavi speak of Asaveri as a
janya of Malavagauda. It is very probable that Saveri
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developed from an ouduva raga to a sampurna or rather
ouduva sampurna as did Dhanyasi. Tt looks as if the term
Suddha Saveri just like Suddha Dhanyasi came to be applied
to the raga as it stood before it changed. It is true Suddha
Saveri now takes the sharp variety of rishaba and dhaivata,
but this is a later change which must have occurred even
before Tyagaraja. Comparing Tyagaraja and Muthuswamy
Dikshita as composers, one clear point of difference between
them centres in their view of ragalakshana. Tyagaraja
took note of the approvable changes that were taking
place and also foresaw the directions in which changes
were bound to occur and gave shape to them, while
Dikshita not only did not notice the changes but sought
to revive arsha prayogas and translated them into his
pieces. The former is what we may call a radical in music
and the latter a conservative. It may be mentioned here that
their contemporary Syama Sastri occupied an intermediate
position. If he did not look forward like Tyagaraja, he did nos
also look behind like Dikshita. He was content to interpret
the best musical ideas of his times and with one or two rare
exceptions, neither invented new melodies, nor revived
archaic ones. The raga Saveri has been extensively used by
all the great composers. There are certain standard
varnamettus in this raga. The most familiar of them dates
from the time of Purandaradas as in his ‘' Barayya Venkata-
ramana'’. ‘‘ Paraskti” and *Daridapu” of Tyagaraja and
“Durusuga’ of Syama Sastri are modifications of the prototype.
Tyagaraja’s ‘“ Rama bana’ is an epic in itself. His ‘* Tulasj
jagaj janani” is very charming. Dikshita’s ““ Sri Rajagopala
is a well wrought composition which is being eclipsed by
“ Karikalabha.” Patnam Subramanya Iyer’s ‘ Etunammina”
is very popular.

Purvi is next considered by Tulajendra. It is a janya
of Malavagaula mela, sampurna with shadja for graha and
amea. Venkatamakhi speaks only of Purvagaula which is
stated to be a sampurna raga. Tulajendra gives the svara-
gati in alapana as follows: sa ga ri ga ma pa dha ni dha
dhka pa sa, sa ni dha pa ma ga pa ma ga ga risa. No gita or
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thaya or prabhanda is quoted. Sangita Sudha does not
mention this raga. Pandit Somanatha refers to this raga as
a janya of Malavagauda. It is not noticed by Ramamatya.
Pundarika Vitthala describes Purvi as a janya of Malavagauda.
Lochanakavi memtions *‘ Purva ” as one of his scales which,
however, is altogether different from ““ Parvi” we are dis-
oussing. Sangita Sara Sangraha gives its aroha and avaroha
_ as straight and complete. This is evidently a Northern raga
not much in vogue in South India. Purandaradas composed
many kirtanas in this raga and was primarily responsible for
its introduction in the South. Muthuswami Dikshita’s
“ Guruguhasya ”’ is in this ragas. Prayogas like: sa ga ma,
ga ma dbha ma ga seem to bring out the chaya of this
raga well.

The next raga discussed by Tulajaji is. Vibhasu. It is
born of Malavagaula mela. It is shadava, madhyama being
absent from it. It has shadja for amsa and graha. Tt is to
be sung in the morning. Its svaragati from alapa is as
follows: sa ri ri ga ri sa dha, sa ri ga pa dba ni ni pa ni ni
dha pa gari pandha pa dha pa ga pa ga riri sa. Other
writers except Lochanakavi do not mention this raga. Téis
distinctly a Northern raga. Subbarama Dikshita in describing
‘Ramakali as a janya of Malavagaula with sa ri ga pa dha sa
for aroha and sa ni dha pa ma ga ri sa for avaroha and
mentioning that in practice the madhyama, howover, is
actually pratimadhyama, states that the northerners call the
raga ‘“Pibas”. At any rate this “ Pibas” is not what
Tvulajaji means by Vibhasu. Moreover Lochanakavi gives
Vibhasu and Ramakali as janyas of Gauri.

(aula is ‘that next raga described. It is indeed born of
Malavagaula mela (if the older could be deemed the off-
spri.ng of the younger). It is a shadava, dhaivats being
varjs- Nishada is its graha. In this raga gandhara comes
only In madhyamanta arohokrama, that is when the phrase in
the aroha goes only as far as madhyama. It does not occur
in the .arohakra.ma sancara which goes to shadja. Eveu in
the strict avarohakrama from nishada and shadja, gandhara

does not oceur. The inference is gandhara comes in only in
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vakra prayogas. The shadava tanas include gandhara hina
ouduva tanas. It will be seen that these remarks will be
found to be in agreement with the practice prevailing at
present. The tana prayogas are: ri ma pa nisariga mari
ri sa sa ni pa, ma pa ri sa, ni sa ni pa ma ri; sa sa ri ri ga ga
ma ma ri ri sa; riri sa nisa sa; ri sa ri pa ma ma, ri ga ma ri
sa ni sa sa; ri sa ri sa nisari ga ma. These are the various
prayogas in alapa. The suladi prayoga is: ri ma pa ni sa ri
sa sa ni pa, sa sa ni pa ma ri ga ma. The prabandha prayoga
is: ni ni ni dha ma ma ma ga sa ma ma ma ni dha, ma ga ma
ni ni dha ma ninisa ni dha ni. It will be seen that in the
prabandha prayoga dhaivata is present and panchama is
absent. There is little doubt that if the prabandha is in
Gaula at all it represents a very archaic phrase of it which
ceased to be current long before Purandaradas. Probably
Tulajendra was citing here a prabandha in a different raga
for it is difficult to believe that Gaula which has been
carefully cherished in the vainika sampradaya would have
changed in material aspect. Venkatamakhi calls this a
ragangs quite consistently for he gives to it the statusof a
mela raga. He states that ri and ga are vadi-samvadi. By
no stretch of imagination can the two notes be in vadi-
samvadi relationship. Sangita Sudha mentions nishada as
vadi and gandhara as samvadi. This is appropriate. The
graha and amsa acocording to it, as indeed according to all, is
nishada. Further Sudha refers to rishabha as amsa owing to
its frequent use. This description is quite modern considering
the time when the book was written which was more than
three centuries ago. The author gives Gurjari for the mela
name only for the reason of Gsaula being shadava, while the
objection to Malavagaula was that it was not so well-known
as Qurjari. If a conclusion could be drawn from this, the
Gaula raga was at least as famous as, if not more than
Gurjari. Most writers describe this raga under slightly
different names such as Gaura, Gaudi, Gauli etc. That
CGaula was a well-.known ancient raga prevelent in all parts of
India is certain. Further it has in the main retained its
individuality notwithstanding slight local variations in the

13
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practical renderings. It is ghana raga well suited for
madhyamakala renderings, the delight of vainikas. There
- are many kirtanas and suladis of Purandaradas. Tyagaraja’s
“ Dudukugala ” one of the pancharatna pieces gives a
masterly presentation of the beauties of the raga. Dikshita's
songs ‘‘ Sri Maha Ganapati” and ‘‘ Tyagaraja ” have become
popular. This raga is the second of the series of five ragas
known as Ghanapanchaka which with or without further
additions formed a permanent feature in the vainika
sampradaya. Those who are steeped in eclassic traditions
still maintain this feature in their concerts.

Kannadabangala is then described by Tulajaji. It is
derived from Malavagaula mela. It is a bhashanga. Nishada
is varja. Gandhara is its graha. It is sung in the morning.
In the aroha gandhara is langhana. It comes only in vakra
prayogas. The tara sthana shadja prayoga is: ga ma ga ri
ri sa dha sa ri ma ga ma ga ri, ga ma pa pa dha dha pa ma
dha dha pa ma dha dhasa, dha pa ma gari, ri sa dha sa
sa; ga ma ga ririsari ma ma. The thaya prayogais: sa
dha sari ma pa dha pa pa pa ma ga ina, ga ma gari sari dha,
dha pa ma, ga ma ga ri, ri sa dha sa sa. The gita prayoga is:
ma pa pa dha dha, pa ma pa dha sa, dha sa sa dha pa, pa pa
ma ga ma, ga ma ga risa dha, pa ma ga ma garisa. You will
find here that the phrase ga ma ga is frequently employed,
Venkatamakhi’s description is the same except that he says it
may be sung always and it is auspicious. He calls it, however,
Karnata Bangala. Sangita Sudha and Venkatamakhi have
no difference in this respect. Pundarika describes this raga
in his works calling it Karnata Bangala. Ramamatya also
describes this raga as Kannada Bangala. Raga Vibodha gives
only Bangala as a janya of Malavagauda. It is to be gathered
from this that this raga was at one time well-known and
extensively sung both in the North and South and that its
popularity waned at any rate in the South owing to the increa-
sing use of Malahari and Saveri by musicians. It may be
taken to be a'rule of wide application that when any two
ragas resemble each other and one of them has vakra prayoga,
ghq other has not, the latter displaces the former. Sangita
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Sara Sangraha gives the aroha as: sa ri ma ga ma dha pa dha
sa and avaroha as: sa dha pa ma garisa The Sampradaya
Pradarsini gives them as: sa ri ma pa dha sa and sa dha pa
ma garisa. A composition of Dikshita is also given. No
composition of Tyagaraja appears to be current.

Tulajendra then describes the Bahuli rags. It is born
of Malavagaula mela. It is an upanga. Ma is . varja and
therefore it is shadava. But what is extraordinary is the
statement that ma is its graha and that it is an evening raga.
Nishada in aroha as in dha nisa is occasional. In modern
practice nishada is altogether omitted in aroha. In the
avaroha nishada is regularly present. The tana prayoga
is: sa ri ga pa dha ni ni sa, ni dha pa dha, riri sa dha nisa
ri, sa sa dha pa ga gari; in thaya the prayoga is: ririsa
ni dha pa dha; ga ri sa ni dha dha pa ga, dha dha ni dha dha
pa ga, dha pa ga gari; sa ni sa sa. Gita prayoga is: (ma)
pa ga pa (ma perhapsis a misprint for dha) dha sa dha sa
ri ri ga sa pa gari sa ni dha pa ga. The tanikarana prayoga
is given as: ni dha pa ga pa ga ri ga,sari, ga pa dhasari
ga pa ga ri sa. The prabandha prayoga is noted as: ri ga ri
sani dha pa ga pa ga ri sa ri ga. Venkatamakhi’s description
is exaetly what Tulajendra gives. Sangita Sudha discusses
the appropriateness of making madhyama the absent note as
grahasvara and says that in practice only the shadja is
grahasvara. The mention of madhyama as the grahasvara
is perhaps a survival of the period when the scale of the raga
started from madhyama as fundamental. This raga is des-
cribed by most writers with the name Bahuli under the
Malavagauda scale. It has now become the most popular
of the udaya ragas. It is curious how it was once regarded
as an evening raga. The presence of the Komala rishaba and
gandhara with the absence of the madhyama imparts the
character of the morning raga. Revagupti, Bhupala, Malaya-
maruta are alike in this respect. Bilahari and that Desakshi
having affinity to it, assume a similar complexion notwith-
standing their rishaba is not of the Komala variety and
perhaps for this reason come a little later in the morning.
On the principle of inductive reasoning Bahuli should be &
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morning raga and practice as it now prevails is in conformity
with sound reason. The gandhara and nishada of this raga
are slightly flattened, without however their being made
to lose the Antara and Kakali character respectively.
Tyagaraja’s ‘‘Melukovayya” and Doraiswamy Iyer’s
¢ Arunodayamaye ” are fine examples in this raga.

Padi is the next raga considered by Tulajendra. It is
from the mela Malavagaula. It is shadava as gandhara is
absent. It has shadja for graha. It is sung in the evening.
Dhaivata occurs in aroha in vakra gati and it is omitted in
avaroha. The udgraha prayoga is, ni sa ri pa ma ri ma ri ma
pa dha pa pa sa, sa ni pa,dha pa pamari, risanisaririsanipa
dha pa pa is a prayoga occuring in thaya as well as: ri ma
pa dha dha dha pa, sa sa sa ni pa, dha pa ma pa, pa dha pa
ma ri sa ni pa. The prabandha prayoga is: ri ma pa dha pa,
ma pa pama ri, ri sa ni sa, ri sa nipa dha dha pa ma ri sa sa sa.
From this it will be seen that dhaivata occurs only in prayogas
like ma pa dha pa. Evidently the aroha will be sa ri ma
pa dha pa ni sa and avaroha sa ni pa ma ri sa. It looks as if
even in avaroha the vakra dhaivata may occur when it will
have to be considered as if the dhaivata occurs in aroha in the
particular phrase. Dikshita beginning the song ‘‘Sri
Guru” with the svaras dha pa ma ri does not seem stricktly to
accord with the common lakshana as mentioned by Tulajendra.
This is some what surprising as Dikshita is usually conser-
vative in these matters. Venkatamakhi is not more elaborate
" than Tulaji in this respect. Sangita Sudha criticises the views
of those who would place Padi under Ramakriya which takes
the sharp madhyama and asserts that the madhyama of Padi is
only chatusruti and not the shatsruti variety of Varali and
therefore Padi is to be treated as a janya of Gurjari. It is
worthy of note that in this connection the author of Sudha
speaks of the quhyama of Varali as shatsruti which is only
two srutis from suddha madhyama. It is common for these
writers to speak of Varali madhyama as tisruti panchama.
Therefore the value of Varali madhyama ought strictly to be
geven srutis. I have elsewhere interpreted tisruti panchama
when speaking of madhyama grama as the third sruti from
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suddha madhyama which is only a comma sharper than the
dvisruti proper which for all practical purposes may be regarded
as a semitone. In the light of this interpretation it may not be
wrong to regard Varali madhyama as shatsrubi as the next sruti
or the seventh is a minute interval the addition of which does
not destroy the semitonal character of it. Somanatha as well
as Pundarika Vitthala makes theraga Phadi a janya of Malava-
gauda. Lochanakavi speaks of Phadi Gauri in his Raga
Tarangini. The raga appears to be popular in Kerala where
it is commonly heard in the Kathakalis, But their version
of it does not exactly agree with the lakshana as given in
Saramrta.

Malahari is next considered by Tulajaji. It is a janya of
Malavagaula mela. It is ashadava, nishada being absent from

~it. Dhaivata is graha svara. It is sung in the morning. In the

aroha gandhara is varja. The avaroha is regular. The tara
shadja tana prayoga is: dha dha dha pa ma pa dba sa dha pa,
ma pa dha dha pa ma ga ri sa, dha pa, ma pa dha dha pa,
ma ga risa, risa dhasa; ri sa dha sasa, dhasasa. The
thaya prayoga is: ma ri ri sa dha pa, pa dha dha pa ga ri
sa, ri sa dha sa sa, sa dha dha sa, dha dha sa, risa dha pa
pa dha dha pa ma ga ri, ma ma pa pa dba dha sa sa ri, ri ma
ga ri, sa ri sa dha, ri ri sa dha sa sa. The suladi of Purandara-
das has the prayoga: sa dha sa, sa dha dha dha dha pa ma
pa, dha sa sa dha dha dha pa ma ga ri ma ma gari. The
gita prayoga is: dhba ri ri sa dha pa dha pa ma ga ri sa.
This raga is unchanged. The students of music learn this
raga first through the gita of Purandaradas. Dhaivata is the
most important svara in this raga. The prayogas dha dha
sa, dha sa sa, dha ri sa, are frequent. Venkatamakhi’s
definition of the raga is what Tulajaji adopts. Sudha too is
to the same effect. Muthuswamy Dikshita has composed a
song in it. At present the raga is not rendered in alapana,
nor are compositions current in it. It is only heard in the
gitas of Purandaradas. It is possible that Saveri which is near
allied to it has eclipsed it.

The raga Lalita is next described by Tulajaji. It is
from the Malavagaula mela. The panchama being varja, it is a
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shadava raga. [Itis a bhasha of Takka. It is sung early in
the morning. It has shadja for graba. The svaras in aroha
and avaroha proceed regularly. The udgraha prayoga is:
ni sa ri ga ma ri, ri sa ni sa ri sa sa ni dha, ma dha ni sa ri,
ri ma ma dha, ma dha ni sa, ni dha ni dha ma ma ga ri ri sa,
ni sa ri sa ni dha, ni dha ni sa. Sthayi prayoga is; ga ma ga
ri sa ni. The thaya prayoga is: dha ni sa ri ma ga, ri ga ma
dha ni sa ni dha ma ga, ga ma dha ma ga risa. The gita

" prayoga is: ni dha ni dhe ma ma ga ri sa. Chaturdandi

Prakasika and Sangita Sudha do not differ from the description
given above. The Sampradaya Pradarsini gives a gita of
Venkatamakhi in this raga which he is alleged to have sung
on his pilgrimage to Setu and by means whereof he is supposed
to have put to flight the thieves who came to rob him. The
gita begins ‘“ Are Nibida Kantaka ”. The composition of
Muthuswami Dikshita ‘‘ Hiranmayim » has laterly been
brought into vogue. There are two compositions of Tyagaraja
“ Sitamma ” and * Etla dorikithivo ”” both of which are found
printed under the names of ragas Lalita or Vasanta. It looks
both ragas got confused with little to differentiate their
identity except for sa ri ga in Lalita and sa ga in Vasanta.
As for the dhaivata the classification of the ragas under
Malavagaula is no clue. The character of the dhaivata has
to be gathecred only in lakshya. Subbarama Dikshitar is of
opinion that the dhaivata in Vasanta is the mis-called
* Panchasruti” that is the sharp variety only. Very
occasionally the flat dhaivata occurs as in the prayoga
“ ma dha ma’’. In his view the dhaivata in Lalita is wholly
flat. It is clear from the opinion of Subbarama Dikshita
that it is not the classification that makes the dhaivata flat
in the two ragas. If dhaivata is sharp in Vasanta by reason
of tradition, it is necessary to enquire what character it
imparts to the dhaivata in Lalita. The songs of Tyagaraja
whether sung as in Vasanta or Lalita have been using only
sharp dhaivata. The kirtana of Syama Sastri “Nanu brovunu’’
in Lalita has always been rendercd with the sharp dhaivata.
Though 1 have mentioned the dhaivata as -sharp, it is
necessary to.understand its precise piteh. It is clearly higher
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than the Malavagaula dhaivata and lesser than even Kambhoji
dhaivata. It is the failure to understand this secret that has
resulted in what looks like anarchy in the dhaivata prayoga
of the two ragas Lalita and Vasanta. There are some who
would assign flat dhaivata to Lalita and sharp to Vasanta;
there are others who would do just the reverse. "There are
still others who would make dhaivata sharp in both. The
real truth is musicians now sing only the Vasanta raga and
songs are rendered in the same raga. Compositions in Lalita
are practically assimilated to Vasanta. except for the slight
difference noted above in the vakra prayoga of gandhara.
Whatever might have been its career in the ancient past,
Lalita with the use of the Malavagaula dhaivata appears to
exist only in the recently revived kirtana of Dikshita and
pieces modelled now on it, bearing traces of antique lakshana
rather than living tradition.

Purnapanchama is one of the janyas of Malavagaula
mela. It is a shadava as nishada is absent from it. Shadja
is graha, amsa and nyasa. The svaras of the sancaras
proceed regularly. The sancaras are: sa ri sari ga, ma pa
dha sa sa, dha dha dbha pa ma pa, ma ga ri sa sa. The other
writers do not mention this raga. It is not now in vogue.
Tulajaji does not even quote compositions in this raga.

Suddha Saveri is next described. It is a janya of
Malavagaula mela. It is an ouduva raga as gandhara and
nishada are absent from it. It has shadja for graha and
is sung in the morning. The svara gati of the raga is

‘unobstructed. The udgraha prayoga is: ma ri ri sa dha

sa dha sa, dha dha sa sa riri ma ma, ri ma pa dha dha pa,
pa ma pa dha sa. The panchama sthayini in thaya is: riri
sa dha dha sa dha pa ri sa dha, dha sa dha pa. The thaya
prayoga is: dha sari ma pa dha dha sa dha dha pa ma, pa
pa ma ri, ma ri ri sadba, dha dha pa, ma pa dha sa, dha dha
pa ma, pa pa ma ri ma ri ri sa dha sa sa. The gita prayogas
are: dha sa sa sa ri ma pa. dha dha sa sa sa ri ma pa, dha
ga ri ma sari, sa sari sa dha, dha dha pa, pa ma ri sa. The
character of this raga has already been explained. .That at
one time, the notes of the raga belonged to the Malavagaula
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scale as mentioned by Tulajendra may be conceded. Even
at the beginning of this century one occasionally came across
the gita ‘* Analekara’ rendered with flat rishaba and
dhaivata. It was indeed a survival of an age more than
three hundred years ago. It is probable that by the time of
Tyagaraja the name Suddha Saveri was applied to the raga
with sharp rishaba and,dhaivata, the raga which Tulajendra
later describes as Devakriya. The original nature of the raga
was exactly as Tulajendra describes it. The gita itself seems
natural only with the flat variety of the two notes. Moreover
it is unlikely that in the early series of lessons the scale of
the notes of any piece fisted into it would have been suddenly
changed.

Megharanji is an ouduva raga wanting panchama and
dhaivata. It is born of Malavagaula mela. It has shadja
for graha. The svara gati in udgraha is: nisa ma ga ma ma
ni ma ga ma, ni ma ga ma, ni sa ni, ni sa ni, ma ga ma,ni sa ma,
ni 83 ni ma ga ma, ma ma ma ma ma, ga ma ri sa ni sa. The
prayoga in sthayi is: sa ni ma ga ma, nisa risa sa ni ma ga ma-
‘The thaya prayoga is:_sa sa ma ga ma, ni sa ri, ni ea ri sa, ma
ga ma ri sa, ni sa ri sa ni, ma ga ma sa ri sa, ni sa sa. This
is no doubt a straight raga, but the big gap from suddha
madhyama to kakali nishada is not calculated to make it
popular. It sounds like fragments of a raga rendered in
different octaves. Though the raga has been existing from
the most ancient times, it does not appear very much to
have been handled either by musicians or vaggeyakaras.
Those who are fond of musical gymnastics have an excellent
opportunity to try their skill at long jump and high jump
in this raga. Tyagaraja is said to have composed a piece or

two in it. Dikshitar has composed a song in this raga

beginning * Venkateswara Ettappa Bhupatim.”. Since the
composer was not ordinarily given to narastuti, it is
supposed the song refers to the chief as the representative of
Vishnu.

Revagupti is the next raga described. It is a janya of
. Malavagaula mela. It is an -ouduva raga, ma and ri being
varja. Its nyasa is shadja. The svaragati in it is straight.
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The tana prayogais: dha pa ga pa dha sa, dha dha dha sa,
dha pa ga pa ga ri ga, risa, dha sa ri ga ri sa dha dha sa;’
sa dha dha dha pa ga ri sa; ri sa dha sa sa. The thaya’
prayoga is: dha sa riri ga ri, pa dha pa ga ri sa dha pa ga,
pa dha sa sa, pa dha sa, dha dha pa, ga pa ga ri sa, ri sa dha’
sa sa. The gita prayoga is: ga pa dha sa ri ga, dha dha dha
pa ga pa ga ri sa, ririri sa dha dba pa ga ri sa. Chaturdandi
Prakasika makes rishaba graha, amsa and nyasa. It gives
the mela as Hejujji. As ma and ni are varja the mela
makes no difference in the notes. But still it is remarkable
that its mela is given as Hejujji, for Sudha a work anterior
to it makes Gurjari its mela and Saramrta which is later makes
Malavagaula its mela. It is clear thercfore, that even in
works which professedly belong to the same traditior no uni-
fomity is observed in classifying ragas under melas. There is
no doubt that there is little justification for making Hejujji
the mela as it is not so well known as Malavagaula, nor can it
be maintained that in complexion it has greater resemblance
to Hejujji. The older treatises including Raga Tarangini
make mention of this raga as Reva or Revagupti. It appears to
have been known far more in ancient times than now. It is
not a little strange that this raga has come to be known by
the name of Bhupala. The kirtana of Tyagaraja ‘ Graha
balameni ” is to day properly sung in Revagupti and the song
is well known. The reason why this raga is confused with
Bhupala which takes sadharana gandhara only, is the
gandhara of Revagupti is just a little flatter than the regular
antara gandhara. But this should not mislead any into
calling it Bhupala as the gandhara of Revagupti is much
nearer antara than sadharana. Tulajendra’s observation that
it is an evening raga is utterly wrong.

Malavi is the last raga Tuljendra classifies under Malava.
gaula mela. It is the bhasha of Takka. It is an ouduva raga
with ga and dha varja. It is an evening raga with shadja
for graha and amsa. The svaragati in aroha and avaroha is
regular. The ayitta prayoga is: ri ri sa ni sa sa ni pa ni ni
pa ni ni pa pa ma, ni pa ma pa ma ma ri ma ma ri, ri ma pa
ni, pa ni sa ri, ri ma risa, sa ri sa sa ni;pa ni pa ni ni sa.
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The older treatises mention Malavi as one of the bhasha ragas
derived from Takka, even as Lalita is. But the correspon-
dence between the old bhasha and the raga as described by
Tulajendra must be remote. This Malavi is however entirely
different from the Malavi of the kirtana of Tyagaraja
‘* Nenarunchinanu” which is a vakra raga derived from
the Harikambhoji scale. The Malavi described by Tulajen'dra
is not n~w in vogue.

MUSIC IN THE LINGAPURANA

BY
Dr. V. RagrAvVAN

In Vol. XVI. of this journal, pp. 65—~72, I gave an
account of the music material in the Adbhuta Ramayana.
Here I propose to draw attention to similar material contained
in the Lingapurana (Venkatesvara Steam Press edition).

The music material in the Lingapurana is intimately
connected with that in the Adbhuta Ramayana (A. R.); it is
given to us through the same stories of Kausika and
Harimitra who propitiated Hari with music, and of Narada
learning music from the Owl, Ganabandhu. The stories are
found in the Lingapurana in the first three chapters of the
Uttarabhaga. Most of the passages in these stories as found
in the Lingapurana and the A. R. are identical, but as there
is no mention of Ragas and Raginis in the former, we migbt
suppose that the Lingapurana account, which is slightly
briefer also in some places, isthe older of the two. From
the absence in the Linga of Narada’s curse op Laksmi that
she would be born in the mortal world and be harassed
by Raksasas, we might take it that the Linga version was
taken, slightly elaborated and used by the A. R. to give a
story of the origin of Sita.

In Linga II. 1. the account starts with the question of
the sages addressed to Suta ¢‘With what is Krishna pleased ?°
In reply, the Suta says that he would give them the answer
that sage Markandeya gave to thesame question of Ambarisa.
The story of Kausika the Brahman who propitiated the Lord -
with songs is then given as narrated by Markandeya. The
narrative progresses in the identical lines found in the A. R.:
only a few variant readings are to beseen here and there,
Thus while the A. R, reads Tala-valgu-lays-anvitam, we have
in Linga, while Kausika’s singing is described, Tala.varna-.
laya-anvitam. (sl. 11). ¢ Murcchana-murcchayogena sruti-
mandala.veditam.” of the A. R. reads better in the Linga .
Murcchana-svara-bhedena sruti-bhedena bheditam. (sl 12):
In Tumburu’s singing, ‘ Nana-murccha-aksara-anvitg’’
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reads in the Linga “Nana-murccha-samanvitam.’’ (sl. 73).
Narada who gets depressed in spirit on seeing the honour
shown to Tumburu for his music is not immediately asked
here to learn music, but is said to perform a long penance first.

{chs 2-3] The second and third chapters give the story of
how Visnu blessed Narada with music and made him the
equal of Tumbura, The wmessage of the story is also given.
that the propitiation of the Lord with gong and dance is all.
efficacious,
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Instead of the Lord, an incorporeal voice here directs
Naradain the midst of his penance to seek the Owl Gana-
bandhu on -the northern slopes of Manasa and learn music
from that bird. '

In Harimitra’s singing, ‘Tala-vina-laya-anvitam’ reads
here *Tala-varna-laya-anvitam,” (IL 3. 32). In the list
of objectionable habits to be avoided while singing, which the
Owl gives to Narada,we note a few variants here: ‘na Kunthi
tena’ reads ‘na Kunchitena’—one ought not te bend himseli-;
down.while singing, which also is better, ‘Param aprekshata’
reads ‘param samprekshata’—one ought not to be looking
at somebody always while singing, this again being a better
reading. . . . o, . : ;
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We then read here :-~

492 9 quRuR FAw 7 5e |
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See the corresponding verses in A, R, given by me
on p.70 of vol. xvi af this journal, where some of the
readings like ‘ Sapta rupani’ are corrupt ones. While deseri-
bing Narada’'s study of the art, ‘gita—prastavake’ reads here
better as ‘gita—prastarake (sl. 68), When Narada came to
Tumburu’s place to sing, and saw there the seven svaras in
sport, the text reads here :— A

ERUHRANT SR SAA: 66 3 H4L )

wied WA 2y fAdEE gesaE i ol :
which might be read asEUHARI X X &Y 35T |
See the A. R. readings of this verse on p. 71, ibid.

Narada saw the svara - damsels and played on hig Vina,
but they would not present themselves on his instrument.

99 uFEa: 9387 aFEAdEa
siEfgfioraaai A an asa: R A 93
As already remarked, there isno reference here to Ragas
and Raginis and Narads seeing their mangled shapes.
Thus did Narada become a Sruti - jati - visarada (sl

109). The account closes with the following lines giving again
the message of music as a means of salvation, Gana as

a Yoga:
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Sri Muttusvami Dikshitar’s Kritis

sn Suddha Desi on Sr1 KamaxsHi at Kenchipuram

GHUNGURU—A RARE MUSICAL INSTRUMENT and in Sarange on VARADARAJA at Kanchipuram

Dr. V. RagHAVAN

During the 14th Session of the All.India Oriental Conference
held last October in Darbhanga, there was a variety entertain-
ment arranged by the Bhagavati Kala Mandir of Darbhanga,
for the sake of the Conference-delegates. The only item
which was of some importance at the show was a peculiar
musical instrument which was played by an artist. The
instrument consisted of a wooden frame, almost square and
fixed on a stand ; strings were tied up in the frame vertically,
and at different heights and lengths from each other, small

bells were tied to these strings; and these bells were tuned to .

different notes; on this the artist played different songs with
his fingers; on the analogy of Jala-taranga and Tabala-taranga,
I thought its name might be Ghantika-taranga, and on enquiry

I was told that this instrument was actually called Ghunguru

which means ‘bells’. The following is & rough memory-sketeh
of the instrument.

EpitED BY
Vina Vipvany A. SUNDARAM IYER
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BOOK-REVIEWS

The Physics of Music. By R. K. Visvanath»an, Senior
Lecturer in Physics, Annamalai University, Annamalainagar.

Mr. R. K. Visvanathan of the Physics Dept. of the
Annamalai University, sometime Member also of the Board
of Studies in Music in that University, has been, for the last
fifteen years, teaching ‘Accoustics’ for the Sangita Bhushanam
Course. In 1936, he produced the text book on Accoustics
(Sangita Oli Nool) in Tamil for the benefit of music students.
In the present volume in English which he has placed before
us, ‘The Physics of Music’, Mr. Visvanathan deals with
Vibration and Waves, Voice, Ear, Vina, Violin, Flute, Reed
Instruments, Mridanga, Bells, Melody, Harmony, Timbre,
Halls and Auditoriums, Gramaphone Recording, Film Record-
ing, and Broadcasting; the sound process and mechanism
of all these are clearly explained here in simple language,
with suitable diagrams, and the music student as well as the

interested lay music lover will find this book instructive. -

The thanks of the music public are due to the author and the
Annamalai University for this useful publication.
e ' V. R.

Ragavibodham in Tamil. By Pandit V. Ramachandra
Sarma, Kalakshetra, Adyar.

This is a companion to the edition of the Ragavibodha
of Somanatha in Sanskrit in the Adyar Library Series by the
late Pandit 8. Subrahmanya Sastri. Sri Ramachandra Sarma
who was assisting the late Pandit Sastri in his literary work
at Adyar has brought out this Tamil translation of Soma.
natha's work, and the authorities of the Kalakshetra are to
be thanked for publishing this. As the vast majority of
musicians are ignorant of Sanskrit as well as English and are
consequently unable to use critical and historieal material,
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translations like the one under notice are to be welcomed, but
it may be said that they ought to be written in far easier

Tamil than exhibited here.
V. R.

The Allahabad University Journal of Music. Edited by
U. 8. Kochak.

We welcome the inauguration of this journal devoted to
the study of the science and art of Indian musio, published
by the Music Dept. of the Allahabad University. The first
number opens with an account of the Department and a list
of the students who had successfully passed through its music
course since 1937. Prof. A.C. Mukerji of the Philosophy
Dept. writes the first article on the Philosophical Background
of Indian music. Principal Ratanjankar of Lucknow then gives
‘The First Few Facts’ of Hindusthani music making a brief
survey from the Vedic times up to the formation of the
present basic scale of Hindusthani music. Mr. Jaidev Singh
has a note on Marga and Desi and Mr. N. R. Bhattacharya
on Tan Sen ; and the editor focusses attention on the need for
the study of ‘Music and Emotions’. In the second number,
after some brief notes on God as Artist, Stringed Instruments,
Arabian Scales and Tumri Style by different contributors, the
editor has a long article on the Effects of Environmental
Conditions on Music ; and this is followed by an article on the
Romance of Colour Music.

- Efforts had been made in different parts of North India
to start and run a music journal but unfortunately none
suceeded in sustaining the initial enthusiasm. We hope that
the organisers of this journal will persevere. We wish this

journal long life.
' ' V. R.



OBITUARY

Mr. Fox Strangways

The Music Academy, Madras, learns with great grief of
the passing away of the noted English musicologist Mr. Fox
Strangways at the ripe old age of 89 on May 2nd 1948 at

Dinton near Salisbury. Born in 1859, Mr. Fox Strangways

was educated at Balliol College, Oxford and gave up his
teaching career for work in the field of music. In 1919,

when he was 60, he founded the journal called Mustc and
Letters.

It has been recorded that his three passions were riding
to hounds, classical literature and Indian Music. He visited
India and produced his well-known work on Indian Music,
‘ Music of Hindostan’.

V.R.

SANGITA KALANIDHI SanHEsA 1YER

o We regret to record the death of Sa.nglta Kalanidhi
Vidvan Tiruvadi Sabhesa Iyer on the 22nd May 1948 at the
ripe of age of 76 at Chidambaram.

Born in the year 1872 he belonged to a renowned
musical family, his great grandfather being Pallavi
Doraiswamy lIyer, a Vaggeyakara and Vina Vidvan, who served
in the Tanjore Court. His paternal grandfather and his
grand uncle, Sabapathy Sivan and Govinda Sivan respecti-
vely, were pupils of the musician-Saint Tyagaraja. His early
boyhood was spent in Agaramangudi village of the Tanjore
Dist.,and he probably shifted to Tiruvayar when his father
Sambasiva Iyer became Violin-accompanist to the great vocalist
Maha Vaidyanatha Sivan of Tiruvayar. Sabhesa Iyer himself
was one of the three renowned pupils of Maha Vaidyanatha
Sivan, the other two being the late Palamaneri Swami-
natha Iyer and the late Sangita Kalanidhi Umayalpuram

VIDVAN Dr. SRINIVASA RAGHAVAN

N. T. MEENAKSHI SUNDARAM PlLrAI

SANGITAKALANIDHI SABHESA IYER
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Swaminatha Iyer. His earliest disciple was the late Dr.
Sangita Kalanidhi Muthia Bhagavatar of -Harikesanallur for
about four years from 1893 after the demise of his earlier
Guru Sambasiva Iyer. He came to Madras in the year 1905,
His latest disciple is Sangita Kalanidhi Vidvan Musiri Subra-
mania Iyer from 1920 for about 9 years. He was indeed the
pattern of a real Guru who gave all his knowledge to his
pupils. He handed, under personal tuition, to deserving pupils,
the majestic master-piece of his Guru Maha Vaidyanatha
Sivan, the ‘‘Mela Ragamalika”. His vocal renderings of
the many classical master-pieces were full of grace and
grandeur.

Sangita Kalanidhi Palladam Sanjeeva Rao the great
Flutist and Karar Chinnaswamy Iyer, Violinist, were great
admirers of his art and the private soirees with them at
Triplicane, it is stated, lit to a large extent the musical talent
of the rising young musician Vidvan G. N. Balasubramaniam.
He was a Violinist in addition, though he never gave public
performances except once when he was accompanist to the
great Flutist Sarabha Sastri. He was the first Principal of the
Annamalai Music College from the year 1929 to 1937. He
was easily the most efficient teacher among senior 'Vidvans
of his type. He was the President of the Music Academy
Session in the year 1934. Among bhis pupils while at
Annamalai College, who have later come up in the field, may
be mentioned the Vocalists T. K. Rangachari and Sattur
Subramaniam and the Vina Vidvan K. 8. Narayanaswamy
Iyer.

He had an attack of paralysis which he bore patiently
for about seven years before his demise, His services in the
cause of Carnatic music and to the Music Academy have been
immense and the loss to Carnatic music by his death cannot
be replaced. C. 8. AYYAR,

LATRE DR. T. SRINIVASA RAGHAVAOHARIAR

It is with an overwhelming feeling of a personal loss
that I have to record the passing away of Dr. T. Srinivasa
Raghavachariar, one of the last closest links to Sri Tyagaraja
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Swami through the sishya parampara, at the age of 72. I-

had the jrivilege of a very close association with him for
nearly 12 years. His death is a great loss to Carnatic music
in general andto the Madras Music Academy in particular.
He was a member of the Experts’ Committee of the Academy
and enriched its discussions with his learning and wisdom
till a few years ago.

It is rarely given to an ordinary mortal to die as he would
wish to. The Doctor used to say that his greatest ambition
was to die on Bahula Panchami (Sri Tyagaraja Day)
singing the Saint’s Kritis. This wish was fulfilled—and
gloriously too—on June 14, 1949 when he was singing on the
Panchami. The midday pooja had been performed. He
always chose the day on which Panchami was on at the time
of the harati.. The evening bhajana started at about 8 p. m.
with the Guru Stotra (“ Guru leka’’ in Gouri Manohari
and *‘ Nee Chittamu” in Dhanyasi). The next song was
“Teradeeyaga Rada” in Gowli Pantu. He was feeling weak,
but managed to join in the singing of ¢ Vidajalutura® in
Janaranjani. Some one suggested ‘ Chede Buddhi Manura”
in Atana. This was one of Doctor’s favourities. He sang

this with the usual vigour, bus it left him tired. He just sat

and quietly listened to °‘‘ Evvare Ramiah’ in Gangeya
Bhooshani sung by others. Tears flowed from his eyes, The
Divine call was obviously coming, for one noticed symptoms
of pain within him. He soon rushed and sat on his bed,
shouted ‘‘Rama’ thrice before closing his eyes in Eternal
Sleep. Tattaji, as he used to call Sri Tyagarajs, had
accepted him.

A nephew (brother’s son) of Tillaisthanam Rama
Iyengar, a prominent Sishya of Sri Tyagarajaswami, the
‘late Doctor was born in an illustrious musical family. His
mother, it appears, used to sing well too. He grew up in
the musical traditions built by the masters of the last gene-
ration—Patnam Subrahmanya Aiyar, Maha Vaidyanaths
Aiyar, Sarabha Sastrigal, Tirukkodikaval Krishna Aiyar,
Ramnad Srinivasa dIyengar and others. He knew some of
them intimately too. He had his training under Panju
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Bhagavatar and Narasimha Bhagavatar ‘of Tillaisthanam
and Ramaswami Aiyar of Tiruvotriyur. About 27 years ago

"an incident happened wkich proved to be a turning point

in his life. One day a friend unexpectedly turned up and
made him a gift of a big-size portrait of Sri Tyagaraja
Swami. From that day onwards he devoted all his attention
to the Kritis of Swamiji exclusively. One who could sing and
appreciate other types of compositions found Tyagaraja’s
Kritis a veritable treasure containing all the types handled
by others. He started celebrating the Babula Panchami
Day of Tyagaraja every month and this he continued for
over 26 years till his death. His sahadharmini, Sri Anda-
lammal, joined him in these celebrations throughout.
Besides mastering the music of a piece in the traditiona)
form, he delved desp and found great philosophic truths
imbedded in them. One could spend hours listening to his
exposition of the contents of a Kriti, how music had been
appropriately intertwined in it with the bhava, ete. It is difficult
to single out any Kriti as his masterpiece. His rendering of
all the famous Pancharatnas had a unique charm and lil¢
of its own. Every song that he rendered was a work of art
with a balance, symmetry and beauty which would fill the
heart of the singer and listener alike. He had set a high
standard before him and would not accept renderings which
fell short of it. He was, therefore, unsparing in his oriticisms
to the extent of being unpopular sometimes.

The late Doctor had also histrionic powers of a high
order. As & member. of the Suguna Vilasa Sabha he had
entertained crowds of people from the stage in various roles.
His portrayal of Nandanar, in particular, was classic. He
had studied every word in this opera of Gopalakrishna
Bharatiin close detail and understaod its philosophic signifi-

oance,

A fine conversationalist, and very social by disposition,
the Doctor had numerous friends. His articles in “ The
Hindu’* under the name of ‘Ganarchaka’ were learned and
instructive,
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The Doctor’s reportoire of Swamiji's Kritis was very
‘large indeed and one of the largest held by a single member
of the sishya parampara. To my knowledge he had authentio
patha of over 500 Kritis several of which were collected by

_him at great trouble and sacrifice and checked up. With him’

has gone rare authentioc versions of several Kritis of the
Bard of Tiruvayyar. It was his considered view that there
was no substantial variation in the Kritis amongthe different
 sishya vargas of the Saint originally. The recent changes
introduced in more than one Kriti had his thorough disappro-
val, and he himself would not sing any piece unless it
answered to his tests. To bim licence with Tattaji’s Kritis
was a heinous crime, The best way in which any music
lover can honour his memory is to put a premium on sincerity
and encourage only traditionally correct versions of
Tyagaraja’s compositions.

S. PARTHASARATHI

——. p— ——

. LATE VIDVAN N. T, MINARSHISUNDARANM PInrar

The passing away of Vidvan Minakghj illai
(Feb. 18, 1949) has removed from the ﬁel‘:isg;‘sg:f:::if Pl";&!
& front-rank exponent of ‘Thavul.’ Those who came mudsw
the spell of his personality can hardly forget either the un .61;
manner of the Vidvan, or the ease and force with h'g t;ml:»
wtelded his instrument. Hailing from the same 1aw N he
de'van and having listened to several of his (Ii)is Gf ot ‘e
which ‘he usually accompanied Tiruvizhimazhalai %aytsl; .
(Subramanyam and Natarajasundaram), I feel T will b rfo ling
- ina duty if I do not record this tribute to one like him ;hzl:,x;g

that now murmered and now rumble
his ‘Thavul’ were thrilling with aw
melody and rhythm. A creative art

d and thundred from
?etness and strength,
18t of high calibre, he

e South, The syllables
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1 recall a famous contest at Nidamangalam in the
thirties in which Malaikottai Panchami, a great Thavul
Vidvan, wbo accompanied Vidvan T. N. Rajaratnam Pillai,
was pitted against Minakshisundaram. After listening to
one of the spirited avarttanas of Minakshi's, Panchami
oxtended his hand saying: I cannot produce your rbythm
and melody.”

A stern and rigorous taskmaster, Minakshisundaram
implicitly believed in the ancient ‘gurukula’ system of impart-
ing the art and insisted on discipline. Among his disciples
may be mentioned Nacchiyarkoil Raghava Pillai, who later
became the son-in-law of the Vidvan. ‘

Endowed with a charitable disposition, ‘Minakshi’, as he
was affectionately called by his numerous friends and
admirers, was a man of simple tastes and unassuming traits.
Short and swarthy, a veritable image cut in ebony, he was
extremely affable and kindly; devoting his talents solely to
the refinement of his art, he worshipped his eldersin the line,
Ammapet Pakkiri and Vaduvur Muthuveeru, beyond expres-
sion. In recognition of his supreme merits, the title of
Abhinava Nandeesvarar was conferred on him by his admirers.

N, R. BEUVARAHAN



NOTICE

-All correspondence should be addresesd to.Dr. V. Ragha-
van; Joint Editor, Journal of the Music Academy.

Articles on musical subjects are accepted for publication
on the understanding that they are contributed solely to the
Journal of the Music Academy. )

All manuscripts should be legibly written or preferably
typewritten (double-spaced—on one side of the paper only)
AL AR fh’ﬁd} should be signed by the writer (giving his address in full).
h o/ " Al articles and communications intended for publication

should reach the office at least one month before the date of
Vo VL l!publication (ordinarily the 15th of the 1st month. in each
ber quarter). ,
The Editor of the Journal is not responsible. for the
views expressed by individual contributors.

- All advertisements intended for publication should reach
the office not later than.the 1st of the first month of each
quarter. ‘

A All books, moneys and cheques due to and intended for
the Journal should be sent to Dr. Raghavan, Joint Editor. _
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.. Vol XVl

THE SRI TYAGARAJA CENTENARY
. COMMEMORATION VOLUME
(ILLUSTRATED)

Rs. FOUR ONLY

\%%W s '!fgzﬁ'he Visvabharati, Santiniketan, says:—

vmwﬁ The Music Academy of Madras deserves the best
' congratulations of all lovers of music in this country for
furnishing & fairly detailed study of Tyagaraja and his
contribution to the music world. * * *

The life-story of a Vaggeyakara is in a way the personified
history of the music of his days. The present special number
of the Madras Music Academy not only supplies us with the
dates and facts of the great life of a saint and an epoch-
making musician but also presents to s serious student of
musie, & model plan for taking up the study of musical
compositions and their authors._ * * *

Let all lovers and students of music, both in North and
South India, derive.inspiration from a critical study of this
eommemoration volume. '

THE JOURNAL OF THE MUSIC ACADEMY, MADRAS

OPINION
he Oriental Literary Digest, Poona,

writes :— .

** A journal of all-India character,
dlely devoted to music has been a
srious andlong-standing desideratum.
'hough the Sangitea a quarterly pub-
shed from the Maris College, Luck-
ow, and the Journal of the Music
.cademy, Madras (JMAM were
;arted in 1930), both had uafortu-
ately, to be suspended after issuing a
yw excellant numbers. The reappear-
nce of the JMAM will therefore be
relcomed by all thoughtful lovers of
ndian Musie and culture with no
mall amount of gratification. The
olume under review, though dated
934, was published only a few months
go, and the promise of soon bringing
ut the volumes due for each of the
ears 1934 to 1938 resumes the thread
f its publication from where it was
roken.

Though naturally it is devoted chiefly
» South Indian Musioc, there are fea-
ares which make it indispensable for
srious students and lovers of music
aroughout the length and breadth of
ndia. Publication of original articles
n musio by experts, and of olassical
rorks on Indian music are instances in
oint. Authoritative reports of the
nnual conferances of the Music Aca-
emy, Madras, are to be found only in
he pages of this journal, and embody-
1gas they do the discussion on import-
nt topics by experts and acknowledg-
d authorities,they cannot be overlook-
d by serious students of Indianmusie.

This alone shouid suffice to draw the
ttention of all scholars, soocieties and
astitutions concerned with Indology
b this important journal

We wish the journal a long and
rilliant career of service to the cause
f Indian music. Let all lovers of
ndian music make common cause
7ith those in charge of the journal
0 see its growing prosperity.”’

SELECT OPINIONS

The Indian Express: *The resump-
ion of the Journal is an event of

the first magnitude in the musical
world.”’ :

The Hindu: “ The revival of this
valuable Journal devoted to the study
and promotion of Indian Music will
be welcomed by all lovers and
exponents of the art.”

The Madras Mail: ‘“We are glad to
note the revival of the Journal of the
Madras Music Academy (a quarterly
devoted to the advancement of the
science and art of music)...... Fulfill
ing as it does a real need of music
lovers, we are sure all lovers of art
and culture will support it.”

" H. H.The Maharajah of Dharampur :
...His Highness is also delighted
to read the articles in your magazine
which are undoubtedly very interest-
ing and instructive. He is also pleas-
ed to read the proceedings of the
Academy’s Music Conference...”’

The Adyar Bulletin : “The resump-
tion of the publication of this journal
devoted to the promotion of research
in the field of music must be welcomed
by all lovers of Indian culture. The
Journal fulfils a real need asit is the
only Journal of its kind in India.”

8. N. Bhattacharya, Benares Hindu
Unsversity: *“ A glance at the Index
for the last ten years’ articles in your
Magazine revels to methe keen interest
in Music taken by the South Indians.
There is no such Journalin North.”,

The Viswa-Bharathi Quarterly,Santi-
ntketan : “The present issue of this
Journal likeits predecessors,maintains
a uniformly high level of musical
research. The contributions exhibit
variety and present music as a rich
cultural pattern characteristic of the
genius of our country. Those who care
to study Indian music seriously, es-
pecially its southern School, would be
happy to discover that each article in
this journal embodies some aspect of
faithful research in the domain of
MusiC.ocivaenrnannne This Journal should
inspire the lovers and patrons of
Hindusthani musio to start a similar
magazine from the North.”
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