SVARAMELAKALANIDHI

(4 WORK ON MUSIC)

EDITED WITH
INTRODUCTION AND TRANSLATION
BY

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

Extension Lecturer of Music in the Mysore (1926), Madras (1928),
and Annamalai (1931) Universiiies.

WITH
A FOREWORD

BY
T. R. VENKATARAMA SASTRI, ESOQ., C.LE.,
B.A., B.L.
Ex-Advocate-General, Madras

and
%@mstime, Law Member, Executive Council, Madras.

¥HE ANNAMALAT UNIVERSITY
1932



ALL RIGIITS RESERVED



_ FOREWORD

THE " awakening in our country has a much wider significance
thar.most people, with their preoccupation in the struggle for
political™ freedom, recognise. The desire for self-government is
only one phase and not the most important phase of this
general awakening. The awakening is like a rising flood that
covers the whole space between the banks or, more appropriately,
like a flood of light that lights every nook and corner. In arts
and letters, in music and painting and sculpture, and in fact, in all
the departments of life, the new consciousness is doing its work.

In the sphere of music, this awakening has been a visible
process. For years, Sangitha Sabhas have, in different parts of
the Madras City, had theirannual celebrations ; and their weekly
performances have been increasing from year to year. There is
now a vast and growingly larger number of men and women in the
country taking an interest in music and themselves learning to
sing. Academies of music are springing up; and broadcasts of
music are being attended by vast crowds. There is evidence,
which few can fail to recognise, that in music, as in other spheres,
this awakening is at work.

That there is a literature dealing with South Indian music
is known. Few, outside the small class of experts conversant
with the theory of music or music as a science, know even the
names of the writers. It is, therefore, a great service at this
moment to open up the literature of Indian music and make it
available to the public. Mr. M. S. Ramaswami Aiyar, who is an
eminent exponent of the present-day music, both in its theoretic
and practical aspects, is eminently fitted to undertake this task.
And the public owes a debt of gratitude to the Annamalai
University for the help and encouragement which it has given to
Mr. Ramaswami Aiyar in performing this very useful service.

Ramamatya, the author of the book here published, recog-
nised twenty Mélas; his successors went on increasing the
number; and the present-day theory recognises seventy-two,
though itis doubtful whether all of them are in actual use or can
satisfy the ear of the people. It is a result of pure mathematics—
a question of how many combinations of the seven notes and their
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variations can be made. Mr. Ramaswami Aiyar thinks that even
the two and thirty were the resulting combination of the seven
notes, five of which had a sharp and flat sonance and the word ‘raga’
itself indicates the number 32, according to the peculiar Indian
Notation of numbers by the letters of the alphabet. A qiiéstion

.

may here arise as to whether the word ‘raga’ was a ::?ptro-
duction into music after the thirty-two Mélas had co to be

recognised.

Mr. Ramaswami Alyar refers to a criticism of the author by
a successor of his, that two of his twenty Mélas have the same
notes. I am inclined to agree with Mr, Ramaswami Aiyar that it
must be a slip and the manuscripts may be responsible for it. Is
it impossible to find out what‘combination it must be for either
the one or the other that has been written amiss and resulted in
the error criticised ?

Experts, like Mr. Ramaswami Aiyar, must not only open up
the past of music but point the way to its future.

" MYLAPORE, T. R. VENKATARAMA SASTRIL
28tk March, 1932. }



PREFACE

THE manuscripts of Svaramélakalinidki are found in Tanjore,
dras, Baroda, and Bikanir. Its bare text, for aught I know,
vl\:rlais}rinted twice—/izs¢, at Kumbakonam in 1906 by Mr. S.
Narayanaswdmi Aiyar and secondly, at Bombay in 1910 by
Mr. V. N. Bhitkhandé, though under the pseudonym of
Bhéiradvaja Sarma. The latter edition contained, at least, a
running commentary in Maharati.
But both the pripted editions happened to be, alike,
defective and even misleading.. I shall give only one instance

and pass on.
In the fifth chapter of the work, the two Ragas of

Sudhavasantha and Milavasri are correctly defined, in two
verses, ! thus:—
A, N YEIATATET: Gig: EATQUgERT |

qafiia: areasfy gade ggga: |

qd @3 afedd adr o alad

gf rgagea:

Sudkavasantha.

B. fafia sread: qtm: egremgsly | 1
Mod gaamy §da1 AR 1
gfa areas:

But how did Messrs. Narayanaswiami Aiyar and Bhatkhandé
present to us, in their respective editions, the same two Ragas?
Both of them gave us, alike, the following two lines regarding
the point under consideration :—

W YEIGAET: A § asfya |

M gaamy gdar Agon: o
Here, both of them consciously began with Swudlavasantha

but unconsciously ended with Milavasyi. In other words, they
took the first line of A and the last line of B, mixed them

Mélavasri.

1 The verse regarding Swdhavasantha is marked A, while that regard-
ing M4lavasri is marked B,
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together with a little modification, and produced a meaningless
jargon which explained neither of the two Régas.

A fresh edition of Swvaramélakelinidhii containing, as it
ought, a full and correct text, a true and free translation, and a
historical and critical introduction is therefore felt as a
desideratum—to supply which mine is an humble contributton
or, at best, a provoker of a better one.

I feel bound to record here that the credit of having
prepared a correct version of the Sanskrit Text of Swvaraméla-
kaldnidii and enabled me to bring it to the light of the day—
belongs to the joint-labour of the two veteran Sanskrit scholars
of Tanjore—Messrs. P. S. Sundarame Aiyar and Pundit S.
Subrahmanya Sistri, who are also well-versed in the #4eory of
Indian Music. I heartily thank them therefor and also for the
kindness wherewith they went through the proof-sheets and
even otherwise gave me very valuable hints and suggestions.

Thanks be, also, to the Diocesan Press, Madras, for its
prompt and neat execution of the work.

It only remains for me to say that, on February 1, 1931, I
delivered the subject-matter of Svaramélakalinidiii as a Lecture
under the auspices of the Annamalai University which, I feel
thankful to state, was good enough to give her imprimatur to its
publication in the present form.

TRIPLICANE, M. S. RAMASWAMI AIYAR

* BAI BHAVAN'’
158 March, 1932.
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SVARAMELAKALANIDHI

ol

INTRODUCTION

Svaramélakalinidhi is one of the standard works, in Sanskrit,
on the Carnatic Music. Raméamaitya, its author, was a native of
Andhradésa and lived in or about Kéndavit,! which was not far
away from Bezwada, in the principality of which he had a fort of
his own and in the vicinity of which he enjoyed the overlordship?
of a large estate of land washed by the easternsea. He belonged
to the Toédarmal family; his father was Thimmimatya®; and he
himself was such an efficient musician-composer that he won the
title of ¢ Abhinava Bharatichéarya’.*

He was associated with Rama Réija of Vijayanagar, perhaps
as his minister, as the word amdfya indicates. His father too had
the same title of * amitya’ appended to his name. But whether
the father and the son were ever real ministers, who moulded the
destinies of Vijayanagar, or were so called only by way of courtesy—
a glance at the History of Vijayanagar seems to throw a doubt on.

Nothing else is known to us of the father than his fatherhood.
As for the son, Ramamitya, he exhibited his person, in his work,
more as a prolific Viéggéyakira than a serious-minded politician.
All that he could record of himself was:—(1) He had studied
the secret of music.® (2) He alone, of all others, knew both the
theory and art of music.® (3) The traditional lore of music, in-
herited from his grandfather, Kallapadésika—evidently, Kallinith,

' ¢t g qr gatRERredewme autane |

Svaramélakalinidhz.
* ¢f. gatoiads Wamddaemyt faar sem—1si.
¢t e faRgaErardaRngEE -

ngfaarERrgATamaa e aweserfafy; —2sid.
4 Cf. This means Moderrn Bharatichérya.

P . eagias R — Svaramélakalinidki.
* O gErgwR INTgRas) §eRad Aq wartrarg—Isd.
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a Commentator of Sangitharatnikara—palpitated in his pulse.!
(4) Rama Raja requested him, in preference to others, to write a
new treatise on music reconciling the conflicting views that were
then in vogue.? And (5) the same Rama Rija gave him, in
recognition of his (musical) services many a valuable preseat.?

This, surely, is not the language of a veritable mznister, who
wielded the mighty empire of Vijayanagar and who, in the
intervals of his State-business, managed to write a musical work
also, just as Mr. Gladstone wrote his Homer or Vidyaranya, his
Panchadasi.

Further, a reference to Robert Sewell’s Forgotien Empire
shows that Achyutha succeeded Krishna Riya Déva in 1530, that
Sadasiva succeeded Achyutha in 1542, and that the latter
(Sadasiva) was virtually a prisoner in the hands of Rama Rija
who was, at first, his minister but became afterwards inde-
pendent.# By ‘independent’, Sewell should have meant that
Rama Rija was de facfo the ruler of Vijayanagar. So he might
have been. But de jure the ruler was, undoubtedly, Sadisiva;
for, a very large number of inscriptions, ranging from 1542 to
1568, recognize Sadasiva as the »ea/ sovereign. Why, Ramai-
mitya himself admits that Rama Raja helped Sadisiva to regain
his throne.® Hence, it is submitted, Rdma Rija should have

' cr. frantafa: sprifiea wame iaeseadia |

wrasmey sty ot argweraa s gt o
Svaramélakalinidki.

' Cr. GUY gEAUmRgE Gaaue e Rafk (e
ct. SefifiigrrEoR gl satg grag
B Ssufmatiase e ABIAAAI, |
vt TeEAgaNl GuAAT SRy A 1 Jid.

* Vide Sewell’s Forgotten Empire, page 109.
5 Jbid—page 179,

* Ot g @genE: sETwg e faga-
mear niafdt exrfEmems fresag )
arfudera: wegrdTiNg wgrad

sortd wmarfia gand et emredE o
Svaramelakalinidki.

®
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been, at least when Ramamatya wrote his work, only a minister,
though the king was a puppet in his hands. How, then, could
Ramamaitya afford to be a minister of a minister ?

_Further again, Rimamitya’s description of Rima Réja’s
pedigree is more fanciful than real and betrays the mentality of a
flattering court-poet rather than that of a responsible State-officer.

The following Table shows Rama Rija’s pedigree, according

to Rimamatya :—
Vishnu

Bralhma
Athri
Mc;on
Bulc’iha

Purulrava
Alyu

Nahlusha

Yayléthi
Bha’rata

Sri Ra{.nganath

Rﬁmg Rija Thimm; Réja Venll{atédri.
(F1e. 1)
But Sewell’s genealogy?, taken from epigraphical records,
gives Rama Rija his proper place in the royal line of Vijayanagar

thus :—

Thimma
PO
Isvara
[
Narasimha
]
i I [
By 1st wife By 2nd wife By 3rd wife
|
Vira Narasimha Krishna Riya Déva | |
Ranga Achyutha
Sadasiva
[ )
Daughter Daughter
Marvied Married
Rama Réija. Thimma (Tirumal) Réja.
(F16. 2)

v Cf. Sewell’s Forgotten Empire, page 180.
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It is thus clear that Rama Réija belonged, if at all, to the
royal family only by marriage. Ramamatya only confirmed it
when he observed: ¢ Krishna Réiya gave his daughter in
marriage to Rdma Raja and thereby enhanced the dignity of. the
parenthood of daughters vt -

History gives us no pedigree of Rima Réija except that he
was a son of one Ranga and that he had two brothers, namely,
Thimma Raja and Venkatadri.? This Thimma Raja is said to
have murdered Sadasiva in 1568 and usurped his throne.® But
Rama Réija ruled, if at all, only on behalf of his king, Sadésiva.
True, he was a brave soldier;* but he was over-ambitious
and a little reckless too, with the result that he precipitated
the battle of Talikota in 1565 and brought about his own
death.

I digressed, so far, only to emphasise my doubt whether
Ramamatya was a minister in fact or only by courtesy, and also
to warn the reader against blindly accepting unhistorical, and
therefore untruthful, statements.

Let us now proceed to study Ramamatya as a Viggéyakira,
pure and simple.

His exact date is not available. Being however a contem-
porary of Rima Raja, he should have lived in the sixseens/s century.
He was well-versed in Sanskrit and Music; and in Rama
Rija’s opinion, he was the best of the then existing musicians.
He wrote many musical works, such as for instance, Ela,
Ragakadamba, Mathrika, Sudaka, Panchathalésvara, Sriranga,
Dvipada, Svaranka, Srivilasa, Dhruva, Pancharatna, and so
forth.

No wonder, then, that Rima Réija—at the instance of his
brother, Venkatadri—required Ramamaitya to write a new work
on music. Of this requisition, Svaramélnialinidii was the result.

'O FFOTRISE § T $9NE: arTiid agEead @ |
Svaramélakaldnidhi.

3 Vide Sewell’s Forgotten Empire, page 214.

¥ Jbid, page 212.

Yot Tt gatafy qrzsﬁmm‘w feenr faqaga iy |

Agg wa g agditagvady angee: |
Svaramélakaldnidhi.
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The colophon?, at its end, clearly shows that Rimamatya finished
his work in Sika 1472, Sidhirana Year, Srivana Month, and the

tenth day of Nirmalathara (Sukla) Paksha—all of which correspond

to Thursday, August 21, 1550 A.D.?

\Now, be it noted, it was in order to reconcile some con-

flicting views on music that Swveramélakalinidii was written, as
evidenced by Venkatidri, in his request to his brother, Rama
Raja:—* The seience of music has, both in theory and practice,
degenerated into conflicting views; let Rimamantri (Ramamatya),
by your command, reconcile all (the conflicting views) and write a
(new) science ’;* and as confirmed by Rama Rija, in his requisi-
tion to Ramamatya: *In the science of music, conflicting views
have indeed arisen. Bring to a focus all their salient features and
write an interesting treatise on music, embodying therein its
theory and practice.’*

Be it, again, noted that, about the same time or within

“the space of about a decade after the publication of Svaraméla-

kalinidki, Pundarika Vittala finished his Sedrdgachandridaya.

Even in that book, the same note of complaint was sounded

that the theory and practice of music did conflict with each

other and that, therefore, Burhan Khan asked Vittala to re- .

concile them.® Again, in 1609, the self-same note of complaint

! G e AEeUReewines § grae
ay srgote frdewR od eawor Tagt )
gttt exad: gmewE-

warsd Aemerfim farararaeqarEeTary I
Svaramélakalinidhs.
2 Vide L.D. Swamikannu Pillai’s /ndian Eplemeris, Vol. V.,
page 303.
* g sgar Blan: w9 waY @ oRug |
9 gAEd § TAA aAg el a=ar aafa o
Svaramélakalénidhe
‘ giargy g gAY aRiEEEE: |
GIE agauITeagH daane v faafy o
16id.

' grarfragar fademmer el = werfed o
Sadrégachandridaya.

4
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was resounded when Sémanath declared : ¢ I write Rigavibddia
only to reconcile the conflict between the science and the art of
music.’! Even the recently published Swngithasudha contains a
similar note of complaint.?

A question, therefore, naturally arises, namely, ¢ Wiy skould
the musical views conflict, at all, with one another?’ To put the
same question sarcastically: ¢ Why should the Zarmoniouns music
produce diskarmony amongst 1ts votaries ?’ :

Because the old order changes, giving place to the new ; and,
in the transition-period, both the orders struggle with each other
—the one anxious to get zz and the other unwilling to get ox/.

But why should the ‘old order’ change? In addition to
Tennyson’s philosophical answer, there4s here an important truth
to be grasped. Into two broad divisions, Science falls—exacs
and non-exact. The rules of an ‘exact’ science are inflexible and
never change with the times. H,O, for instance, was, is, and
shall ever be wafer and never anything else. But as regards a
‘non-exact’ science, such as for example Music, it is always
progressive ; and, @ fortiors, its rules do change from time to time,
in order to suit the growing taste of the people.

Mark! I said ‘from time to time’ and not from day to day.
For, if music—like dream—changes from day to day; surely, like
dream, it will be labelled as mere phantasy and treated as such.
Being, however, too momentous for his own welfare, man learnt
to so mould and fashion music as to make it grow only very
slowly and even imperceptibly, as well as to imprint every one of
the stages of its growth with its peculiar technique. This
position Mr. P. C. Buck explains in his History of Music in a
felicitous language, which I shall re-state with a little modification
thus: Te various stages of musical progress ave not the tnventions
of the learned few imposed on, and adopted by, the unlearned many ;
but rather, a summing-up and ovganization by the former of those
practices and usages at whick the lattey had arvived by instinct,

! ynfydrd fagd Rl sagegoEy:

Régavibddha.
' gyumwy fe fafgramd ararwds: qftesgg fg o
Favsfr arEmae Far. e

Sangithasudha,
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Hence, the technique of music of a particular age means
and includes the summary of the music of the preceding age
plus the conventions engrafted, from time to time, upon the
original stock, by the masses, as enabling them to attain an ideal
dimly seen in the distance. A real musician cannot therefore
afford to ignore the aspirations of the people at large, fly at a
tangent and poch-pooh the technique of his age which is the
natural growth of years and sometimes of centuries and to which
he is tied and bound, whether he wills it or not.

It is, however, true that, oft and on, a genius like Thi4gardja
arises and gives his countrymen not only a summary of the music
of the past but also a progsamme for the music of the future. In
that sense, he may be said to Have interfered with, and even
changed or modified, the musical technique of his age. Such a
rare exception is due to the fact that the particular ¢ genius’ has
had the intuition to see and realise that all the possibilities of the
code of convention, prevailing 1n his time, had been exhausted ;
that  the orange had been sucked dry’; that the period, in which
he happened to live, had come to a natural end ; and that he had
been impelled to inaugurate a fresh period, in which the new
formula of music arose, as it were, from the ashes of the old.

To sum up: The musicians of a particular age stick, under
ordinary circumstances, to the technique of that age. Extraordi-
nary circumstances occasionally arise when a new age sets in
with a new technique of music. Both the techniques—old and
new—struggle, for a while, after which the old dies and the new
flourishes, till a still newer age brings with it its own newer
technique to supplant it. In all these cases of succession, the
struggle between the old and the new techniques lasts only during
the transition-periods.

It is this inevitable struggle that goes by the name of *the
conflict of musical views’ which, in the nature of things, does
arise from time to time.

The same truth Mr. Bhatkhandé expressed at Lucknow in
another way: ‘Qur music has undergone changes, from time to
time, according to the tastes of the different ages. We find the
system propounded in Sangitharatnikara of Sharngadév is a con-
siderable advance on that described in Bharata's Ndfyd Sdstra,
being more exhaustive, more scientific, and expressive of greater
national culture. A mere glance at Lochana, Pundarika, Hridaya

3
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Narayana, Ahébala, and Srinivasa will be enough to show us that
the systems of music propounded by them mark a still farther
advance and that they considerably differ from the systems
appearing in Nédfya Sdstra and Ratnikara. We ourselves are in
the twentieth century and the system of music, now in vogue, has
left the other systems far behind.’ *

We are, at this stage, tempted to inquire whether RAmamatya
recognised the progressive nature of music and whether he
enunciated, in his work, any principle of guidance, wherewith he

" could emphasise the importance of such recognition. A study of
Svaramélakalinidhi enables us to answer both the questions in the
affirmative. The principle of guidance, spoken of, has already
been referred to, though in another connection, but can bear
repetition ; and it runs as follows: ¢ The various stages of musical
progress are not the inventions of the learned few imposed on, and
adopted by, the unlearned many; but, rather, a summing-up and
organisation by the former of those practices and usages at which
the latter had arrived by instinct.’

The idea, conveyed hereby, Shirngadév first put, in his own
way, thus: ¢ The learned men are of opinion that the Science
follows the Art and must respect the current practice. If any
discrepancy arises between the two, the proper procedure is
to interpret the science in such a way as it can be reconciled with
the practice.’? But, unfortunately, he relegated this principle
almost to the end—to the sixth chapter—of his work and
made it appear as a mere suggestion for any one to take it
for what it was worth.

Ramamatya, however, brought it to the forefront of his hook
and laid such an emphatic stress on it that it developed in his

Y Vide the Repori of the #ih All-India Music Confevence of Lucknow,
page 117,

One wo1d of caution is here necessaty. The changes, referred to, are
in connection with the superstructure of Indian Music, while its foundation
or basic principle remains as constant as ever. It 1s, i fact, this dasw
principle that distinguishes the Indian system from all other systems of
music.

' ¢t ougr et mieedarkt gead |
TeARRaTaRE TSte AuRadr |

Sangitharatnikara.
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hands into a star-like maxim for all future writers to follow. Here
is what he wrote on the point: ¢ The Géndkharva-music is ever
employed in conformity with the (inflexible) rules of its theory.
But if the violation of those theoretical rules, inflexible though, do
not léad™to any absurdity ; and if, again, the contravention of any
of the rules of practice does not give pleasure, but jars, to
the ear; then, the practice of music shall be preferred to its heory.
And it is in conformity with the ¢practical’ rules of music
(as opposed to its ¢theoretical’ ones) that the Gdnra-music
prevails. In his chapter on /zstruments, Shairngadév, well-versed
in music-lore, argued that the practice of music was more impor-
tant than its theory.’! .

If Sharngadév originated this principle, which may—for
future guidance—be called ¢the Principle of Laksiya’; if, again,
RéamaAmatya elaborated and developed it into a maxim; Pundarika
Vittala chose to condense it into an aphorismic form, namely :—

RN T ey !
(Science only follows Art , isn’t 1t ?)

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

Before so doing, we shall first get to know which system of
music he took up for study. Even a cursory glance at his work
will show that he referred only to Shirngadév’s system of music
and made it clear that he wanted to modify and bring that system
alone in line with the condition of his own times.

The reason is not far to seek. Almost all the musical works
that are now coming into prominence, such asforinstance, Sadriga-
chandrédays, Rigavilddha, Sengithadarpana, Sangithasudha,

' ga wRREREA T §Rgead |
g3 wenqRE® wardr 9 fed o
qEA @auNEE a9 § BEHWITRY |
qReiiser @rTe @ A9 A |
AEBRINART WA Fep wASA !
gag et arggRor |

AR wegwaEe qrrad s fgam )
Svaramélakalinidhi,
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Chathurdandiprakasika, Sangithapiviiitha, Sangithasdvémritha,
Nagmut-es-Asphi, Sangithakalpadvuma, and Lakshyasangitho—
all these works came successively one after another, but mark !
only after the time of Swvaremélokalinidii. And Ramamitya
had no other work to criticise before him than Shirngadév’s
Sangitharatnikara.

No doubt, Bharata’s Ndfya Séséra and Narada’s Saengitha-
makaranda had been in existence long before Sangitharatnikara.
But, evidently, Ramamatya dz2 not mind the former and coxld not
mind the latter. For, the one lay involved in a debris at Gadwal,
till Mrs. Ananthakrishna Sastri discovered it in 1919 and brought
it to the light of the day, while, the other was a treatise more on
dramaturgy than on music.

Could, then, Léchanakavi’s Régatarangini have come to his
notice? We have no definite answer to give. For, the date of
Régatarangini is uncertain, inasmuch as its colophon points to
the twelfth century, while its reference to Vidyapati points to the
fourteenth century and even later. Even assuming that the book
was before him, we can easily conjecture that he should have
brushed it aside; for, it was an out-and-out North Indian book
and dealt with the Aindustani music.

Hence Ramimétya looked, for guidance. to none else
than Shirngadév and even averred® that he would, like his own
chosen guide, make the Principle of Lakshya the chief thing in
his book. And he d7d make his averment good. Let us see
how,

The first point of conflict between Sharngadév and Rama-
mitya was with reference to the Swdla-Vikrithis svaras. At any
rate, both of them agreed with regard to the Swd/ae-svaras and
allocated them, alike, thus ;—

A o7 gAY SSE: GEEOETEr wE:
R AT AT § A
o gEgyat g Faar feufee o

arfid g faeg: earsgfaftas) alge: !
Svaramélakaldndhi.

1Ct. TENIERISEIAE T GRS U |
Svaramélakalinidt,



INTRODUCTION xxi

B. §I0TEd e geNg i |
eTEaEd uaras g fad: |
SIS IRIECITURT-2 (Bl H
gAY fearat weasy =qsfa: o
gaifaEge| wraEasd s |
FaEeatat daatagfiea: |
sigrereaEt frae) feyfea: |
qeRfdzar fftarar fulwsagar wa |
Sangitharatndkara,
The idea conveyed by both A and B, quoted above, is the
same and may be stated thus :—
¢ The svaras arise from the srutis in such a way that Shadja
takes zhe 4tk sruti of the Vina, Rishabha #ke 7k, Gandhira z4e
9th, Madhyama #4e r3¢4, Panchama #ke r7th, Dhaivatha ke 2084,
and Nishada t4e 22nd.
The Swudka-svaras, which were common between Shiarngadév
and Ramamitya, may be tabulated thus :—

Number of

Srutis Sudha-Svaras.

e sa 1

Ga

20————— Dha

(F16. 3)
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As regards the Vikwvitha-svaras, both Shiarngadév and
Ramamatya dzjfered from each other. While Sharngadév presented
to us so many as twelve Vikritha-svaras, Ramimitya found, i»
actual practuwe, only seven. He therefore recognised only those
seven and left out the remaining five. -

Sharngadév worked up his twelve Vikritha-svaras thus :—
¢ The twelve Vikritha Svaras are explained. The four-srutied
Shadja becomes two-srutied Vikrithas, namely, Chyutha Sz and
Achyutha Sé. When M: takes the Kaisiki sruti, it is Chyutha;
but when it takes the Kakali sruti, it is Achyutha. That Rishabha
which is four-srutis from Chyutha Pz is regarded as a Vikritha.
Giandhira is declared by Sharngadév t fall into two divisions,
three-srutied Sadhirana and four-srutied Anthara. Madhyama,
like Shadja, falls into two divisions viz., Chyutha and Achyutha.
Panchama of Madhyamagrama is three-srutied and has one more
variety, namely, four-srutied Kaisiki Pz. Dhaivatha, in Madhya-
magrami, becomes a four-srutied Vikritha. The three-srutied
Nishada and the four-srutied Nishdda are treated of as Vikrithas
of Se and named Kaisiki Vz and Kikali V7 respectively.’ !

't q qa fzaen gay ahakarn
A T gestt fegfafdady wag |
QT e e 9 Tad
qreand) giE srgs: giwdr aar
ey ety aga fedt vdq
g Tagfy: wream ag:gfe |
wFarR 5T agd) &) frgga avfaal i
AEOH: (T EENSFATATROT ST |
qaar Aegwd fmf: R gA: 0
meaneg gl Wy wq: gl fan
Gaay Aegnmd frga: =gl
& o FadE 9 fauafaadgh: )
wdf fed A grfafa gram wan: o

Sangitharatnikara.
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On the other hand, Raméamatya worked up his seven Vikritha-
svaras thus :—

¢ How is it that only seven Vifr»itha-svaras are given here,
while Sharngadév mentioned, in his Raindkara, so many as
twelve * It is true that, from the theoretical point of view, the
number twelve may be desirable. But, w2 actual practice, that is,
according to the primciple of Lakshya, there are only seven
Vikvitha-svaras different from the seven Swudka-svaras. If
the basic notes are left out, there does arise a difference in
sound, as regards the remaining five Vikritha-svaras. But if they
(the basic notes) are retained, the said difference disappears in
practice, though not in theory, by the process of taking the
preceding—but not the next preceding—srutis. I shalltell you
how. Ackyutha-Shadse does not differ from Sudha-Skadie;
nor does Achyutha-Madhyama differ from Swudha-Madhyama.
Again, Vikritha-Rishabha does not differ from Swudha-Rishabhe,
nor does Vikrvitha-Dhatvathe differ from Swdha-Dhaivatha.
Further again, Vikritha-Panchama which is taken from Madh-
yama-Sruti does not surely differ from the other Vikritha-
Panchama., Hence under the category of the above-mentioned
fourteen (Sudha-Vikritha) svaras, no separate mention was made
of these five svaras, inasmuch as they had effected a merger,
as indicated above. We shall enunciate the seven Vi#itha-svaras
by mentioning their names :—

(1) Chyutha Shadja

(2) Chyutha Madhyama

(3) Chyutha Panchama

(4) Sadhirana Gandhira

(5) Anthara Gindhéra

(6) Kaisiki Nishada
and () Kikali Nishada.

Chyutha Shadja is the name given to that S/kadja which gives
up its own fourth sruti and takes the third one. The same rule
applies equally to Chyutha Madhyama and Chyutha Panchama.
When Swudha-Madhyame takes the first Géndhidrva-sruti, it is
called SédAdrana-Gindhdra, but when the same Sudia-Madryama
takes the second Géndidira-sruti, it goes by the name of Anttara
Géndhdra. When, again, Sudha-Shadja takes the first Nuskdda-
sruti, it is called (by expert musicians) Kazsike Nishide ; but when
the same Sud/a-Shadja takes the second Niskida-sruti, it goes by
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the name of Kdkali Nishida. Thus, the seven Vikritha-svaras
have been described.’?

'Ot @R argRa fiwn e
gragwn: o d d gfa sfane |
qY SRV WY FEAARASI |
TR A FETTRE Bl 1
g g e |
gl qRfaemt eyt fsaleg o
g T Anfaasn |
afy wguadr ¥ qafmsfadad: o
e fafrgengra Y 7 fagd |
F 7 WZ 30y S saged fissad
TEICTEHE TS d9 FiwR |
sy wen: gEreRawE fagt wly o
ggdare famafed & ggomda
fagd Saa: geresartead 1
mgRggaER faga: T u: |
amfigasa mmganga o
TeMEgATEd afheas e |
SRR TR TR T |
gt faEaET @ GRal wan =aEe |
T AEERAT ARG GEHEr |
ERRETOTGRSTT=gR g9y |1
e sy etz |
fear st @t agsh gar gftm )
A e R |
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We closely trod in the footsteps of both Shirngadév and
Ré4mamatya, only to correctly formulate the following table and
rightly determine their respective Sudka-Vikritha Svaras :—

qd GUEHE AR |
EE HeAHEAd e g o
q GERITIAHRISTRIFR 393 |

qr Renued Peed Ylagarara: |
vt gEaeser fagawghi e
g s fwferees: sfer Daafaf o
faarg: geugeR Feq Segioad |
g Esfe: wrd gty st )

4 2 4
Vikritha-S
Nug;ber Sudha- e varas RaAmAmAitya’'s special
Srutis Svaras . Shaingaddv | RAmAmAtya. Nomenclature.
1 Kaisiki V2 Kaisiki Nz Shatsrut1 Dia
2 Kakali Vz Kakilit V:z
3 Chyutha Sa Chyutha Sa Chyuthashadja V2
4 Sa. Achyutha Sz
5 »
6 .
7 Ri. Vikritha Rz
8
9 Ga. Panchasrut1 £z
10 SAdhirana Ga | SAdhArana Ga| Shatsruti Kz
11 Anthara Ga Anthara Ga
12 Chyutha Ma Chyutha Mz | Chyuthamadhyama Ga
13 Ma, Achyutha Ma
14
15
Vikritha Pa
16 Kaisiki Pa Chyutha Pa Chyuthapanchama Ma
17 Pa.
18
19
20 Dha. Vikritha Dka
21
22 Ni. Panchasruti Dia
(F1c. 4.) !

Svaramélakalinidhi,
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The fourth column of Fig. 4, namely, ¢ RAmamatya’s special
Nomenclature’ was drawn with the help of the following verses
in the text:—

SAZTERSAT 95T TAYITARA. |
AFa o fagaetagd |
sgagsse SxasfafameeT ®ifHa: |
wrasg et qeg fdhd |
weeg Aenen{n FEIaRET: |
=oaReRTFERE Rt BRad W |
SIATEAATE SR ATHGI |
st swad QisaegmmEAmga: |
wed § FalaggIraRETANAT |
fora: Refasearia: smgEewrEa:
| SR e SRaar I |
eRaIAgRa: MRl eyl |
3 ggfaraen eqr 99 arfeqa: |
wyrEERe: 9 wEyfidaa: o

ek foertarger end fgf Saa: |
ey wfuasenfes sesgfEaa: 1

Having learnt the points of agreement and disagreement
between Shirngadév and Ramémitya with regard to the SuwaZa-
Vikritha svaras and having noted that, in all cases of disagree-
ment, Ramamatya invariably invoked the help of the principle of

L ¢Tn fulfilment of a usage, I shall now mention a few different nomen-~
clatures to some of these 14 Svaras obtaining elsewhere. On account of its
identity with Nishida, Chyutha Shadja is also called Chywihd Shadié Nishéda,
On account of its identity with Gédndhira, Chyutha Madhyama is also called
Chyutha Meadhyama Gandhira On account of its identity with Madhyama,
Chyutha Panchama is also called Chyutha Panchama Madhyama. Inasmuch
as R1shabk{a 18, w2 practice, known to identify itself with Sudha Gandhara, the
latter 1s algo- called Panchasruii Rishabha When however, Rishabha identi-
fies itself with Sadharana Gandhaia, that (S8dharlna Gandhara) 1s, 2z praciuce,
also called Skazsivutr Rishabha, ILikewise, when Dhaivatha identifies itself
with Suddha Nishada, that Sudha Nishida 1s called Panckasruts Dhaivatha
but when 1t identifie s With Katsik: Nishida, that Kaigiki Nishdda is called

Shatsruti Dharvata.
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Lakshya ; we shall now proceed to deal with the next question
which happens to be five-fold .—
(1) Why weie the Sudha-Vikritha svaras so-called ?
(2) Wheiein lay their importance ?
(3) Are they extant to-day ? If not, why not?
(4) What, if any, are their modern proto-types?
and (5) What part, if at all, do they now play mn actual practice ?
These five questions we shall now consider.
First, why were the Sud/ka-Vikritha Svaras so called?
No doubt, the time-honored verse, transmitted to us from
author to author, namely—

AATATAY AT |
g & fugmd T Rawdad |

sums up ‘the Rule of the ancient .Swd/ae-Svaras,’” according to
which the seven Sud/a-Svaras were Se, Re, Ga, Ma, Pa, Dka, Nz,
made up—as they were—of 4, 3, 2, 4, 4, 3, 2, srutis respectively.
Or, as Ramamitya would have 1t, out of the 22 srutis, numbers
4, 7, 9, 13, 17, 20, 22 were alone spoken of as Swd/a-svaras; and
they were technically called Sa, R: Ga, Ma, Pa, Dkha, Ni,
respectively.! All other numbers were called Viéritha-Svaras,
of which Ra4méimatya chose seven.

But the question is: How did the Sudha-svaras, mentioned
above, come to be called Sud/a-svaras?

One explanation is that those seven svaras—which {ormed,
as they even now form, the scale of Simaginam—were called
Swudka-svaras, because they were used in singing the pure music of
Sima-Véda.

There seems, here, to be a confusion of ideas. What did
the ¢ pure’ music of Sima-Vé&da indicate-—the purity of the
music or of the sentiment expressed thereby? If the former,
what was the standard? But, if the latter, what connection was
there between musical notes and Vedic sentiments ?

Another explanation Mr. E. Clements attempted to give.
The ancient text-books on music took the Vina-point of view ;2
and almost all the ancient terms of music were derived from
stringed instruments with frets, which gave a series of semitones

1 ide F1g 3, page xxi.
¢t gsq%ﬁ\xm NurgrmeTe FaQan  Svaramélakalinidhi,
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up to a certain point and, then, a scale of tones and semitones.
This latter scale (of tones and semitones) was, in the normal
position of the frets, known as the Swud/a-Scale and the notes it
comprised were called Szd/a-Svaras,?

The following tabular statement? of Mr. Bulwant Trimkeck—
seems to strengthen the position of Mr. Clements :—

Svaras Intervals Srutis
Sa 53 4
R1 4:16 3
Ga 2:3 2
Ma 39 4
Pa 312" 4
Dha 312 3
N1 15 2
(F16. 5)

¢ How delicate and accurate,” remarked Mr. Trimbuck, ‘must
have been the organs of hearing of the Aryans, when they could
reach so near the truth, unassisted by the paraphernalia of
the modern science !’

As between these explanations, there emerges a truth that a
Svara, according to our ancients, was called Swdiae, when it
remained in its appointed position and was made up of the exact
number of srutis assigned to it; that, when it left off any of its
srutis or took any sruti from its preceding or succeeding note,
it became a Vikritha-Svara ; and that, sometimes, a Swdkae-svara,
though it retained its own seat, lost its Sud4a-character and
became a Vikritha, when it lost any of its own srutis and was
thus reduced in value.

Finally, just as in Western Music, though a scale may be
formed in more ways than one, namely :

NI A
o1ELELLE
o1ph L1 L
SRS SR O

t Cf. Ragas of Tanjore, page 15.
2 Vide Hindu Music, page 15,
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yet, the first scale alone is held to be important and ever brought
into the forefront for any kind of musical discussion ; so too, in
Indian Music, from amidst a variety of its scales, the Sudka-Scale
alone was considered to be important and was, in fact, constituted
-e~be the basis of the ancient Indian musical system.
‘ Secondly, we shall determine the importance of the Sudia-
svaras and of the Swd/a-scale formed thereby. I may state it, as
a general rule, that just as a tourist, on entering a new country,
finds it convenient, nay, necessary to study its language with a
view to understand the real nature of that country; so too, a
music-student, on opening any one of our ancient books on music,
finds 1t convenient, nay, necessary to study the Zerms or phraseo-
logy employed therein, wifh a view to understand the real nature
of the Riga System which 1ts author finally built. A mere
glance at those texts will show that one and all their authors
spoke of their Réagas only in terms of Szdka-svaras and also
employed therein the Sudiia-Vikritha phraseology. Take, for
instance, S#irdga, of which Ramamitya wrote :(—* The Méla of
Srivdga consists of these seven svaras, namely, Swdia Sa,
Panchasruti R:, Sidkhirana Ga, Sudhe Me, Sudia Pa, Pancha-
svuti Dha and Kaisiki Ni.2  Surely, none could understand this
kind of description without a previous knowledge of the meaning
of the terms employed therein. Hence, the Swdha-Vitritha
Svaras of our ancient authors formed, as it were, a key to open,
and see for ourselves, the rich treasures of their musical systems.
Are those ancient Swdha-Vikritha Svaras extant to-day? If
not, why not? What, if any, are their modern prototypes? What
part, if at all, do they now play in actual practice?

1 Raga was, as it even now is, the soul of Indian Music. ‘The Srutss,
the Swaras, and even the Mélas form so many means, while the Régas alone
form the end. Even the compositions and their various types are so many
Réga-manifestatrons, perhaps with the additional elements of rhythm and
poetry. Hence the determination of the Rdgas and their Lakshanas forms
the main, if not the sole, portion of our musical system.

2 Cf YEACIISYT gEgaaaa] aq:qu |
RCEHEROMFEN: FE) AnEa) o
qmyfataae & Rrared fge: 1

qd: gHERdH: AT § Aea:
Svaramélakaldnidki,
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These questions may be grouped together and discussed as
such.

Now, the ancient Swdka-Vikritha Svaras are zof extant
to-day. Because, according to Mr. Clements’s opinion, they had
been looked at only from the Vina-point of view, while- thess
modern prototypes have had an entirely different principle to
stand upon, because the ancient Swdia-Vikritha system was
based upon Bharata Matha which had ¢ Dha’ for keynote, while
its modern prototype has been based on Hanumanta Matha which
has ¢ Sa’ for keynote ; because, in Bharata Matha, the frets were so
moved and adjusted as to give the exact scale required, while, in
Hanumanta Matha, the increase of tension is one of the chief
means of getting the right notes ; and fastly because the Swdia-
Vikritha system allowed itself to be differently interpreted, while
its modern prototype has only one interpietation to view it with.

The last reason requires explanation. Three different
authors, Ramamatya, Ahdbala, and Bhitkhandé, chose the same
Sudha-Svaras, from Fig. 3, for their Sud/a-scales and, yet, arrived
at three different Rdgas, viz., Mukhari, Kaphi, and Bildval which
are said to respectively correspond to Kanakangi, Kharaharapriya
and Sankarabharanam of the Carnatic Music.?

A question, at once, arises as to why the self-same Sudha-
scale, formed out of Sz (4th sruti), Rz (7th), Ga (9th), Ma (13th),
Pa (17th), Dha (20th), and Vi (22nd) gave rise to three different
Régas.

Mr. D. K. Joshi made an attempt to answer it and observed :
«Suppose a man in Bombay buys a seer of sugar and a man
in Poona buys a seer of sugar; they will find that the quantities
of sugar, though identical in having the name ses7, in each case

+ Cf. gAY WY AEde s |
T8 qaa?{% wawe gfa: |
qrda soaferan grom: EAes: |
FASTEIE G FoieRagioed: 1
adq = saafiger gade: garfaa: |
o garer mRvae Kafed: I
fegenfaggat giurafandard |

eRrRoTET e E: ghifaa: |
Lakshya Sangltha.
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differed in their weight—Bombay seer weighing 28 Tolas and
Poona seer 76 Tolas. If the quantities of sugar differed in their
value or weight, why should they be identical in having the same
name seer? The answer to this question is sure to satisfy the
" wuestion guggested in our case. And I think the answer, in both
the cases, is one and the same. It is Convention’.!

Apart from the vibrational values? which Mr. Joshi gave each
of the Sud/a-Svaras of each of the three authors he selected, the
analogy, that he took, seems to be a little unhappy and does not,
I fear, strengthen his position. In the case of seers, there is a
clear difference, according to Mr. Joshi, of 48 Tolas between
Bombay and Poona. Even in South India, there is a wide
difference, in quantity, between  the measures of Madras and
Coimbatore. Whereas, in the seer or measure, there is the same-
ness only in name but not in quantity; in the Swdia-Scale, there
was the sameness not only in name but also in quantity. For,
whether the Riga that emanated was Kanakangi, Kharaharapriya,
or Sankardbharanam, the original stock of the Sud/ae-Scale gave
Sa, R, Ga, Ma, Pa, Dha, Nt respectively srutis 4, 3, 2, 4, 4, 3, 2.
Unless, therefore, the 4th sruti—to take one for example—does
not mean only the 4th sruti but also anything above or below, no
clue presents itself to explain why three different Ragas were said
to emanate from one and the same Swd/a-Scale.

From all standpoints of view, the ancient theory of .Sudka-
Scale was given up, as being practically useless for the modern
requirements.

To-day there is no scale, called Swd/a-Scale, unless the first
Méla of Venkatamakhi’s System counts for such, Even that first
Méla (Kanakangi), had to give way to Purandra Das’s Mdyd-
mélovagowla which the very Ramamitya proclaimed in his book,
as ‘the best of all Ragas’.

Of this ¢ Mayamailavagowla,” Mr. Clements remarked: ¢1I
am not in favour of Sankaradbharanam as the Swd4a-Scale. Un-
scientific writers put Bihag in the same family. We do not want
any ambiguity in our Sud/ka-Scale. Mayimalavagowla is entirely

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

2 Mr., BE. Clements questions the correctness of Mr. Joshi’s * vibra-
tional values,’ 1n his Kagas of Hindustan, vol, I1, page 37
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free from this defect. Further, to adopt the Mayimélavagowla-
scale as the Sudha-Scale does no violence to the feelings of the
musicians.*  Here came Mr. A. H. Fox Strangways, as it were,
to help Mr. Clements and observed *Miydmdilavagowla only
developed from Mukldr: by way of modal shift of tonic, as in e
case of the modern Greek Scale.? And here, agam, Mr.
H. A. Popley amplified that the modal shift of tonic was made by
one semitone higher and, having illustrated his point by the

following diagram
MAayamalavagowla

F(ilD'bEFGA”b}lSC{

Mukbar: (Kanakang)
(FiG. 6)
wrote, by way of explanation,—* B to B form Mukhariand Cto C
is Maydmailovagowla’ .’

All the three, I fear, overshot the mark, inasmuch as the
Mubhiri of the above Fig. 6 points only to Kharakavapriya
wherein alone Ge (D) and Nz (A) are Kémal or flat and surely
not to Kanakdng:, wherein Gz and V7 are really conspicuous by
their absence, though &7 Thivra and D4z Thivra are made to
falsely personate them.

The trend of the modern view is that, while Bi/dvdl is the
Sudka-Scale of North India, Miydmdiavagowla is that of South
India. But, be it noted, that neither of them is the Suzdka-Scale
in the sense in which our ancient writers held, viz, that its seven
svaras had their respective sruti numbers 4, 7, 9, 13, 17, 20 and
22, but that the elementary songs have been traditionally taught
to the children in those Rdgds. Such traditional teaching began,
at first, as a matter of convenience or, better, inclination; but,
then, it took root by force of habit.*

Now, though the old seven Swdiae-Svaras and the Swdka-
Scale formed therebyhave, doubtless, become obsolete; yet, we have

¥ Vide Mr. Clements’s Ragas of Tanjore, p. 15.

% Iide Mr. Fox Strangways's Music of Hindostan, p. 120.

3 Vide Mr. Popley’s Music of Indiz, p. 43.

* Tt may be that Purandra Das wanted that the beginners of music
ghould not be troubled with the controversial svaras (Rz, or Sudha Ga),
(Ga, or Shatsruti Rz), (Dka, or Sudha &), and (Vz, or Shatsruti Dke) but
should be confined, at the outset, only to the non-controversial svaras (R,
and Ga,) (Dha, and Nz,) and also Sudha Ma.
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now Sz and Pa as Sudia (or better, Prakrithi) Svaras, inasmuch
as they are fixed or admit of no varieties at all; while &7, Ga, Ma,
Dha, Nz are Vikritha-Svaras, inasmuch as each of them admits of
twol clear varieties, vsz, Kdmal and T/ivra, that is, flat and sharp.
These modern \Sud/ia-Vikritha Svaras, twelve? in number, may
be tabulated thus :—

I | | | | |
~ 7 =38 =9 — 10 — 11 — 12
(Fic 7)

And, again, these modern Swdia-Vikritha Svaras enable us
to formulate, according to the Principle of Lakskya, the following
working scheme which may be styled Laghumélakartha (?srqma?)

as distinguished from the Brihanmblokartha (a"qaeﬁ"ﬁ) of Ven-
katamakhi :—

I | | ! |
| | | | [ ] | | |
Sa 1711 I;lii2 Gla,_ G’-az 1\4!'211 Ma, @ Dha, Dha, Ni; Ni,
2 3 4 5 6

L8 o | 2
a.-d Q ® g.E
TEE EAPER
a g : Z Poorva Mélas. Svaras. Uthara Mélas. E -E g 5
SHE 3 1853
"5 | 8 § 55"

> (% % | >

!
8 1 { T8di S R,|G, (M| P|D,[N,!| Bhavapriya 17| 44
9 2 Dhenuka S R,|G, M| PID,N,| Subhapanthuvarili | 18 | 45

10 3 | Natakapriya SIR,|G4|M| P|D, N, Shadwdhamérgml 19| 46

11 4 | Kbkilapriya . S [Ry{G4|M| P|D,|N,| Svarndngi 201 47

14 5 Vakulabharanam S |Ry|Ga|M| P D, [N, Namanarayani 211 50

15 6 Mayama]avagowla S IR, |G;|M| P|D,|N, Kamavardham 22| 51

16 7 Chakravaka wee [ S |Ry|G, M| P|D,|N,! Reémapriya Lol 230 52

17 8 | Suryakéntha S |R,|Go|M| PIDyN,| Gamanapriya .,| 24| 53

20 9 | Natabhairavi SR [GyM| P|DyN,| Shanmukhapriya., | 25| 56

21 | 10 | Girvani o | S|R |G IM| P DN, Sxmhéndramadhya 26 | 57

22 | 11 | Kbaraharapriya S|R |G;M| P|D,IN,| H8mavathi 27| 58

23 | 12 | Gowrimandhari .. ES R |G;|M| P |Dy|N,| Dharmavathi | 281 59

26 |13 Charukési S|Rp[Ge| M| P |D,|Ny Rishabhapriya .. | 29| 62

27 | 14 | Saraséingl S1R,|G, M| P |D,|N, Lats.ngl . 13| 63

28 |15 Harikambhﬁjx o |5 [Re|G,|M| P ID,IN,| VAchaspathi . |31 64

29 | 16 | Sankardbharanam. |S |Ry|G,|M| P |D,|N,| Méchakalydni . | 32| 65

(F1c. 8)

+ 1 A third variety is added by Venkatamakhi.

* CL.3RY YRiagar v qey sifaar: |
Chathurdand: Prakdsikd.
5
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In order to be able to compare the AMézs of Fig. 8 with
those of Ramamatya, it is desirable that we should, first, know
how Fig. 8 was worked up and, secondly, Jearn how the Mé/as of
Svaramélakalinidhi were formulated. .

Now, Rz and Ga may be combined in four diffefent ways,
vz, (1) Ri; and Ga, (2) R1; and Ga, (3) Ri, and Ga, and (4) Ri,
and Ga,. Similarly D/Ze and N7 may be combined in four
different ways. By tacking the four vareties of D/a and N7 to
each of the four varieties of Az and Ga, we have sixteen varieties
of Ri, Ga, Dia, and Ni. These sixteen varieties, when further
manipulated with the two varieties of /a, yield thirty-two! work-
ing Mélns, for which see Fig. 8, where it will be seen that Mé/as
1 to 16 are Sudha-Madhyama or Poorva AMélas, while Mélas 17 to
32 are Prathi-Madhyama or Uthara Mélas.

Ramamdtya, on the other hand, merely specified the names
of his Twenty Mélas and stopped with explaining theli character-
istics. Here is what he wrote :—

e gaud qangay: FRodsEAT |
gy wHe] wElAs il |
oY MeAlew A ANTHER: |
gRgAERTe w9 Frdwde = |

PEUAGRIMST ARGHT: |
Ho: aRelioe JeRAe A |

aedNeEg AETATRAT 93|

o ggavedrs Ufmee dod: |
agrav e Qlag: gaariia: |
RENERT §TH AR

1 Bven the Kualapayadi-Sankkya seems to point to 32 as being the
original number of the prime-Rdgas (or Mélas); inasmuch as Re ()
represents 2, and Ga (37) represents 3, and therefore Riga (IRT) represents,
according to the said formula, 32.
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N - ALN A
q®: gl aTae Hed; |
gracaqTAR S SedSNaEa: |

vy ffmfRag o

And,continued Ramamaitya :~—

N . -
AT FPUTE |

ygdmEtgnT FEaReR W 1
In this way Rimamatya went on. Evidently he did not care to
deduce his twenty Mélas from any kind of principles, but perhaps
recorded such of the Mé/as as were in vogue during his time.
Even in so doing, he happened to slip into a palpable mistake
of giving the same identical characteristics to two of his twenty
Mélas, viz., Saranganita and Kédirvagowla thus :—

Saranganita

Kédaragowla

EIQ%_IEZSW! gﬁqqmqnqwr 1
2

qy iy sgaweA fauesE |
SURASTATIEI CA: GEEAA: |
gREgAEASSd TamAd sfga: |

t RAmAmaitya characterises the
Mela of Sérangandia as consisting of
these seven swvaras, viz., Sudka Sa,
Panchasrutr R, Chyuthe Madhyama

Ga, Sudha Ma, Sudha Pa, Pancha-
sruti Dha, and Chyutha Skadra N

[
ETE AT qEHAT A |
AR T egaIg S A |
RariteRe: ErEy: guid: |

¢ The Méla of Kéddragowla con-
sists of these swvaras, viz, Swudha

Sa, Panchasiutr R, Chyutha Madkya-
ma Ga, Sudka Ma, Sudha Pa,
Panchasrutr Dha and Chyutha Shadia
Nz

(F16. 9)

The veriest tyro will not fail to note the identical sameness
in the characteristics of both the Mélas in Fig. 9. Inasmuch,
therefore, as Sdranganita and Kédéragowla merged, in point of

1 1 ghall now specify the names (of the Mélas) and then explain their
characteristics. Of all the Mélas, Mukkér: is the first. Other Mélas are as
follows :—Malavagowla, Sriviga, Sdranganita, Hindbla, Sudharimakriya,
Desékshi, Kannadagowla, Sudhanit, Ahart, Nidarimakriya, Sudhavarilz,
Rithigowla, Vasanthabhaivavi, Kéddragowla, Héjuyri, Simavardli, Révagup-
thi, Sdmantha, and Kambhdji. Thus there are twenty Mélas.’

2 ¢ And their characteristics are explained thus: the Méla of Mukhéri,
for instance, consists of seven Sudia-svaras’
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their characteristics, into one; how could Rimamaitya count
twenty different Mélas? Quickly, therefore, did Venkatamakhi
hasten to lash him on this vulnerable point and wrote :

EEHOAT FRGACFW AT |
gmadsnes Ao wafdaf me i’
v
Nor did Venkatamakhi stop here. But he proceeded to
attack Ramamdtya, using even rough language, on nme more
points. We shall deal with them, one by one, and place the
views, thereon, of both Rdmamatya and Venkatamakhi in juxta-
position i~
(1) As regards some derivatives of
“SRIRAGA MELA.

Rimamatya.—The Méla of Srirdga consists of these seven Swaras,
viz., Sudha Sa, Panchasvutr Ri, Sddhivana Ga, Sudkha Ma, Sudha Pa,
Panchasrutz Dha, and Kawsik: Ni. Then do I enumerate some of the
Rigas derived from this Méla, and they are:—S»irdge, Bhairavi, Gowli,
Dhanydsi, Sudhabhaivav:, Véldvali, Malavasri, Sankavdbhavanam, Andl,
Dévagandhdr:, and Madkyamids.'?

Venkatamakhi— You said that Bhairavi, Sankardbharanam, and Gowli
were deirived from Srirdga Mela. Inasmuch as Biairavi has Sudha Dha,
Sankardbharanam has Anthara Ga, and Gowl: has Kdkali N7, and inasmuch

1 Cf. :—* According to yourself (addressing RadmAmaAtya) SAranganita
and Kédaragowla merged into one Méla. How then could there be fwenty
Melas?’

P CL AN TP 8 R |
ETRYRANTAIRG: qE) AeowEAy |
eyl & ReEg areE: |
q: gEElgw: SN 9 Aew: |
arferne gaafa o werg 53
S F NS e g |
d@aer meas: qEmReNst 7 |

ARG Tanig meaur e |

gama satagm aegaraa: |
Svaramélakalénidks.
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as (the last mentioned) Gow/s may (rightly) be derived from Malavagowla,
how can you (dare to) say that these Rdgas were dertved from the
Méla of Srivdga? O! Ramal R4ma' Rdma!. How confused (is your
head) |11 2

(2) As regards some derivates of
“SUDHARAMAKRIVA MELA.

Rdmdmdiya.;‘ Some of the Rédgas derived from the Méla of Su-
dhardmakriya are — Sudharémakriya, Pid:, Ardvadés:, and Dipaka.’?

Venkatamakh:.—*Inasmuch as you (wrongly) said that Péd7 and Ardra-
dész were derived from Sudharédmakriya, and 1nasmuch as the truth 1s that
they were derived from the Méla of Gowla, O'! RAma, you have committed
a great s, to remove which, you should contemplate the name of (that
great) Rdma 2

et gar fi TERAT: EROAROEET |
e sfareEar Smear: |
qered F ggadATFaa @ |
RN T sFa g e |
gFRAREE MERmeE g |
st AreTeEnTRerEiaa: 1
qnrt gARast s FRAeR: |
F4 Tiereqd Ua W W aq A
Chathurdandiprakisika.
*cr. ggmmtrar wfeugg T Qo |
TGN YU NS T Hed |
Svaramélakaldnidki,
*Cf g waA YEUTRTH: |
R ER ITeaReFe WAtk iy 1
NG T THERTHT |

qreqiEs T 9 ufgg) deRest 1
Chathurdandiprakdsika.
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(3) As regaids the Méla of
$ KANNADAGOWLAS

Rimémitya.—* As between the characteristics of Désdkshi and Kan.
nadagowla, there 1s one pomnt of difference, viz., the latter (Kannadagowla)
has Kazstk: Nz, as practised by the experts (mstead of Chyuiha Shadia Nz
of Désékshi).’?

Venkatamakh:.—* The statement that Dé&adkshz, when 1t attaing Kazsikz
Ni, becomes Kuannadagowla leads to an absurdity The fact 1s that
Kannadagowla belongs to the Méla of Srirdga.’?

(4) Asregards
GHANTARAVA RAGA.

Rémbmitya~ Some of the Rigas deriwed from this Méla (of Kan-
nadagowla) are —Kanndagowla, Ghant@rava, Sudhabangdle, Chiyénita,
Turushka Tédr, Négadhvant, and Dévakriya.’®

Venkatamakhi—* The statement that Ghenidrave was derived from
Kannadagowla has involved you in a heinous sin, from which, O ! Rama,
you cannot escape even though you go (on a pilgrimage) to Ramasétu
(R&mésvaram). The fact is that Ghanidrava 1s derived from Bharravs.’t

' ct. ZmARTABET TR0l TgAEaY |
e FHeIoE awgarsia FET |

SR sgw swakhn
Svaramélakalénidhi.

' ct. SEne qEY & REae FYREY |
gr FRete: R twefmeEg |

FAteTlE: SRR 7 @ TR I
Chathurdandiprakésika,

* cr. feiey d@ dsrarnEstaET g3 )
O FASTISEEYT avEras | |
TEAGTS T SHAARG: [ |
aqr grerdareT | A gy |

gafrar gaarer v #fagaema: 1
Svaramélakaldnidhi.

‘¢ og sFeiey A8 grEd |
oy g O qRarAr ga o
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(5) As regards
« NADARAMARRIYVA.

Ramématya— The Méla of Nédardmakieya consists of these Swvaras,
viz., Sudha Sa, Sudha Rz, Sidhirvana Ga, Sudka Ma, Sudha Pa, Sudha
Dra, and Chyuiha Shadja N2t

Venkal@makhi— The statement that Nidarémakriya has Siadhbrana
Ga d1scloses’, O’! Rdma, your strange (that 1s, un-) fitness to hold the title
of Bayakira (or VAggéyakéra). The truth 1s that Ndédardmakriya has
Anthara Ga?

(6) As regards
$RITHIGOWLAS

Ramémdtya — The Méla of Rithigowla consists of these seven svaras,
viz., Sudha Sa, Sudha R:, Sudha Ga, Sudha Me, Sudha Pa, Panchasruts
Dha, and Kawsrkr Ni.’®

Venkatamakhe,— While RAmimAtya has spoken of Ruthigowla as a Méla
with Sudha Sa, Ri, Ga, Ma. Panchasrutr Dha, and Kaisiki Ni, the truth is
that Rzthegowla 1s (not a Mélz) but a Riga derived from the Méa of

Bhairavi.’ *

ge BaRTg v uned vl T
- » . ~
TEASGAA T GOIRE T |
Chathurdandipyakésika.
Yo gan wma T gargsfgs: )
graronsti wtar: @Tifa: gufEa: |

aruwERams: |
Svaramélakalénidhi.

"¢t gquE @ ARUTRRIA S, |
graroTeIER: g 3 awaa:
SqEaTErEaEgaty A |

qreva BrameT ardser iy |
Chathurdandips akdsika,

cr. g Gl v gas e |
& REFTEa R Eagw: eRe % |

g dfMeRs: g i
Svaramélakaldnidhi.

‘ot T DfTeTETTAS SEUT, |
g af: g gy !
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(7) As regards
« KEDARAGOWLA.

Riémémétya.—* The Mela of Kéddragowla consists of these Svaras, viz.,
Sudha Sa, Panchasruti Ri, Chyutha Madhyama Ga, Sudha Ma, Sudha Pa,
Panchasrutr Dha, and Chyutha Shadja Nt »

Venkatamakhr —* L feel sorry for your name (of Riamef; for, you
mustakenly placed Chyutha Shadja Niin the Méla of Kedcfmgowla The
right Swvara of the Méla is Kaistks Nz’ #

(8) As regards
« HEJUJJI’

Ramdémaétya.—* The Méla of Héjurre consists of these Svaras, viz., Sudha
Sa, Sudha Ri, Anthara Ga, Sudha Ma, Sua’/m Pa, Sudha Dha, and Kékal

N3
Venkatamakht—* It 15 stupid to place Kdkal: Ni in the Méla of
Héyugp ; for the right Svara of the Méla 1s Sudha Nz, +

# BrEnerfursas tathgaer |

FERASED IS 98 |
Chatlurdandiprakisiba.

of gEr AT aEga Sdudaal |
T RagaaS s Rara: |
SENeRs: wreiit: gafaa: |
Svaramélakalénidki,
' Ct. 79 RERNEEIAGE B |
wrysganeareate 1fy sy |
daeaTde qrerfa ag wnfhat g

ot & 98 sgwies
Chatkurdandiprakbsika,

*cf, gEt = yewied) gaer awEre |
NTIRSEgS FReareraEs: |

QARG RY TSATR WA |
Svaramélakaldnidki,
‘ ct. gTge @ TR ESSRERER |
HieweaTEd Ry e 3R aoga: o
ey sawlrae agfies: | ,
Chathurdandiprakésika,
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(9) As regards
« KAMBHOJII
Ramémétya— The Méla of Kdamblhdr: consists of these Swvaras, viz.,
Sudta Sa, Panchasrute Ri, Anthava Ga, Sudha Ma, Sudha Pa, Panchasruts
Dha, and Kdkalr N’ *

Venkalamakh: —¢ Does not even the maid-servant of a Vaintka know
that Kambhoii has Kaisikr (and not Kdkals) N1 ? ' 2

The reader will, at this stage, do well to guard himself
against entertaining any mistaken notion that Ramamatya was all
wrong or that Venkatamakh: was all right. He will further do
well to remember that, between Svaraméiokalinidie and Chathur-
dandiprakdsika, there elapsed a fu// century and a little more; that
the musical systems, worked out in both the books, must—on
account of the progresssve nature of the art—be necessarily
different from each other; and that some of the views of both the
authors might therefore be right and wrong—rsg/4¢ in their own
times, and w»o2g in other times.

Living, as I do, three centuries after Venkatamakhi who
insisted on having only Kaisiki Vs for Kdmbkéy:, 1 may repay the
author of Clhathurdandiprakisika in his own comn and retort:
¢ Does not even the cook of a Vainika know that the KdmbAds: of
the present day has not only Kaisiki Mz but also Kékali Mz, as in
the case of the phrase Sa-NVi-Pa-Dha-Sa?  Again, in your chapter
on Régas, you dared to write—

FideTRE: gorfeards afy afifa:®

From this heinous sin, O | Venkata, you cannot escape even
though you go on a pilgrimage to Tirupati, the abode of Lord
Venkateswara. For, whether your A@mbhds: corresponds to our

'CL WY wieweat ReY gy aur |

o) N 0 b
AT ATEE AR G FwEwE: |
Svaramélakalinidki.

1t wiSREE & BrgenaEs: |

gy &1 afa & Qorarfeat gegreafy
Chathurdandipr akésika.

8 Cf. Kambhoii Raga, though Sampurna, leaves out in the ascent Ma
and Nz,
6
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Kambhore or Harikémbhorn, Me is never left out, though Kémbhisi
leaves out Az i the ascent.’

Surely, then, Venkatamakhi threw stones at Ramamétya,
while himself was living 1n a glass-house ; ¥ and his strictures on
Svaramblakalinmdie are unjust, uncalled-fo1, and even offensive to
a degree.

Still, a Venkata may persist in 1eminding us as to why
Réamamatya, having meiged, into one, Sdrangandta and Kidira-
gowla, ventured to count twenty Mélas? This, as I said, is no
doubt a vulnerable point. But be it, at the same time, noted
that, during the long period of a full century, after which
Venkatamakhi criticised it, Heaven alone knows what changes or
modifications the manuscripts of Svaramélatalindie underwent in
the hands of different indifferent copyists and what sort of a
copy finally fell into our critic’s hands. Even assuming that
Ramimaitya committed the blunder attributed to him, I am
disposed to think that it is a matter only of a slip of the pen and
that he had no time to revise what he wrote. For, does not
Fig. 11 show that the Gralka, Amsa, and Nyisa, as well as the
time of singing, of both Séranganita and Kédiragowle are quite
different from each other?

I said that Ramamatya did not care to deduce his AZé/as from
any kind of grinciples but perhaps recorded such of the Mélas as
were in vogue during his time.

My view seems to be confirmed, when we note, that, at the
end of his fourth chapter on Méla, Ramamatya felt that, in actual
practice,? Anthara Gz and Kakali Vi were not only of very
small or occasional use but also were represented® by Chyutha

i Suiely, Venkatamakhi did live in a glass-house ; for, did he not
solemnly record, in his book, without any attempt on his part to inquire, a
mere hearsay-matter, which turned out to be altogether false? In

.
his Rdgaprakarana, he stated QIMEATAETIIET AT RLIAT: I, that is,

¢ Bharata and others say that Xdgaes are of ten kinds,” But in Bharata's
Nétya Séstra, there is no mention of the word Rige at all, much less of its
ten kinds!

2 That is, according to the Principle of Lakskya.

3 Cf. epaver = smrpenn Al gfafaf: g

S GEERLUICITCECECEIERIECHE
Svaramélakaldnidki.
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madhyama Gz and Chyuthapanchama /AV: respectively, and,
therefore, chose to reduce, as an alternative, his twenty—into
fifteen—AMélas, and also stated that the remaining five must be
deemed to be implied in the fifteen. To 1illustrate, Hejuyi
must be deemed to be implied in Vasanthabhairavi, Samavarali,
in Sudhavarili; Révagupthi, in Bowlr; Samantha, in Kannada-
gowla; and Kambhoj, in Saranganata.?

Further, the recognition of the theory of representatzon,
referred to, is tantamount to almost identifying Chyuthamadhyama
Ga and Chyuthashadja V: respectively with Anthara Ge and
Kikali Vz and also to driving, out of the field, one of the two
pairs of svaras, preferably the latter.

As regards Rigas, Ramamatya divided them into three kinds
~—Superior, Middhing, and Inferior. The ‘superior’ Rigas are
said to have been free from any kind of mixture and also suitable
for singing, composition, elaboration and for Taya, and they
were twenty in all. The ¢ middling’ Ragas were employed to
sing fragmentary portions of songs and were fifteen 1n all, while,
the ¢inferior’ Régas, plentiful though, were calculated to dazzle
(and not illumine) the masses and were [dis-] regarded as being
unsuitable for compositions.

These three divisions were once repeated by Sémanith in
his Rdégavibédha; but they disappeared from the time of
Venkatamakhi, with the result that they are unknown to, and
unrecognized by, the modern musicians. For, which musician of
to-day will reconcile himself to blackmark and taboo, for instance,
Sankaribharana—unless it be that it does not tally with our

t Ct QnoEEREy 1= AT |
TREAIENE S S fRe: |
9 grAuEE 49 9: SaRa: |
A e geavImER 9 ¢ |
dears Ao Sy WUAE A 1
78 sEeTior SN W |

UGS = S: el SHeE: |
1bzd,
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own—as an ‘inférior’, and therefore disregardable,

SVARAMBLAKALANIDHI

Raga as

Ramamaitya had done?
Let us now tabulate the Méla and Riga systems of
Réamamatya and make a closer study of his work.

L. Rémimdtya's ¢ Genus-Species’ System

el

S| Mélas—(20) Janya-Rigas—(64)
1| Mukhén Mukh#r and a few Grima Régas
[ (1) MAlavagowla (6) M&chabowl (11) Kurann
(2) Lalitha (7) Palamanjari (12) Kannadabangala
2| Malavagowla -2 (3) Bowl1 (v) Gundakriyn (13) Mangalakowsiha
| (4) Sourfishtra (9) Sindhuriimaknya (14) Malhar, etc,
L (5) Gurjarnt (10) Chiyagowla
[ Suiriga (5} Sudhabhairavi {9) Andoli
3| srurd (2) Bhairavi (6) V&lAvalh (10) Devagandhari
Tiraga 1(3) Gowli (7) Milavagr: (11) Madhyamad,
(4) Dhanydst (8) Sankardbharana ete,
. (1) SArangandta (4) Natanfrdyan: (7) Kunthalavardli
4/ SAranganita { (2) Savéri (5) Sudhavasantia {8) Bhinnashadja
(3) Salagabhairav:  (6) Purvagowla (9) Nérayani, ete,
5! Hind8l (1) Hinddl (2) Mirga Hinddl (3) Bhiipala, ste.
6| SudharAmakiiya | (1) Suddharimakriya (2) PAdi (3) Ardradési
(4) Dipaka
7| Désfkshi DésAkshi
(1) Kannadagowla  (4) Chéyanta (7) Dévakriya, ete.
8 Kannadagowla (2) Ghantirava, (5) Turushka-T86A
(3) Sudhabangiila  (6) Nigadhvani
9| Sudbanbta Sudhanita, etc.
10} Ahir Ahirl, ete
11} Nadar@makriya Nadardmakriya, ete.
12} Sudhavarali Sudhavardli, ete
13| Rithigowla Rithigowla, ete,
14 Vas&nthabhairavi (1) Vas§nthabhairavi (2) S&marﬁga, atc.
15| Rédaragowla (1) K&daragowla (2) Narayanagowla, ete.
16} Héjuyd Hé&iuyii and a few Grima Rigas
17| S&mavarali Sdmavaral do.
18/ Révagupthi Révagupthy do.
19| S&mantha Smantha, ete.
20| Kémbhoji Kambhon, ete,

(F1e. 10).
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I71. The Characteristics of a few of Rémdmditya's
Derwative Régas
@l g | a Reasons j >
2 RAgas Mé&las 'cfg ﬁ & g}f?nﬁ Rank for the g%
o Z s Rank 5
- =4
1j Lalitha MéAlava- | Sa| Sa| Sa| Fust Watch |S Sh| Pz omitted.
gowla of the Day
2! Bowh . Do Ma | Ma | Ma | First Half of |S Sh| Pz omitted. Ma
the Day omitted
3] Gurjarn Do Ri| R1| R1 | First Watch |S. Shj P& omitted in
of the Day. though re- |anothe:
tamned 1 | version.
descent.
4| Gundakriya Do Sa| Sa| Sa | Former Part|M Sh| DZe omitted
of the Day though re-
* tamed  at
times
5| Kannada- Do Ga | Ga|Ga | Mornmg ... |M. Sh| Rz omitted.
bangala
6| Malhar Do Dha/Dha|Dha) Day-Break (S O| Ge and M
omitted
7| SourAshtra Do Sa| Sa| Sa| Evening I S .
8| Bhatrav1 Sririga | Sa| Sa | Sa | Latter Partof [S 8
the Day
9| DhanyAst Do Sa| Sa{ Sa| Morning S O| R and Dia
omitted
10| Vélaval Do Dha|Dha/Dha| Day-Break (M S| 2z and Pa
omitted 1
descent
11] Sankara- Do. Sa| Sal Sa ? I. 8 e Resem-
bharana. bles
Saman-
N tha
12 Andol1 Do Pa| Pa| Pa ? I O] Ga and M
omitted
13| Madhyamddi.| Do Ma| Ma| Ma | LatterPartof M O | Rz and Dia
the Day omitted.
time,
14| Malavasr: ... 0 Sa| Sa| ? | Always S Sh
15[ SAvér: . | SAianga- |Dha/Dha/Dha| Day-Break [I O| Ga and M
néta omitted.
16| Sudha- Do, Sa| Sa| ? | Fourth Pait|S, Sh| Pz omitted
vasantha, of the Day though re-
tained m
descent.
17 Ll?.l'unnal-jl s Do Sal. | Sa{Always ..|I Sh|.Waomtted.
shadja.
18) Nar&yamn Do Ga | Ga | Ga | Morning M. S|Z& omitted
in descent
19/ Bhfipal Hmnddl | Sa| Sa| Sa | Morning M, Me ang Nz
onutted.
20{ Ghantirava Kannsida- Dha|DhajDhal Always I Sh| Ga omitted.
gowla
21| NAgadhvani Do Sa| Sa| Sa| Always I S ‘e
22| S8mariga .. |Vasantha-| Sa| Sa| Sa| Always I S |Sounds with
bhairavi Ma  nicely
1. Mandra
23| Pad: .. | Sudha- | Sa| Sa| Sa|Fourth Watch |M, Sh| Ge omitted.
ramakriya of the Day

(Fi6 12)
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IV, Rémimatya's 20 Mélas, interpreted in tevms of the
Modeyrn Mélas

N.B.~In this Figure 13, three points should be remembered .—
(1) Anthara Ga and Chyuthamadhyama Ge¢ should be deemed to be practically
1dentical , and so also, 1n the case of Kdkali Vz and Chyuthashadja Nz
(2) Panchasrut:1 £z and Dka should be deemed to be the modern Chathusrut:
Rz and Dia. ]
(3) Venkatamakhi’s Sudha and Shatsruti Svaras should be deemed to be
the same as RAmAamAtya’s.

5 Modern Mélas
-‘a Rémémé‘;t;:a’s
B Twenty Mélas Carnatic Hindustani
1 | Mukhari -» | Kanakang1
2 | Milavagowla .- | Maydmailavagowla .. | Bhaiiava.
3 | Srirdga . | Kharaharapriya ,,, | Kafi,
4 | SAranganita .. | Sankaribharana ... | Bildval,
5 | Hindbla ... | Nitabhamravi .. | Asivéri.
6 | SudharAmakriya ... | Kamavardhani ... | Poorvi
7 | Désakshi . | Soolini
8 | Kannadagowla ... | Vagadisvari .
9 | Sudhanita ... | Chalanita .
10 | Aburi oo | Girvani .
11 | Nadardmakriya . | Dhénuka .
12 | Sudhavaril e | JAlavarili
13 | Rithigowla ... | Vanaspathi ane
14 | Vasanthabhawavi .., | Vakulibharana
15 | Kédaragowla ... | Sankardbharana
16 | Héjujji . .| Miyamilavagowla ...
17 | SAmavarili . | GAnamurthy
18 | Ré&vagupthi .. | GAyakapriya
19 | SAmantha .». | Chalanita
20 | Kémbhoji ... | Sankardbharana ...
(F1c. 13)

In the above Fig. 13, Mayamalavagowla occurs twice and San-
karsbharana thrice ! If Ramamatya had given Kaisiki V7 to Kam-
bhéji, we could have interpreted that R4ga in terms of the modern
Harikdmbh6ji. Buthe chose to give it Kakali V71! We feel puzzled.

Again, as regards the twenty-three Derivative Ragas delinea-
ted in Fig. 12, most of his arrangement seems to have been upset
by his successors. Though, for instance, Laktha, Sourasktra and
the like are, even now, retained under the same category as Ramaé-
matya’s ; most of the other Ragas, such as for instance, Sdvérs,
Dhtanydsi and the like, have been made to change their categories.
Further, what did Ramamatya mean by proclaiming Blagrav: and
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Sankaribhavana to be each a Sampurna and, yet, a derivative of
Srirdga, which was (also as it ought to have been) a Sampurna ?
Furthermore, Ramamaitya’s Srz7dga corresponds, as per Fig. 13,
to the modern Kkarakharapriya. Could, then, Bhairavi or Sankara-
bharana come out of Kharaharapriya? We feel, again, puzzled.

There, yet, appears a way-out. Gentle reader, follow.

Inthe first place, I would putyou in mind of what I had said in
connection with Venkatamakhi’s unwarranted onslaught on Rama-
matya, namely, Heaven knrows what changes ov modifications the
manuscrvipts of ¢ Svavamélakalémdhs’ undevwent wn the hands of
different wndiffevent copyists and what sort of a copy finally fell into
our-own-hands. In the second place, the names of the Ragas and,
for that matter, of the Thalas, of the Svaras, and of even the 22
Srutis—have been from time to time changing, like chameleon’s
colour. Here are, for instance, two sets of names, given in two
different periods of time, to one and the same time-honored 22
Srutis, wherein all the names differ, except Ugra, even which
figures itself in the yth Sruti in the one case and in the 21st Sruti
in the other —

§ Svara Nérada’s Names Shirngadev’s Names | Svara
w
1 Sidhi Thivra
2 Prabhivathi Kumudvathi
3 Kantha Manda
4 | Sa Suprabhi Chandbvathi Sa
5 SikAa Dayivatht
6 Dipthimathi Ranjani
7 | Ri Ugrd Rathiki Ri
8 Hlad: Rowdr
9| Ga Nirviri Krédha Ga
10 Dira Vaijrikad
11 Sarpasahi Prasarini
12 Kshanth Prithi
13 | Ma Vibhuthi Marjani Ma
14 MAalin1 Kshitht
15 Chapald Rakthi
16 Bila Sandipini
17 | Pa Sarvaratna Alapini Pa
18 Shiantha Madanthi
19 Vikalini Rdhint
20 | Dha Hridaydnmalini Ramya Dha
21 Visarini Ugrd
22 | Ni Prasuni Kshébini Ni

(F1e. 14).
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Hence, Ramamitya's Sankardbharana is not the modern
Sankarabharana; nor is his Bhawrav: or even Srirdga our own.
The only sensible inference, that we can draw under the circum-
stances, is that we should not allow ourselves to be [mis-] led by
the mere wames of Ramimatya’s Régas but should delve deep and
study the claracteristics of each of them and find out its modern
prototype and its modern name as well. )

Will a study of Rimamétya's Vine help us to understand
his Raga-system, especially as he assures us it would ? Let us, then,
take up the subject of I"Zue, which Ramamatya dealt with, in his
third chapter, at the very outset of which he emphasised the
importance of Vina, as creating a nice taste for, and a fine
discrimination 1n, Siutis, Svaras, Mélas, and Ragas; besides
being a means of attaining Dharma, Artha, Kama, and Moksha.

Be 1t noted that Rimamaiatya fundamentally differed from
Shérngadév in the matter of constructing his Fue and thereby
cut a new path for his successors to follow. While Shirngadév
presented to us a Vina of twenty-two strings ; Ramaméatya simpli-
fied the process by requiring only four strings to produce all his
Sudha-Vikritha svaras in all the three registers. While, again,
Sharngadév’s Vina was only of two kinds, viz., Sruf Vina and
Svara Vine ; Ramamitya's Vina was of six kinds, which | may

conveniently be tabulated thus :._5\/_/~—\_._/‘m,~
Rudra{Vina

!

| [ |
Sudha Méla Madhya Méla Achyuthardjéndra Méla

Vina (I) VinE‘L In) Vinal (11T)
! T T
Sarvariga Rkariga Sarvardga Bkardga Sarvariga  Blkardga
ey (2) (3) 4) (5) (6)
(F1c. 15.)

All the six kinds of Ramématya’s Vina were provided with
frets. In the Sarvariga Méla Vina, they were fixed and immov-
able, as in the case of our modern Tawjore Vina; while, in the
Ekrariga Méla Vina, they were not fixed and therefore movable,
as in the case of the modern Sifer of North India. In fact,
the frets of the latter kind were moved or changed every time a
Raga was changed ; while, those of the former kind were fixed and
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yet made to produce all the Régas in all the registers. Hence
their respective names.

As for the construction and characteristics of RAmamaitya’s
Vina; first, there was a Cross-Bar, called Dandas, on the left-hand
side of which there was a Gourd, called Z/4umba, attached thereto
by means of-a round piece of metal, called N#bkhz. Over and
along the cross-bar, four metallic wires were fastened between the
left-hand bridge, called Mérx, and the right-hand piece of wood at
the end of the cross-bar, called Kwéubha ; and these (four) wires
were also made to run over a metallic piece, on the right-hand
side, called Pathrikd. The Déraka-strings intervened between
Pathrikd and Kakubha apnd held the four wires tightly from
the basis of the latter; while, bits of cotton (or woollen or even
silken) threads, called Jivz, were used over the Pathrika and
under the (four) wires, with a view to refine the sound. All over
the cross-bar but underneath the (four) wires were placed metallic
frets, called, Sdrzas, by means of which alone proper sounds could
be produced on the (four) wires. Below the cross-bar, but near
the four wires and on the right-hand side, three additional wires
were fastened for Sru#i-purposes.

What Szaras did each of the four upper-wires and of the three
lower-wires speak, When sounded? The answer depends on
whether the Vina was Sudha Méla, Madhya Méla, or Achyutha-
rijéndra Méla. For, while the order of the three lower-wires was
the same in all the three kinds of the Vina, namely, Madhya .Sz,
Mandra Pe, and Mandra Sz, except an additional Madhya Pz was
tacked on to the lower-wires of the third kind of the Vina; the
order of the four upper-wires, in Sudia Méla Vina, was i~
Anumandra .Sz, Anumandra Pz, Mandra Se, and Mandra Mz ;
that, in Madhya Méla Vina, was .—~Anumandra Pz, Mandra Sz,
Mandra Pa, and Madhya Sz ; and that, in Ackyuthariiéndra Méla
Vina, was :=—-Anumandra Sz, Anumandra Pa, Mandra Sz, and
Mandra Pa.

Confining, now, our attention to the Sudha Méla Vina, we
note that, over its cross-bar, six frets were placed in such a
manner as they produced, i order, by the first (Anumandra Sa-)
wire, the following svaras :—

1. Sudha R: 4. Chyuthamadhyama Ge
2. Sudha Ga 5. Sudha Mea
3. Sadhérana Ga 6. Chyuthapanchama Ma ;

7
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by the second ( Anumandre Pa-) wire, the following svaras :—

1. Sudha Dia 4. Chyuthashadja &7
2. Sudha MV 5. Sudha Sz
3. Kaisiki M 6. Sudha £:;
by the thvd (Mandra Sa-) wive, the following svaras :—
1. Sudha A: 4. Chyuthamagdhyama Ga
2. Sudha Ga 5. Sudha Mw
3. Sadbérana Ga 6. Chyuthapanchama #e ,

and by e fourth (Mandre Ma-) wire, the following svaras :—

1. Chyuthapanchama Mz 4. Sudha i

2, Sudha Pa 5. Kaisiki MV

3. Sudha Dika 6. ,Chyuthashadja MNi.

Even for other registers, such as, Madhyatidra and Anuthira,
the same method was pursued and suitable frets were fixed. But,
be it remembered, in those higher registers, the only wire that
could possibly produce sweet or agreeable svaras was the fourth
and not any of the other three upper-wires.

Be it also remembered that Sudha Sz and Sudha &z of the
second-wire occurred again on the third and were therefore of no
use on the second and that, similarly, Sudha #z and Chyutha-
panchama Mz of the third wire occurred again on the fourth and
were therefore of no use on the third. *

- Finally, Rdmamitya made reference to what were called
Svayambhus, which were self-produced svaras or which, in the
language of R&mamatya himself, * emanated of their own accord,’?
Could Ramamitya's * Svayambhus' be the same as what, in
Physics, is known as the ¢ Harmonics,” inasmuch as even the
latter emanate of their own accord? It is said that, while there
are more ways than one to hear the Harmonics on a string, only
one of them is implied by the term Svayaméhus. How far this
statement is true can be judged only by studying the Harmonics,
at first, and by seeing whether and, if so, how far they tally with
the Svayambhus.

What are the Harmonics? If you strike a string of any
instrument—provided it is in a proper state of tension—you will
observe that it vibrates not only in its entire length but also in
segments. All these/;mﬁons are simultaneous and the sounds

‘L Ch-@dag: w9 7 @Ig e | .
Svaremélakaldnidhi,
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proceeding therefrom are blended into one note. The funda-
mental Sz, that is struck, is the loudest and is called the prwme or
the prime partial tone, while others are called the wpper partiol
Zones or the overtones , and the whole series of the upper partial
tones form the Harmonics.

The first upper partial tone is the higher octave of the
fundamental Szrand makes twice as many vibrations as the prime
in the same time; and it is Sa. The second upper partial tone
is the fifth of the octave Sz and makes thrice as many vibrations as
the prime in the same time; and it is Pas. The third upper
partial tone 1s the second higher octave and makes four times as
many vibrations as the prime in the same time; and it is S4.
The fourth upper partial tone is the major third of the second
octave and makes five times as many vibrations as the prime in
the same time ; and 1t is Ga. The fifth upper partial tone is the
fifth of the second octave and makes six times as many vibrations
as the prime in the same time; and it is 2. And so on and on.
Thus, the relative numbers of the vibrations which make the
Harmonic Serses of sounds, are as 1. 2: 3° 4° 5. 6and so on. You

can hear this series in the wire of any instrument—say, of the

sonometre—if you vibrate it after it has been successively
shortened 4, %, %, %,7%, etc., of its whole length.

But the point to be remembered is what we, in this connec-
tion, began with. If a wire is struck, it vibrates not only in its
whole length but also in its aliquot parts. In other words, if you,
by striking a wire, produce the fundamental Sz, all the upper
partial tones, mentioned above, namely,

Sa—Pbo— St~ Gi—Pd, etc., etc.
are simultaneously produced on the same wire by a natural
process. A trained ear will surely detect the upper partial tones,
sounding of their own accord and blending with the prime or
fundamental Se—at least the first few partials which are loud
enough to be heard, if not the other ones which become fainter
and fainter as they rise higher and higher in pitch.

We, thus, find that the striking of a wire, the production
thereby of the fundamental Sz and the detection, with a trained
ear, of the upper partial tones which sound of their own accord
by a natural process on the same wire—all these jointly form the
first or nwatural way to hear, and thereby recognize the existence of,
the Harmonics. '

@
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It is not, however, impossible to arfificially produce and
distinctly hear each of the upper partial tones. If, for instance,
you strike a wire and touch the said wire at its middle with your
finger (or better still with a feather); you will distinctly hear
the higher octave of the fundamental Sz, Other upper partial
tones may similarly be produced by touching the said wire at a
third, a fourth, a fifth, a sixth and so on, of its length.

There is, yet, a third way of hearing the Harmonics., Stretch,
for instance, the two wires—A and B—of a sonometre and tune
them to exacf unison. Place, then, a moveable bridge underneath
the wire B, so as to gently touch it at its middle point and to
produce, if vibrated, the first upper partial tone, namely, the
octave Se. Now, set the whole, wire A in vibration and make it
produce the fundamental Sz, You will note that even the neigh-
bouring wire B, though untouched, vibrates of its own accord and
produces the harmonic first higher octave S4. This remarkable
fact that a vibrating body may cause another elastic body, in tune
with it, also to vibrate is called the Co-vibration.

We are, now, in a position to arrive at the following conclu-
sions regarding the Harmonics .—

(1) The Harmonics co-exist, in nature, with the note of a
string.

(2) Those Harmonics may be heard in more ways® than
one, such as for instance (—

(2) Hearing the fundamental Sz, struck in the wire of
any instrument——provided it is in a proper state
of tension~along with its naturally-arising upper
partials, all in a happy blending ;

o (6) Striking the wire and at the same time touching it
at a half, a third, a fourth, a fifth, a sixth and so
on, of its length and hearing the corresponding
upper partials, in order, as well as separately;

or (¢) Striking one of the two wires of a sonometre, both of
them being tuned to exact unison, and touching the
other wire at a half, a third, a fourth, a fifth, a sixth
and so on, of its length and hearing the correspond-
ing upper partials by virtue of the co-vibration,

1 In every one of those ways, only the first few partials will be loud and -

heard, while the other ones become fainter as they rise higher in pftch.
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Before we proceed to compare the ¢ Harmonics’ with the
¢ Svayambhus,” we will do well to study the connotation imported
into the term Swvayambiu by Rimamitya. And on this point, I
shall let RamamAatya himself speak :—

¢ The Mandra Sudha Pa, produced on the fourth wire by the
second fret is called Svayambhu. Hence all the svaras produced
(on all the four wires) by the second fret are Svayambhus and
cannot be otherwise. Inasmuch as the Anumandra Sudha N,
produced on the second wire by the second fret, is of the same
value as the Mandra Sudha AV, produced on the fourth wire by the
fourth fret; all the svaras, produced (on all the four wires) by the
fourth fret are determined tq be Svayambhus; and they cannot be
otherwise. Inasmuch, again, as the Anumandra Chyuthashadja
Nz, produced on the second wire by the fourth fret, is of the same
value as the Mandra Chyuthashadja AVZ, produced on the fourth
wire by the sixth fret; all the svaras produced (on all the four
wires) by the sixth fret are determined to be Svayambhus; and they
cannot be otherwise. The Se-Ma svaras, produced (on the first
three wires) by the fifth fret are all Svayambhus. Inasmuch, again,
as the Mandra Kaisiki &V, produced on the fourth wire by the
fifth fret, is of the same value as the Anumandra Kaisiki V7,
produced on the second wire by the third fret; all the svaras,
produced (on all the wires) by the third fret are Svayambhus.
Inasmuch, further again, as the Mandra Sudha D/a, produced on
the fourth wire by the third fret is of the same value as the
Anumandra Sudha D#a, produced on the second wire by the
first fret; all the svaras have been shewn to be of definitely
determined values. In this manner Raméimatya determined the
values of all the svaras produced on all the four wires by all the

six frets.’!

* Cf. egeareaT §a: QENd ARTEA: |
fedrerat arfat @dafify #ead |
gemfzdatogal 4 sran gashy d e |
GIdYa: GAOET: HI FAA T I )
fgragrat aer avedr 9rfy Rdrgar |
AR Paed fawge gAoa:
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In so many words, RAmamatya meant to drive home to his
reader’s mind that, among the twenty-four svaras, compressed in
all the six frets on all the four upper-wires of his Vina, very many
pairs would, on close scrutiny, be found to be related to each

agdaral ged arean arfy adoan 1.
o gefiared g & afi o
sadergt garar: e g8 agga: |
SATOTYTRT: RATH 7 TF97: FIFTT |
adragrat avear § dangen fdvomr
ATSHATGEF AITREIHOE: |
agarat afrawar sgeat afe @ |
SgagatTIEEd #°] WY Fd 1
EErET e @9 gl adua: |
SRIVIRT: QFAR AT sdnEar |
qegt @it g agsmeRdRan |
st afanTe @9 e @ea )
vt Gt g aven staed adar |
R Efuerere fEe o o
qarargt arienat s amear fadomr |
AR AREE FOE A o
7 g aggar & of e |
qarrEt griere dame ghgar
a7l TEE YERd Gaed IO |
ararat guga avar wrf-TeaTaet |
sl o8 Gad qrasify |

= aft g g oo @
M gRN: gAY S : |

sofvigga uamaa il o
Smmmﬂméaldm‘dki;
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other as the fundamental or prime tone would be to its upper
partial tone ; such as for instance, the Sudha D/z in the first fret
on the second wire Zo the Sudha D/a in the third fret on the
fourth wire.

Evidently, therefore, Ramamatya’s Svayambhus had a close
affinity with the Harmonscs, inasmuch as the former belonged
to the second, and perhaps even third, category of the latter,
mentioned above. Further, does not Rimimitya’s method of
merely tuning the four upper-wires, as well as the three lower-
wires, of his Vina into Sa—Pa—Sa—Ma, on the one hand, and
into Sa—Pa—Sa, on the other, testify to the fact that he did
recognise the Zarmonic relatjon between those svaras? Sémanath
too, harped, in his Régavibédka, on the same point, and it was
Mr. K.B. Déval of Sangli that showed it to the music-world, in the
face of his two opponents, Messrs. V. N. Bhatkhandé and P. R.
Bhandarkar.

Having taken so much pains to show that our ancient text-
book writers, such as Ramamatya and Somanith, knew, each in
his own way, the (modern) Harmonucs; we should like to know
what part the Harmonics or, for that matter, the Svayambhus
played—and even now play—in music. In other words, what is
the value of the discovery of the Harmonics or the Svayambhus
in the actual or practical singing?

Prof. Blaserna answers, in his T/eory of Sound wn velation
fo Music - ¢ A note, not accompanied by its harmonics, may
sometimes be sweet; but it is always thin and poor and, there-
fore, but little musical. This is the case with tuning forks
(and even with the flutes). The richest in harmonics are
the sounds of the human voice and of strings’. And S6manith
adds, i his Rdégaevibédha: ¢ The larger the number of the har-
monics in a musical note, the more sonorous (and agreeable)
it is’.t

Having studied the subject of the Vina in almost all the
aspects pointed out in Svaramélakalinidks, we shall now revert to
the original question as to how far that study helped us to under-
stand Raméimatya’s Rdga-system.

*Ct. FAUEIGE FACTAHRE ST @ 7 T4a |
) Commentary to I. 14 of Rigavibddha,
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The following Diagram,’ which represents Ramimatya’s
Vina-system, shows that, from among the fourteen svaras which
Ramamitya had originally taken up to build his Svara-system,
Anthara Gz and Kikali NV: were eliminated, for the reason that

Names of the four Frets
Upper-wires 1 11 111 Wl o VI
Anumandra Sz . . SR | SG |8Sa.G Ch. G S.M | Ch M.
Anumandra Pa S5.D SN [ K.N Ch. N S S |S.R.
Mandra Sz ... S. R. S.G | Sa G | Ch G, S M | Ch.M,
Mandra Ma..| Ch.M| S.P S.D S N K N. | Ch N,
(F1a. 16)

Chyuthamadhyama Gz and Chyuthashadja A7 were deemed to
practically represent them? and that, therefore, the whole of his
Réiga-system was built up, only with the twelve remaining svaras,
mentioned 1n Fig. 16.

If, now, you look at Rimamitya's twelve svaras and the
modern? twelve svaras, at a glance, thus—

Names Twelve Svaras
RiAmAmitya’s |S S])S.R S G |Sa.G|Ch, G|S. M |Ch M[S.P|S.D S. N |K. N{Ch. N
Modern S S'S.RCha Ri{Sa.G| A. G|S. M| P. M [S PS.D|Cha. D|K. N|Ka. N
(F1c. 17)

! The abbreviations used in this Diagram Fig 16 and in the next

Fig. 17, are explained as follows .—

S R. = Sudha R&:

S G. = Sudha Ga Sa. G, = SAdhirana Ga

S. M. = Sudha Ma [S. S. = Sudha Sz| Ch. G = Chyuthamadhyama Ga
S D. = Sudha Dka |S. P. = Sudha Pz| Ch. M = Chyuthapanchama Ma
S. N, = Sudha M: Ch., N. = Chyuthashadja Nz

K. N, = Kaisiki Nz

* ¢, egawermntaregan g e |
TSRS A uiafdy fag:
Svaramélabalinidha.

® The five new abbreviations mtroduced in the Fig. 17 are explained
as follows *—

Cha. R = Chathusrut1 Rz A. G. = Anthara Ga
Cha. D. = Chathusruti Dka |P. M. = Prathi Mz
Ka, N, = Kakali Nz
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and if you refresh your memory of the special instructions given
in connection with Fig. 13; you will not find it difficult to
interpret almost all the Régas of RamAmaitya in terms of the
modern Ragas. Suffice it, therefore, for me to repeat once again
and emphasise the importance of what I said a little while ago,
Viz., we should not allow ourselves to be [ns-] led by the mere * names’
of Rimiémétya's, Rigas but should delve decp and study the
¢ charactervistics’ of eack of them and find out its modern prolotype
and tis modern name, as well.

It now remains for us to estimate the nature of the serwuces
rendered by Ramamatya to the music world.

Ramamitya, Sdmanith, and Venkatamakhi, the respective
authors of Svaramélakalinidh, Réigamnbidha, and Chathurdands-
prakisika, were all South Indian musicians and wrote for South
India. They might, therefore, be grouped together and called by
a generic name—the Carnatic Triwo. All these three authors were,
alike, shrewd enough to realise the futility of writing a v-o-l-u-m-i-
n-o-u-s treatise, as Sharngadev had done, on the ever-progressive,
and therefore ever-changing, art of music; and they prudently
chose to be agreeably brief in their works and confined their atten-
tion to the most fundamental portion of the Carnatic Music, viz.,
the Rdga-system. Hence the ¢ Ragaprakarana’ of each of their
works formed, as it were, a pivot round which all other pratara-
nas or chapters revolved. Ramamétya, no doubt, led the way, by
comprising his book into five short chapters dealing with (1) Pre-
face, (2) Svara, (3) Vina, (4) Méla, and (5) Riga, by not allowing
the number of his verses to rise over 328, and by making each
successive chapter lead ultimately to the last. Sdmanath went
one step further and made the very name of his book indicate the
object of his writing.*

Again, Raméméatya was the firstto break loose from Sharng-
dév’s theory of twelve 2kr:tha-svaras and reduce those twelve into
seven, which S6manith chose to retain, but which, in the hands
of Venkatamakhi, came further down to (the modern) five. In so
breaking loose, he justified his position by invoking the help of a
principle, learnt from Sharngadév himself, viz., the principle of

Lakskya.

'Ct. A qalEAErEEd o Waq AN Fegee: 1—
. Régavibodha.
8 S
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Calculating at least from Shirngadév’s time, this ¢ Principle
of Lakshya’ is, to-day, about seven centuries old. But long, long
ago, Kalidas had given us, in his Malavikdgnimitra, a popular
version of the same prunczple in the following inspiring verse .—

quoifiga 7 g od
q qusfy sve Fafeaaay o
gd: QURURTAESa
7z: qoEgATEte:

This verse, like the Principle of Lakskya, sounds to us anote
of warning that we cannot afford to live on our heritage, however
great it may be, except at the peril of stagnation but must ever
progress and conquer fresh fields and pastures new.

Thanks be, therefore, to Ramamatya for his having set, to the
music-world, a wholesome example by mercilessly attacking the
old theories, however time-honored they might be, if only they
contravened the eternal Principle of Lakshya. For, did he not
make, in his second chapter on Swvara, the following state-
ments ;—?2

“ Achyutha Shadja does not differ from Sudha Shadja; nor
does Achyutha Madhyama differ from Sudha Madhyama. Vikri-
tha Rishabha does not differ from Sudha Rishabha; nor does
Vikritha Dhaivatha differ from Sudha Dhaivatha. Vikritha
Panchama, which is taken from Madhyamasruti, does not surely
differ from the three-srutied Viknitha Panchama. Hence,
under the category of the above-mentioned fourteen (Sudka-
Vikritha) svaras, no separate mention was made by me of these
five svaras, inasmuch as they had effected a merger’?

Did he not, thus, eliminate from his system, on the plea of
meyger, the five (unnecessary) svaras, viz., Achyutha Sz, Achyutha
Ma, Vikritha Rz, Vikritha D/ka, and Vikritha Pz ? Did not, again,
Sémanith and Venkatamakhi regard such elimination as a good
precedent and piously follow the example set by Ramamatya ?

1 ¢ All 1s not good, because it is old ; nor 1s a poem bad, because it is
new. The wise men examine the things, old or new, and accept what they
approve of ; while, the fools allow themselves to be [mis-] led by others.’

# The reader will do well to refer to Fig. 4, while perusing the state-
ments, '
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Why, then, should any one demur-—if, to-day, we proceed, on
the strength of the same time-honored Principle of Lakskya, to
break loose from Venkatamakhi's Mélakartha-system and
advocate, on the plea of merger, the elimination therefrom of his
four (unnecessary) svaras, viz., Shatsruti &z Sudha Ga,
Shatsruti D/a, and Sudha N2? Hence it was that I suggested
the formation of -a new working scheme, called Laghumélakartha,
as distinguished from the Brihanmélakartha of Venkatamakhi, On
this controversial point, however, I shall reserve a full discussion
to the Introduction to my edition of Chathurdandiprakisita.
Suffice it, now, for me to state, once again, that we feel highly
indebted to Ramamatya for his having developed the Pruzciple of
Lakshya into a star-like maxim for all future musicians to follow.

Now, the credit of having first presented to us a four-stringed
Vina, nstead of the old, antiquated fwesnsy-fwo-stringed one, surely
belongs to Ramamitya;’ and the tuning, especially, of his
Madhyaméla Vina, almost corresponds with that of the modern
Vina. I say almost, because the order of the three lower-wires
of the Madhyaméla Vina seems, as per the following diagram, to
have undergone, from time to time, a little change; though the
order of the four upper-wires thereof remains intact even to-day—
as for example :—

Three Lower-wires
Four Upper- A
No. wires Rama- S3mAnith Venkata- Modern
(1550 to 1932) métya (1609) makh time
(1550) (1660) (1932)
1 Anumandra Pa| Madhya Se Mandra Sz | Théra Sa Madhya Sa
2 Mandra Sa Mandra Pa Mandra Pa | Madhya Ps | Madhya Pa
3 | Mandra Pa Mandra Sa Madhya Se | Madhya Se | Théra Sa
4 Madhya Sa®
(F1c 18)

1 Mr. X B. Dé&val fondly attributed this ¢redit to Sdmanith, forgetting
that RAmAmaAtya preceded Sdmanith by more than half a century.

2 Never mind Venkatamakhi’s unfounded charge against RAmimitya
that the latter called the fourth upper-wire, Mandra Sz, instead of Madhya .Sa.
This, again, furnishes us with an additional reason that the mistake, i1f any,
should be attributed to the different mdifferent copyists of the manuscripts
of Svaramélakaldnidhz, rather than to its author. R&mamaAtya who must, in all
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Again, of the eighteen svaras which appear in the seventh
column of Fig. 11, it will be seen that Panchasruti Az and Sudha
Ga overlap each other, and so do Shatsruti Rz and Sadhirana
Ga, Panchasruti D4e and Sudha Az, and Shatsruti D4ie and
Kaisiki ! Eliminating, then, the four overlapping svaras,
we have only fourteen svaras left. If again, as per Ramamatya’s
suggestion, the last five of his twenty mélas are omitted, even
Anthara Ga and Kakali /z may have to be eliminated. In that
case, the fourteen svaras will have to be further reduced into
twelve. Hence, there seems to be a grain of truth in Mr. D. K.
Joshi’s remarks that almost all ancient authors invariably used
only twelve svaras in their Régaprafarana, 1rrespective of the
number of svaras described by them in their Svaraprakarana.?
Indeed, in his Svaraprakarana, Rimamitya professed he would
make use [at least—] of fourteen svaras?® in his Réaga system;
and hence, his final use of only twelve svaras, despite his
profession to the contrary, shows that he anticipated, even in his
own time, the modern tendency of reducing all the musical sounds
into twelve notes. [f Rimdmdtya was the first to vecognize the
conventence of ustng only twelve svarvas to build the Réga system ;
Ahdbale was the first to describe those twelve svaras wn tevms of
the length of the speaking ware.

As for the Meélps, Ramamatya rightly discarded the antic and
antiquated method of deriving Ragas from the complicated system
of Grédma—MoorchanaJats, as well as the later puerile method of
bringing them under the fanciful system of Riga~Rdgini~Putra.
On the other hand, he had the genius to discover unity in variety,
that is, a unifying principle in the variety of Ragas that came
under his notice; and he therefore felt that the old casfaloguing
method of enumerating the Régas must give way to the new
classefymng method of reducing them into what might be called the

fairness, be deemed to have written Madhya .Sz for the fourth upper-wire
and not Mandra Sz  Indeed, Venkatamakhy’s criticism on this point smacks
of the old trick of a gladiator who would even offensively pick a quarrel only
with the (1nnocent) object of giving his muscles the wanted exercise.

1 For such overlapping, see Fig. 4

2 Vide Report of the Second All India Music Conference, Delks,
page 42.

*CL. =JagE gq I N waEgA |
Svaramélakaldnrdh,
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Genus-Species system.*  Indeed he was the first to open, in his
book, a separate chapter on AMé/a, called ¢Mélaprakarana,’
Sémanath and Venkatamakhi but followed him in this respect,
though the latter formulated the Mélas into, and thereby raised
them to the dignity of, a regular code. So far, however, as
RamAmatya wasg concerned, he merely hinted the prenczple he had
discovered ; did 'not care to work it out; but recorded, in his
book, only such of the Mé&las as were 1n vogue during his time.
We are thankful for the /zzf that he threw, for, it enabled
Venkatamakh: to work 1t out to 1ts logical consequence.

As for the Rdégas, Ramamitya avoided getting into the
labyrinth of their ancient, classifications or of their ancient
characteristics, but straightaway went to mention the prevailing
characteristics of his Réigas as well as the time in which they were
usually sung. Though, perhaps to err on the safe side, he recit-
ed the traditional story of Mukhir: being the Sudha-Scale, his
whole mind leaned on Milavagowla which he described as ¢ the
bestof all Rdgas’.2 Could this ‘leaning’ of RAmamaitya have caused
Purandra Das to heighten the importance of [Maya-] Mélevagowln
and enable it, later on, to brush aside Venkatamakhi’'s Kanaking:.

Commit mistakes Ramamityadid. His shipping, for instance,
into the out-of-the-way Mu#hire, as his Suddha scale, is said to
have created a lot of confusion and involved Pundarika Vittala,
Sémanath, and even Venkatamakhi into the same mistake,
Ahobbala alone escaping. Again, in a vain attempt to follow
Sharngadév, he labelled the two-srutied Sudha A7——¢ Trisruti
R:’ and was therefore forced to call Sudha Gae—* Panchasruti
Ri’—instead of ¢Chathusruti &z ’—and thereby misled Govinda
Dikshitar and his son Venkatamakhi into the same pitfall.

Venkatamakhi’s ten charges against Ramamitya regarding
ten Ragas have been already shown to be unjust, uncalled-for, and
even offensive to a degree. Even his eleventh charge, which he

1 Doubtless, the germ of the 1dea of the Genus-Speczes system may be
found to have existed long before RAmamétya. But it was covered by some
such rubbish as the Réga-RAgini-Putra system, Hencel state what was
allowed to be latent for a long time was made patent by RimAméitya and
was, later on, codified by Venkatamakhi.

2 Cf. @l HrwAiies TMOTHIATHE: |
Svaramélakalémdhi.
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“made in the first chapter of his Chathurdandiprakisika,~—namely,
¢ R4mamatya egregiously got down to Anumandra Sz and restric-
ted his svaras only to two registers of voice, viz., Anumandra and
Mandra; while the proper or usual way was to distribute them
among three registers, viz.,, Mandra, Madhya, and Thara’—even
this eleventh charge may be shown to be, again, futile ; if we regard
the names of Anumandra, Mandra, Madhya, and Théira as only
relative terms, whereby we can call the same notes by different
names from different standpoints of view.

On the whole, be the demerits of Ramamatya what they
might—as compared with the good he had done and the lead he
had given, such as for instance, (1), the holding up, for future
guidance, of the Principle of Lakshya, (2) the displacing of the old
cataloguing method of merely enumerating the Régas, by his own
novel classifyeng method of reducing the same into a ¢ Genus-
Species System’ which, as said above, developed in the hands of
Venkatamakhi, into the modern ¢Mélakarta Scheme’, (3) the
opening of a special chapter on Mélas, called Mélaprakarana, even
in respect of which Sémanith and Venkatamakhi followed suit
and (4) the final heightening of the importance of Régaprakarana
as the quintessence of the Carnatic Music—all his demerits pale
into insignificance and are, in the language of Kalidas—

e fg Qe qorfaaa |
s fRoiiaatg:

¢ drowned in the ocean of good qualities, even as the spot of the
moon is lost in the midst of its splendrous light.’

Before I finish this Zntroduction, 1 should like to draw my
reader’s attention to the seventeenth verse of the fifth chapter of
Ramamatya’s Svavemélakalimdki. For, it throws a flood of light
on a hitherto-vexed question and shows the way-out to many a
wandering inquirer, tired of groping from blunder to blunder. In
fact, Ramamatya did, by this oze verse, what his predecessor,
Sharngadév, could not do by his szxr verses (two in the first
chapter and four in the fourth chapter of Sangitharatnikara) and
what even the latter’'s Commentator, Kalliniath, could not do in
his Kalinidju, except in a vague mannetr.

Does it not, therefore, surpass our wonder to know that
almost all the later Sanskrit writers on music chose to
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egregiously follow, in this respect, the Mirage of Shérngadév
rather than the Polar-Star of Ramamatya? Why, 1s it not curious
for us that the very Ramamatya followed, in the begmnmg, the
same Mirage, although, at the end, he succeeded to give up
following the 1llusion and constitute himself to be a Polar-Star ?

The reader will, at this stage, be anxious to know what I am
driving at, unleSs it be that he referred to the said seventeenth
verse and appreciated the suggestion, thrown therein.

On account of the present revival of musical taste, in India,
on rational lines, a demand has recently and rightly arisen that
the various Zerms occurring in the Science of Music should, at
first, be lucidly explained. But I fear that this is not the place
for me to undertake such an onerous task. Nevertheless, I shall
—as a Test Case—try to inquire here into the connotation of a
pair of oft-quoted, but very-much-misunderstood, musical terms,
viz., Mdrga and Dési, especially because Ramamaitya brought
them into prominence 1n his seventeenth verse of the fifth chapter
of his book. How far I succeed in my attempt I leave for my
reader to judge.

I shall begin from the very beginning of music and succinctly
trace it to RAméimatya’s time, with an occasional peep even intoa
later time, and show that the said seventeenth verse clarified, for
the first time, the otherwise feculent matter under consideration.

We shall, at first, understand the nature of the feculence,
referred to, and shall, for this purpose, study the definitions of
Mirge and Dési, as given by Sharngadév and realise how
disappointed an eager inquirer will naturally feel at the muddle
created thereby.

Here are the definitions:—

Chapiter 1.

1. ‘Musicis of two kinds—Mdrga and Déss. That kind
was called Mdrga which was sought after by Brahma and other
gods and practised by Bharata and other sages in the presence of
Siva and which would yield everlasting prosperity.’

2. ¢ That kind was called Dész which consisted of the vocal-
instrumental-dance music and which pleased the people of diffe-
rent countries according to their different tastes.’

Chapter IV.

3. * That was called Gztz.or vocal music which consisted of

pleasing svaras; and it fell into two divisions—Gandharva and
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Gana (which were the other names of Mirga and Dész respect-
wely).’

4. ¢ The wise men understood ¢ Gindharva ’ to be that music
which was, from time immemorial, practised by the Gandharvas
and which was the means of acquiring everlasting reputation.’

5. ¢ That was called Gdne-music which was sung in Desz-
Riagas and which was scientifically improvised by Vaggéyakaras.’

6. ¢ Garndharva has been described ; now Géne would be
described. This, again, was recognised by wise men to fall into
two divisions, Nibadha and Anibadha.’

Be 1t noted that this long, and even tiresome, description of
Mirga and Dési, after all, fails to satisfy a crucial point. What
were the essential characterisics of M[{rgzx and Dést? In what way
could they be unfailingly i ecogmised as such ?

Sharngadév and most of his successors, it must be admitted,
failed to answer these questions adequately but merely observed :
¢ Brahma sought after Mdrga; Bharata practised it; even
Gandharvas practised 1t from time immemorial; 1t forms the
means of acquiring everlasting reputation, As for Désé or Géina
it was improvised by Vaggeyakaras and was differently pleasing
to the people living in different countries.’

Are these answers worth the name? Have they furnished us
with a key whereby we could discern the essential characteristics
of Marga and Dési, by which alone they could be unfailingly
recognised ? An emphatic Mo is my reply.

So, as I said, I shall trace our music from the very beginning
and show how and when Mdérga and Dési came into existence,
what confused mess was made of them, and how Réamamitya de-
fecated the whole situation by one stroke of his single (the said
seventeenth) verse and gave us a wholesome lead in the matter
of getting a correct conception of those hitherto-misleading
terms.

Into two natural divisions, music first falls, viz, Andkatha and
Ahatha. ¢ Anghatha’ literally means that which is 7of beaten, as
in a drum; while, ¢ Ahatha ’ means that whichis deatez. The real
point of difference between them is that, while the former
represents the sound produced without the intervention of man,
the latter is the very result of man’s work. Hence ¢ Anahatha’
may be translated as zature-made music and ¢ Ahatha,’ as man-nuade
music,
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This classification, then, is rightly the first division that could
possibly be made of music. So, indeed, did the text-book writers,
such as Nirada and Shirngadév, do in their respective works.?

In his Sangithamakaranda, Nirada defined ¢ Anidhatha’ as
‘the sound that emanates (directly, that is, without the interven-
tion of man) from the sky? such as the birds’ warbling, and
proceeded even to describe its use to man, thus: ¢ Sages, high-
minded souls, and even Dévas, having controlled their mind and
concentrated their attention on the Andkathe Music, get the rest
they require and attain salvation’.® In other words, nature is loved
as the city of God, although (rather, because) there is no citizen.
No unwanted noise is here or none that hinders thought. The
larks warble and the cuckoos join the chorus; while the mighty
waterfall furnishes a continuous drone. Again—

¢ Stillness, accompanied with sounds so sweet,
Charms more than silence. Meditation here

May think down hours to moments. Here the heart
May give a useful lesson to the head,

And learning wiser grow without the books .’

Shirngadév, too, harped on the same point and came to the
same conclusion that ¢ the sages worship A4#dkatia in the manner
in which they were taught by the gurus.’* Even the music-proof-
brained Dr. Johnson seems to appreciate And/iatkha, when he
observed, in his Rasselas, ¢ From the cataract, nothing more was
heard than a gentle uniform murmur, such as composes the mind
to pensive meditation’

et (1) @AY gasly @ Ay Tl =

Sangrthamakaranda.

(2) swadsTgafa Faarg fFea |

Sangitharatnikara,

' Cf. gAY AraY A grsAgadEa: |
Sangithamakaranda.

ct. aferaarga 71e s gy gaarn |
R ST A G L TR EAT i ol

a1 fafgey dorfa afe ggaamarn: o
San grthamakarande.

Cf. oiTed NRAR AN H7g: §ITET |
Sangiiharatnékara,
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However much the sages and the high-minded souls might
have been charmed and helped on to meditation by the Axndkatha
or nature-made music, a question arises as to whether that music
was ever relished by mankind as a whole, whether it was ever
entitled to be called * music’ from the modern point of view, and
whether, in short, it was pleasing to our ears.

The answer is by no means simple. For, to an ordinary
man, the waves of the sea may produce nothing but unpleasant
noise; but a poet will find in them an agreeable harmony. In
fact, all those that love to hold communion with nature, as indeed
the ancient sages did, will ever find the Awdhatha-music
pleasant; while the major portion of the work-a-day world will
ever find it unpleasant. Hence Shéirngadev branded it as
unpleasant ;1 and Kaésinath followed suit.?

Further, the bent of man’s mind has been, in all ages, to
imitate the voice of nature; and hence he did not—could not—-
allow nature to have all the monopoly of music to itself, contribut-
ed his own share to its development and thus brought into exist-
ence another kind of music, called 44atka or man-made music,
the development of which I shall now trace.

The primitive man must have hummed like a bee and sung,
at the outset, only on a single note. Witness, for instance, the
courtiers’ Panegyric which remains in vogue, even to-day, in
almost all the Native States of India and which those courtiers
invariably sing, as they had all along been singing, on all
ceremonious occasions, such as for instance, their Sovereign’s
entry into the Durbar Hall. The whole ¢ Panegyric’ will, on
analysis, be found to be sung on one single note and rarely
on more.

It was in due course of time that the other notes were tacked
on, as amply evidenced by our ancient text-books which trace the
music of India from 4»ckika of single note to Gatheka of double
note, Sdmika of triple note, Swarinthara of quadruple note,

"ot @sfy (ve. AAFAKT) RRREHErARIRGRT Forg ~

Sangitharainikara.

"Ct. @ (re. AET:) TIFH:—
Sangithasudhikara.
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Oudava of quintuple note, Shidava of sextuple note, and finally
Sampurna of all the seven notes.!

All these seven stages, music did pass through. But, in the
first four stages, it pleased only the producers; while, in the last
three, it pleased the hearers as well. ¢ Animal Music’, if I may
so call it, marked the earlier stages ; and such animal music could
please only the animals that produced it. The braying of an ass
is very harsh to man but very sweet to the ass itself; for, is not
such braying an expression of its elation, frolic, and joy ? That
was why Shakespeare wrote :—

¢ The crow doth sing as sweetly as the lark
When nether 1s attended.

Man, when he wallowed—so far at least as music was
concerned—in the animal condition of life, revelled only in the
earlier stages of music and could not get beyond singing on four
notes. The ancient Hindus, like the ancient Greeks,2 had their
music confined only up to four notes. The Védic Chant, for
instance, was all along sung on three notes; and special names
were given to those three svaras, viz., Uddtha, Anuditha, and
Svaritha.® Except, perhaps, the Simaginam which, at a later
stage, came to be sung in all the seven notes, all other kinds of
the Védic Chant remain, even to-day, mostly within three notes,

1ot et miysas arfiss @ |
. ha) © N
gd areaas gaoEfa gam: |
garERa arfas: @sfiad |
miR Gead Jufgaa arfus: |

T EE e wfaat et | Britad Dés,
2+« The eatly Gresk Lyre had four strings and was confined to four
notes.’—Vide Herbert Spencer’s Origin and Function of Music.
°Ct. IRTAMETE ;|

FERrERE: g afa: |
In his Sikshe, PAnim dilates on the pomt thus —
eIy | S iaudad) | @ Rasaara seswenTE: 1
That 15 to say, UdAtha includes V7 and Ga,; Anuditha mmcludes £z and
Dkra ; and Svaritha includes, Sa, Ma, Pa. This view fits in with the theory
of Védr-Samvédi and explains how the primal Sdmika, viz., Ga-Ri-Sa
became expanded into all the seven notes,
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with a labouring struggle to touch occasionally a fourth. The
whole of the Védic Chant would, by this time, have been—from
the modern musical point of view—consigned to oblivion, had not
a sacredness, bordering upon holiness, been attached to the
Védas, as containing Divine Wisdom.

It goes without saying that our ancients entertained, as we
ourselves do even to-day, an unshaken faith .that the Védas
emanated out of Parabrahma ; that they were eagerly sought after
by gods like Brahma, and chanted by sages like Bharata; that they
formed, as it were, a talisman to do away with the necessity
of being born ; and that they were deemed, on that account, to be
worthy of the highest respect.

All these attributes of the Védas got themselves, later on,
imperceptibly transferred to the very music by which they were
chanted. Hence, the Védic Chant, to which the text-book writers
gave the name of Mdrga," has been described in all the Sanskrit
books on music, such as, for instance, Sangitharatnikara i—
¢ That kind (of music) is called Mdrga, which was sought after
by Brahma and other gods and practised by Bharata and other
sages in the presence of Siva and which would yield everlasting
prosperity.’?  In his Prabandhidkyiya, Shirngadév called Marga
by a different name, viz., Géndkharva,® which latter name Rama-
mitya adopted and made use of in his Svaramélakalsnidki.

1 The word * Marga' 1s derived from T—CHT (Mr2g) ‘ to seek or search
after.’ That the searck was in regard to the Védas is clear from Kallinith’s

commentary - iaa agia?a‘saﬁqmgaarm Hence the word Miarga

refers to the Védic Chant and, I may add, refers—by way of courtesy—even
to the chanting of the RaAmdyana which, along with the Makdbhdrata, was
regarded as holy as the Védas themselves and which Kusa and Lava, there-
fore, sang in the Mdrga-style. For, Valmiki said -—

adeq oY qwEE: S RAEEdt ArtfrEradee |

2 (a) See page lxu1.

@ ¢t ****** guigg=d |

Qe fafmad: oger warkhn |
E\,'GTEHEIH' gfdmaragasg: ) Sangitharatnikara.

*cr. wigd mfiEres dggamARaT— Zod.

In his commentary, Kallinath mterprets * Gindharva’ only as Marga—
Ct. wigdamt: | M § SdEETasa, |
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Gandharva or Marga—the descriptive name given to it by
Shérngadév and copied by Ramamatya, viz., dridisampradiya,*
clearly shows that the‘Védic Chant or, for that matter, the
Mirga-music had been practised from time immemorial and
should therefore be regarded as holy and spiritual as the Védas
themselves.

Hence, I venture to call ¢ Marga’, Védie Musac.

Now, Marga or Gandharva or Védic Music—call it what you
may, the one important point which I desire to rivet upon the
reader’s attention is that the so-called Md»ga-music, apart from
its having been sought after by Brahma and practised by Bharata
and apart from 1its having been used in connection with such a
holy purpose as the chanting of the divine Védas, I submit that
the Mérga-music was almost never sung beyond four notes;
and that this limitation of the range of the scale from one to four
notes must be deemed to be the peculiar and essential characteristsc
of Marga-Sangitham.?

These imperfect scales of the Mérga-music belonged, as said
above, to the earlier stage of music which pleased only the
producers and not the hearers. Further, as Ramamatya suggests,3
the rules of Siéska (Phonetics) and other time-honored Lakshanas
were scrupulously observed in chanting the Védas; and these
very rules and lakshanas clogged, on account of their w/fexsble
nature, the further growth of music from its Marga-stage. The
Principle of Laksiya, by which alone the artistic charm of music
could be preserved, was never applied to the #érga-music but only
to the Dész-music, of which we shall speak presently.* It is no

1 Cf, Kallinath’s commentary on Anédisampradiya.
srrfesarafiera nhader devadredaatafy i wafy |

2 That the Vé&das were chanted almost on the systems of Archika,
Géthika, and SAmika, is evidenced by such assertions in the Rig-Véda as
¢ Archind Géyanthi’, ¢GAthind Giyanthi’; ‘S4mind Géiyanthi’ The
Rig-Veda makes no reference to Oudava, Shidava, and Sampurna.

°Cf. qATRATIIER My dageaa—

Svaramélakalénidha.

4 < N
ct. mgrergaaETta arEmgarf wad |
TABRIATE gTESIS AGETYT K See Footnote 2, page xvii.
Here, Kallinith mterprets Qarfran@rfl to be ZMfasaraitend: |
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wonder, therefore, that the Mérga-music, the rules of which were
inflexibly stiff and did not adjust themselves to the practice in
vogue, became, in the course of time, less and less pleasant, less
and less popular, and finally extinct.!

The latter three stages of music, viz., Owdava, Shidava,
Sampurna, have been, however, preserved even to-day as being
human® music which pleases, alike, the producers as well as the
hearers. To the music of these ‘latter three stages’, our ancients
gave the name of Dési. In the first place, the style of ¢Dési’
varied from province to province ; and it was therefore defined in
Sanskrit text-books, such as for instance, Sarngithadarpana .—
¢ That kind of music is called Dész, which adjusts itself from
country to country (Désa fo Dgsa), so as to please the fancy of
the people there >.* In the second place, the fact that Sharngadév
and Rimamiatya employed A»idayaranjaka* and Janavanjona S
as their respective epithets to Dész-music—shows that they
regarded it as a fascinating style of music, as opposed to the dry,
monotonous, and sing-song style of the Mdrge-music. If any
proof is wanted for the fact that the first four stages of music,
covered by the generic name of Mdrga, belonged—purely from
the modern musical point of view—to the lower rung of the ladder
and that the second three stages, covered by the generic name of
Dész, belonged to the higher rung; a reference may be made to
what Hridayanarayana wrote— ¢ Sempurnas are Brahmins ;

*Ct. (1) ARt giardra— *
Sangithasudhdkara.

(2) §& @ aRTArErRETE:—
Rigathavangini.
2 As opposed to the anzmal music.

°Ct, aadTear AAT TENGATEAT |
3029 g & Rt |
Sangithadarpana.
‘cr. 39 ST ggeaT gEAREEY |
i | arad 3 assnghdEa |
Sangitharatnikara.
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Shidavas are Kshatriyas; Owdavas are Vaisyas; and the scales
of lesser notes are Sudras’.?

Summing up, we arrive at the following tentative conclusion
with regard to the essential characteristics of Mdrga and Déss,
viz., ¢ while the scale of the Marga-music ranged from one to four
notes ; that of the Dési-music ranged from five to seven notes.’

I called this.conclusion #ztative, because, on closer scrutiny,
it seems to need a little reconsideration. Two facts (I was going
to say two premises), viz. (1) Simaganam has been, all along,
Mirga-music, and (2) Simagdnam came, at a later stage, to be
sung in all the seven notes (which were, then, called Krusitz,
Prathama, Duvithiya, Thrithtya, Chathuriha, Mandra, and
Athisvira)—these two facts or premises compel us to modify
the above tentative conclusion to a final form thus: ¢ The scale
of the MAarga-music ordinarily ranged from one to four notes
but, during the later SiZman-period, rose to seven notes ;2 while that
of the Dési-music completely eschewed the scale of one to four
notes but confined itself only to the scale of five to seven notes.’

The seventeenth verse of the fifth chapter of Ramamatya’s
Svaramélakilinidii, to which, I said at the outset, I desired to
draw my reader’s attention, amply bears out my conclusion and
is, in fact, an authority for my position. It runs thus :—

SONITEHET: IEIATGEZAT: |

agrararan-z & aredrga quiE: |
which means ¢ All the Dés:-Rigas are those of Shadjagrima and
have each its Graha, Amsa, Nyisa, Mandra, and so forth.
Further, they fall into three divisions—Owdave, Skidava, and
Sampurna.’  Sdmanith followed Ramamitya in this respect.

Another Sanskrit text-writer who, like Ramamitya, ven-
tured to cut this Gordian Knot was the author of a very recent
publication, Sangithasudhikara. Kasinith (for that was the
author’s name) wrote in his book :—

AT LA J 27aq &= efad |
afqarfr gagnfo yaorr sgorfy &

" ct. gqort Ao dewn: g arear \ar: |
Hrear: sfar T JRERR ®F6T 1 Midaakoutiuke.

2 But, be 1t remembered, the Sdman seven notes were, unlike the
modern seven notes, in descending order of pitch,
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which means ¢ Dési-music is prevalent to-day, the three charac-
teristical Ragas of which are Sampurna of seven notes, Skidava
of six notes, and Oxdava, of five notes.’

Let us, in conclusion, compare and contrast the two kinds of
music, we have been considering, viz, Mdrga and Déss :—

(1) The Mirga-music was confined to the chanting of
the Véadas ; while, the Dési-music had no such limits.

(2) The Marga-music identified itself with the Védas,
got all their attributes transferred to itself, and was therefore
regarded as having been sought after by the gods and practised
by the sages, while the Dési-music had no such reputation.

(3) The Marga-music was, on account of its strict and
inflexible rules, sung uniformly throughout the country; while,
the Dési-music, untrammelled by such rules, varied its style from
province to province.

(4) The Marga-music followed the principle of Lakshana
and therefore became less and less pleasant, till at last it
degenerated into a dry, monotonous, and sing-song style of
singing ; while, the Dési-music followed the principle of Lakshya
and has therefore acquired a moie and more fascinating style of
singing,

(5) The Marga-music is now practically ' extinct, while
the Dési-music flourishes to-day.

(6) The Marga-music used all the three Giamas—Shadja,
Madhyama, and Gandhara; while the Dési-music 1s confined only
to one Grima, viz. Shadja.

(7) The scale of the Marga-music ordinarily ranged
from one to four notes but, during the later Sémarn-period, rose to
seven notes; while the scale of the Dési-music completely
eschewed the scale of one to four notes but confined itself only to
the scale of five to seven notes.

1 T say * practically ’, because the Miiga-music 1s {ound, even to-day,
in the hands of Vaidika-Brahmins who employ it whenever, on ceremontous
occasions, they chant the Védas. "
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(8) The three-fold classification of Musicinto Gita, Vidya,
and Nrithya applies—not to Marga—but only to Dési.!

(9) Later on, the word ‘Marga’ has come to mean
whatever is old and oxf-of-date ; while the word ¢ Dési’ has come
to mean whatever is new and #p-Zo-date.?

Just as I called Marga, Vedwc Musiwc; so, I shall call Dési,
Modern Music.” .

The following Table, I trust, fixes Mdrga and Dés: in their
proper places :—

Music
| I
Andhatha Anatha
(Nature-made) ° (Man-made)
] ]
Marga Dés1
(Védz) (Moderr)
\ |
Carnatic 3 Hindustani 3
— S ENITIE T
Cf (a) 3R SHIAT T GEIRERY |
Y agd 78 aanaieg |
Sangitharatnékara.
¢ FH g arw agand Jefeed foad ad |
Sangithasudha.

2 Compare, for instance, Venkatamakhr’s classification of Réigas into
s1x kinds of Marga-Régas and four kinds of Dési-Rigas. So also is the case
with the Marga-Thalas and Dé&s1-Thilas.

*CEL @gar Mgd orfrad swmma: |
3en nafd awd < Brdaag 1
azfy fafd 39 sfgoiaiqa: |

Foites feol enrfggentt adaln
Sangithasudhikara.

N.B.—This verse is quoted, with approval, in Abkinavardgamanyari.
9A
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SVARAMELAKALANIDHI
CHAPTER I
PREFACE

Benedsction

1. May Niarayana protect us all—Nariyana, whose unrival-
led wealth consisted in Sri-riga, that is, 1n his love for Lakshmi;
whose form is sublime and beautiful ; who 1s surrounded by devo-
ted experts in the matter of Svara, Sruti, Grima, Style, and so
forth ; who is a lover of the Theatre; who delights in the eternal
rhythm , who is himself Nadabrahmam; and whose body is full
of decorations.

Rima Réja's Pedvgree

2. Formerly, the ancient Brahma, appeared from amidst the
Lotus that emanated from the navel of Vishnu, just as the essence
of music did from Sima Véda or the philosophy from Védanta
Séstra,

3-4. To this Brahma, was born Athri from whose eyes was,
again, born the Moon, who was a friend of the Dévas and by
virtue of whose rays the waters of all the rivers are of help to the
ocean (by flowing into it); and who forms one of the eyes of
Vishnu in whose belly the earth exists, and also who showed it to
the world that he (moon) invariably enables the irreproachable
ocean, which is full of shining corals, to more and more swell and
flow, by dint of the law of causation.

5. To this Moon, then, was born a son named Budha; to
Budha was born Pururava ; and to Pururava was born the virtuous
Ayu. It was, again, to the dynasty of this Ayu that Vayithi's
father, Nahusha, as well as Bharata and others, belonged.

6. As an ornament to the family of those mentioned above,
was born Sri Ranga Réija, who surpassed Kubera in point of
wealth, who enjoyed the contented earth (that is, whose subjects
led a contented life); and who, by dint of his good conduct,
attained the status of Rijarshi.

7. Thimmimbikd was Sri Ranga Réja’s wife; and she
was the embodiment of all the good qualities of the virtuous

15
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women—chaste, illustrious, modest, unjealous, clever, truthful,
and happy.

8. To Sri Ranga Rija and his Queen Thimmambika was
born, as a tesull of their penance, Rdma Raja, the king of

all kings.

Réma Ria's Father-in-law and lus two Brothers

Krishna Raya gave his daughter in marriage to this Rama
Rija and thereby enhanced the dignity of the parenthood of
daughters.

9. Riama Raja had two royal brothers, the well-known
Thimmarija and Sri Vénkatadri, just as Dharmaputia of unblem-
ished conduct, had two of his noble brothers, Bhima and Arjuna
of dreadful arms.

Rima Rija’'s Devotion and Prowess

10. Inasmuch as Rima Rija’s arms were powerful enough
to conquer even Adisésha, there was nothing marvellous in his
ruling the earth. But the real wonder lay in the fact that his
mind, atomic though, was able to bear the foremost God of the
world, Lord Seshichala.

N 11. © With only a swoid in hand, Riama Raja set out from
Vidyapura, accompanied by his two brothers, met at Guthigiri
the helpless king, named Sadisiva , defeated all the traitorous and
inimical princes; placed the said Sadisiva on the auspicious
Carnatic Throne, as Vishnu had done Dhruva; and thereby
became all the more famous.

12. And, having got the same energies as actuated Dadhich,
Radhéya (Karna), Sibi, Jimathavihana (/xdrz), and others into
noble action and having thereby acquired wide fame, he (the king)
grew, in this world, more and more strong.

13. With his two brothers never leaving his two sides, he—
who was, as it were, an ava/i» of Rama—shone 1n the earth, day
and night, just as Méru shone with its (never.leaving) Sun and
Moon.

14. Having defeated in battle all the Persians and thrown,
forcibly into the air, the raiments of their rotten fame, he adorned
:he Girls of Directions with the silken garment of his (own solid)
ame.



PREFACE 43

Réima R31a’s Palace and his Enjoyment therein

15. Having noted that the palace, called Rafnakiia and
built under the guidance of the noble Ramamatya, beat, in point
of beauty, even the palace of Indra; Rdma Rija became lost in
wonder and joy. °

16. People declared this ‘palace to be another Méru; inas-
much as both of them had a variety of lustrous flamingos, were
so strongly built as to last for ever, and were also provided with
many an Indra-Sabha-like Hall and many a Play-Ground.

17. The splendour of the flags of the palace, which were
moved by gentle breezes, looked—by coming in contact with the
branches of the Mandara trees—like a circular dance of the celes-
tial nymphs wandering in the grove.

18. The unmarried girls, residing in that palace, proceeded
to celebrate the marriage of their several pairs of dolls by placing
their (the dolls’) feet on the fringe of the stone-like disc of the
full moon.

19. It was in this palace that Rdma Réja, surrounded by
experts and Sésha-like musicians, spent his time with joy.

20-21-22. And he (the king) gave Ear-ornaments to Rama-
mitya, after having heard the Prabhandas composed by him and
sung, in the assembly, by Vasnikas accompanied by the accurate
vocal music of his pupils—-—Prabhandas, technically known as
Ela, Ragakadamba, Mathrika, thirty-two Sudakas, the well-known
Panchathalésvaras, Sriranga, Dvipada, Svaranka, Srivildsa, the
thirty illuminating, elaborate, and very valuable Prabhandas, the
sixteen interesting Dhruvas, the forty-six Silagasudas written in
majestic style, Pancharatnas containing twenty Régas, and other
works, such as Gita, Alankara, and Alipana with letters sounded.

Venkatidys's Request to Rima Rija

23. When, in the assembly, Rama Rija was enjoying the
pleasure of (hearing, or making, or even helping to make) musical
compositions ; Sri Vénkatadri, the lion of kings, availed himself
of a favourable opportunity and addressed the king with all humi-
lity thus :— :

24. *‘The Science of Music has, both in theory and practice,
degenerated into conflicting views. Let Riamamantri (Ramamatya)
reconcile, by your word of command, all (the conflicting views)
and write a (new) science,’
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Réma Réja's Requisition to Rimdmitya

25. Then, Rama Rija, King of Srirangam, addressed Rama-
mitya, who was seated in the vicinity of the king and who had
studied the secret of the art of Music, thus :—

26, ‘In this world, some know only the theory of music,
while others know only its practice ; as for the person who knows
both of them, I have not come across anybody else than you.

27. ‘Inasmuch as the learned Kallapadésika, who was as
famous in music as Dathila, is your grand-father, that traditional
lore of music palpitates in your pulse.

28. ¢In the science of music, conflicting views have indeed
arisen. Bring to a focus all their salient features and write an
interesting treatise on music, embodying therein 1ts theory and
practice.

29. ‘Just as, in former times, Patanjali evolved, with his
knowledge of Panini’s works, the science of words ; you had better
standardise, and thereby facilitate, the study of Svaras, in confor-
mity with the views of Bharata and others.’

Rima Réja's Encouvagement to Rémdmitya

30. Saying ‘let this please your heart, Rama Rija gave
Ramamitya the camphor-smelling betels. While, Rimamantri
received them and, having thereby agreed to comply with the
king's command, contemplated (about the new book).

31. The king (meanwhile) granted to me a chief fort in the
principality of Koéndavita and also made me the Overlord of an
estate washed by the eastern sea.

32.  On the strength of this royal grant, Rimamatya caused
many agrakérds to be built and thereby gave shelter to many a
Brahmin, by whose blessings he obtained boundless popularity.

33. As though it were only a gemmed garland, he (the king)
gave me, again, the Overlordship of the non-western (7. e. eastern)
ocean, along with the town of Jéloorisimmasana and thereby made
me equal in rank to the king himself.

Rémédmaitya's Project, in gratitude, of Svavamélakalinidki

34. Inasmuch as the king graciously gave me magnificent
presents from day to day, I—now made equal in rank to the king
and able to please him—am a little anxious to return the goad
office of the king and also be of some service to the world at large.
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35. Ere long, I shall write Svaramélakalinidhe, dedicate it
to the king and discharge my debt of deep gratitude to him.

36. Having thus resolved, I—R4amamantri, an able leader in
the accomplishment of Sangithasahithya—undertake to speak
about it, that is, relate the contents thereof.

Contents

37—-38. In this Svaramélakalinidis, written by Ramamatya,
there are five chapters, namely, Preface, Svara, Vina, Mélz, and
Riga.

39~40-41. After the chapter on Preface, the following are
expounded by Ramamantri, in conformity with the theory and
practice of music. In the second chapter on Svara:—The value
of music, the difference between Gandharva and Géna, Registers
of voice, Srutis, Sudha-Vikritha svaras and their nomenclatures.

41-42~43. In the third chapter on Ve, a good exposition
bas been made of—the value of Vina, the method of tuning it,
the standardization of Sudha-Vikritha svaras, and the three kinds
of Vina, namely, Swdkia Méla, Madhya Méla, and Achyutha-
rayéndra Méla. ‘

44-45. In the fourth chapter on Mélas, twenty Mélas and
the Méla-derived Ragas are discussed. And their nomenclatures
too are severally given. As an alternative, only fifteen Mélas are
recognized ; but, in the main, there are twenty Mélas.

46-47. In the fifth chapter, which is the chief one in, this
work, the three kinds of Ragas into Superior, Mrddling and Inferior
are discussed ; as also their special characteristics. These are the
contents of the book.

CHAPTER 11
SVARA

The Origin and Value of Music

1—-6. Brahma got this music from Sima Véda. While the
all-.knowing Siva, Parvati’s Lord, is pleased with the Vocal Music;
the eternal Krishna, the Lord of the Gopis, is amenable to the
music of the Flute. While, again, Brahma is fond of the Saman
Chant ; Saraswathi is desirous of the Vina. Why should there
be—indeed, need there be—any mention at all of the musical
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tastes of the Yakshas, the Gandharvas, the Dévas, the Rakshasas
and the Human Beings? Further, children who are ignorant of
the sensual enjoyment and crying in a cradle, become ecstatic,
on drinking the milk of music. And again, beasts and their
young ones, roaming in the forest with grass for their food, yearn
for the hunter’s music; and when they hear it, mark ! they give up
their lives for it. Even the venomous serpent’is rejoiced with
hearing music. Who, then, can adequately describe the peculiar
virtues of the art of music?

Music and its two kinds

A group of Svaras capable of ravishing the ear constitutes
music.

7-8-9. And 1t 1s said to be of two kinds—Géndharva and
Géna. That kind of music is called Génd/iarva, which has been,
from time immemorial, practised by the Gandharvas and which
surely leads to Moksha. Again, that kind of music is called
¢Gana’, which is composed by Vdggéyakdras (that is, by those
who are capable of composing as well as singing) in Dé&si Ragas
and in conformity with the recognised rules and which is also
pleasing to the people. The Gédndkarva Music 1s ever employed
in conformity with the (inflexible) rules of the theory.

The Principle of Lakshya

1o0-11-12. But if the violation of those theoretical rules,
inflexible though, do not lead to any absurdity; and if, again, the
contravention of any of the rules of practice does not give pleasure,
but jars, to the ear; then, the practzce of music shall be preferred
to its Zkeory. Hence, the Gdne Music prevails in this world in
conformity with the rules of practice. Indeed, its chief thing has
been all along the principle of La#shya and never the inflexible
theoretical rules.

12 to 17. In his chapter on [ustruments, Sharngasuri, who
was well-versed in all the music-lore, argued that the practice of
music was more important than its theory, thus:—¢ The learned
men are of opinion that the chief thing of the whole (Dési) music
is the Zakskya or practical side of it, that the practice of any
science is more important than its theory and that, in case of any
difference between the two, there seems to be no other way-out
than readjusting the science with the art, Since the laws of
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Graha, Amsa, Nyisa, and so forth are within the scope of the
musical science and since the arrangement of the other Svaras
(such as Apanyasa), stands on the principle of Lakshya, without
however doing any kind of injustice to the science; Shirngadév
Suri determined, in all the Dé&s: Ragas, the method of how to
remove the differences between the theory and practice of music.’
Inasmuch as the®same Sharngadév clearly stated the broad prin-
ciples of the Gdna Music, I shall also follow suit, make the
¢ Principle of Lakshya’ the chief thing in my book and proceed
to describe its characteristics. Thus the whole music seems to
fall into the two divisions spoken of.

Sound

18-19. The soul, desirous of speaking out its intention,
excites the mind, and the mind operates on the vital heat of the
body by setting the air in motion; and the air, remaining in the
Brahmagranthi (*), rises up and produces ¢ Sound,’ through the
navel, the heart, the neck, the head, and the face.

Registers

20-21. The sound, thus defined, falls into five divisions—
very subtle, subtle, developed, undeveloped, and artificial. But, for
all practical purposes, there are only three kinds of sound, called
Registers—* Mandra’ in the chest, * Madhya’ in the neck, and
«T/dra,’ in the head ; each succeeding register being doubly louder
than its preceding one.

Srutis

22-24. This sound (of each of the three registers) stands
divided into twenty-two Srutis, all within the limits of audibility.
And the Nadis, connected in the chest with the higher N4di, are
also twenty-two. Those Srutis, impinged by the air across those
Nadis, rise up progressively in pitch. So is the case with those
of the neck as well as with those of the head. The Srutis are
thus twenty-two in number.

Svaras

24-25. From the Srutis arose the seven Svaras—Shadja,
Rishabha, Gandhara, Madhyama, Panchama, Dhaivatha, and
Nishada. And their respective symbols are—Se, Rz, Ga, Ma,
Pa, Dha, Ni. .
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26. That is called Szara, which is by 1itself pleasing to the
ear and the mind; which permeates the Srutis; and which 1s
tender and harmonic.

27. The significance of this statement 1s better explained
in terms of the Vina.

Allocation of the seven Svaras .

27-30. The Svaras arise from the Srutis in such a manner
that Shadja takes the fourth Sruti of the Vina, Rishabha, the
seventh; Gandhira, the ninth; Madhyama, the thirteenth,
Panchama, the seventeenth, Dhaivatha, the twentieth, and
Nishida, the twenty-second. Géndhira and Nishida take each
two Srutis; Rishabha and Dhaivatha take each three Srutis,
while, Shadja, Madhyama, and Panchama take each four Srutis.

An Objection

30-3I. Be the above allocation, namely, of giving Shadja
four Sruthis and so forth, what i1t may, how are the three Srutis
preceding the fourth accounted for?

An Answer to the Objectron

31-32. We shall answer* The fourth Sruti anticipates as
a matter of fact all its preceding Srutis and means and includes
them. Thus, it 1s settled that, as regards Srutis, every succeed-
ing one anticipates all that precede 1t and means and includes
them.
Sudha-Vikritha Svavas

32-33. These seven Svaras,! beginning with Shadja, are
called Sudha Svaras. While, the Vztritha Svaras are also seven.
In all, there are fourteen Svaras—Sudha and Vikritha.

v A Second Objectron

33-34- How 1s it that you have given only sevess Vikritha
Svaras, while Shirngadév mentioned, in his Ratnikara, so many
as fwelve?

An Answey fo the Second Objectron

34-38. It is true that, from the theoretical point of view, the
number zwelve may be desirable. But, in actual practice, there

1 As'indicated 1n verses 27 to 30.
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are only seven Vikritha-Svaras, as being different from the seven
Sudha-Svaras. If the basic notes are left out, there does
arise a difference 1n sound, as regards the remaining five Vikritha-
Svaras. But if they (the basic notes) are retained, the said
difference disappears in practice, though not in theory, by the
process of taking the preceding—but not the next preceding—
Srutis. I shall tell you how.

How the 12 Vikritha Svaras became 7

38~42. Achyutha Shadja does not differ from Sudha
Shadja; nor does Achyutha Madhyama differ from Sudha
Madhyama. Vikritha Rishabha does not differ from Sudha
Rishabha; nor does Vikritha Dhaivatha differ from Sudha
Dhaivatha. Vikritha Panchama, which 1s taken from Madhya-
masruti, does not surely differ from the three-Srutied Vikritha
Panchama. Hence, under the category of the above-mentioned
fourteen (Sudha-Vikritha) Svaras, no separate mention was made
by me of these five Svaras, inasmuch as they had effected a
merger.

Seven Vikyithe Svaras

42~-44. We shall enunciate the seven Vikritha-Svaras by
mentioning their names and also state thewr characteristics. The
names are—
(1) Chyutha Shadja
(2) Chyutha Madhyama
(3) Chyutha Panchama
(4) Sadhérana Gandhara
(5) Anthara Géindhira
(6) Kaisik: Nishiada
and (7) Kékali Nishada

Thery Charactevistics

44-49. ‘Chyutha Shadja’ is the name given to that Shadja
which gives up its own fourth Sruti and takes the third one.
The same rule equally applies to ¢Chyutha Madhyama' and
¢ Chyutha Panchama’. When Sudha Madhyama takes the first
Gandhara Sruti, it is called ¢Sadhirana Géndhara’; but when
the same Sudha Madhyama takes the second Géindhira Sruti, it
goes by the name of ¢ Anthara Gandhira.” When, again, Sudha

16
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Shadja takes the first Nishidda Sruti, it is called by expert
musiclans ‘¢ Kaisiki Nishidda’, but when it takes the second
Nishada Sruti, it goes by the name of ¢ Kékali Nishada’. Thus,
the seven (Vikritha Svaias) have been described.

Another Nomenclature

49-57. In fulfilment of a usage, I shall now mention a few
different nomenclatures to some of these fourteen Svaras obtain-
ing elsewhere, On account of 1its 1dentity with Nishida, Chyutha
Shadja is also called Chyutia Shadia Nishiéda. On account of
its 1dentity with Gandhara, Chyutha Madhyama is also called by
me Chyutha Madhyama Gindhira. On account of 1ts identity with
Madhyama, Chyutha Panchama 1s also called by me Chyutha
Panchama Madiyama. Inasmuch as Rishabha is, in practice,
known to identify 1itself with Sudha Gandhara ; the latter (Sudha
Gandhira) is called by me Panchasruts Rishabha. When, how-
ever, Rishabha identifies itself with Sidhirana Gandhara; that
Sadhatana Gandhadra is, in practice, also called Skatsruts Roshabla.
Likewise, when Dhaivatha identifies itself with Sudha Nishida,
that Sudhia Nishida 1s called Panchasruts Dharvatiia; but when 1t
identifies itself with Kaisiki l\15hada, that Kazsiki Nishide is
called Siatsruts Dhavatha.

Recaprtulation

57-65. For the better undeistanding of the chapters on
Raga and Méla, that aie going to be related, the above-mentioned
Svaras are herein duly recapitulated. The seven Sudha Svaras
are to be known, 1n o1der, thus :—Sudha Shadja, Sudha Rishabha,
Sudha Gandhara, Sudha Madhyama, Sudha Panchama, Sudha
Dhaivatha, and Sudha Nishida. The seven Vikritha Svaras are
declared to be :—Chyutha Shadja Nishida, Chyutha Madhyama
Gandhara, Chyutha Panchama Madhyama, Sidharana Géndhéra,
Anthara Gandhara, Kaisiki Nishida and Kakali Nishida. Sudha
Gandhara 1s known as Panchasruti Rishabha, while Sidharana
Gindhédra is known as Shatsrutt Rishabha. In some places,
another view obtains in regard to the association of Rigas accord-
ing to the Gana Music. Sudha Nishida is known as Panchasruti
Dhaivatha, while Kaisiki Nishida 1s known as Shatsruti
Dhaivatha. These fourteen Svaras occur in every Riga; while,
now and then, the seven Svaras have, in some places, more than
three registers.
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CHAPTER III

VINA

1-2. The Svaras having been explained, an account of how
the Mélas and Ragas are formed, is given. Since that account
can be clearly expounded only with the help of the Vina, I shall
now describe the Vina in conformity with the theory and practice
of music.

Its Constructron and Importance

2—4. Danda (or the Cross-Bar of the Vina) is Sambu;
Thanthre (or the Wire) 1s Uma ; Kakubla (or the Piece of Wood at
its end) is Kamalapati; Pathrika (or the Metallic piece for the
wires to run over) is Lakshmi ; T/umba (or the Gourd attached to
the Cross-Bar) is Brahma; and Nébhi (or the Round piece of
metal which connects the gourd with the cross-bar) is Saraswathi.
Déraka (or the strings used for fastening the wires) is Viasuki;
Jwve (or Bits of cotton or woollen or even silken threads used for
refining the sound) is the Moon, and Sé»z4as (or the Metallic frets
placed over the cross-bar) form the Sun. Hence, Vina is the
embodiment of all the gods and is therefore very auspicious,

4-6. It is capable of purifying the wicked persons that com-
mitted the sin of murdering the Brahmins and is also capable of
giving, at mere touch or sight, Svarga and Apavarga (that is,
temporary enjoyment and eternal bliss). Since, thus, the expert
musicians and Munis, like Bharata and others, praised the Vina,
I am also of opinion that the Vina is really praiseworthy.

6-11. This (Vina) is verily a means of procuring (the four
Objects of Life, namely), Dharma, Artha, Kima and Moksha. It
procures Dharma (or Righteousness), inasmuch as it is laid down
in the Védas that, in connection with the Horse-Sacrifice, ¢ two
Brahmins should play on the Vina (in concert with a third Brah-
min singing) ’. It procures Artkha (or Wealth), inasmuch as the
Vainikas obtain their expected money from the kings who are
enamoured of the Vina. The Védas declare that ¢ women love
the musicians’, and hence the Vina procures Kdma. Yagnavalkya
praised the Vina thus: ¢Whoever knows the secrets of Vina-
play, whoever is an adept in the matter of Srutis and Jathis, and
whoever is well-versed in Thala; easily does he get into the way
‘of Moksha,’
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The Name of the Vina and its Knds

11-17. That Vina is called RUDRA VINA; for Rudra
(Siva) is fond of it. It is, in practice, found to be of three kinds,
namely, (1) Sudha Meéla Vina, (2) Madhya Méla Vina and
(3) Achyutharajéndra Méla Vina. Each of these three kinds falls
into two varieties, namely, (i) Sarvaridga Méla Vina and (ii) Eka-
raga Méla Vina. That Vina is called Sarvardga Méla Vina, the
frets of which are fixed and, yet, made to produce all the Ragas
in all the registers. While, 1t 1s called Ekardga Méla Vina, the
frets of which are moved or changed, every time a Raga is chang-
ed. A third variety in Madhya Méla Vina is suggested thus:—
¢ Leave the first three wires of the Madhya Méla Vina and take
up the fourth wire of Shadja’; and, on this fourth wire, make use
of all the frets in all the three registers.” Since this (suggested)
variety is already comprised or implied in Madhya Méla Vina, no
separate mention of 1t has been made.

The Chavacteristics of the vavious kinds of Rudva Vina
(a) Sudha Méla Vina

18-20. The characteristics of these three kinds of the Vina,
namely, Sudha Méla, Madhya Méla, and Achyutharijéndra Méla,
are (now) described from the standpoint of practice. First, the
characteristics of Sudha Méla Vina are dealt with. Let four
metallic wires be fastened on the upper part of the Vina, construc-
ted by a clever mechanic who knows his business well. Below,
but near (the four wires) and on the right-hand side, let three
wires be fastened.

21~23. The arrangement of the Svaras (speaking) on these
seven wires is (now) told. Of the four upper wires, the first—on
the left-hand side—may be named A rumandra Shadya ; the second,
Anumandra Panchaome; the third, Mandra Shadje,; and the
fourth, Mandra Madkyama. ~

24-26. The arrangement of the Svaras (speaking) on the: ;
three lower wires is (then) told. The first (of the three lower
wires) is of the same Sruti as Madkyas Shadja (that is, produces
Madhya Shadja) ; the second, Mandra Panchama; agd the third,
Mandra Shadsa. These three side-wires are called ¢ Srutis.’

26-31. ‘Then, the arrangement of the Frets is described in
conformity with the views of the Vainikas. On the first
Anumandra Se-wire, should be placed frets Nos. 1, 2, 3, 4, 5, 6,
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so that they may produce respectively the following Svaras.—
Sudha R4, Sudha Ga, Sadharana Gz, Chyuthamadhyama Gu,
Sudha Mea, and Chyuthapanchama M.

31-34. We shall consider what Svaras these six frets
produce on the other three (upper) wires. On the second wire,
called Anumandra Panchama, the same six frets produce respec-
tively the following Svaras ‘—Sudha D/a, Sudha NV, Kaisiki V7,
Chyuthashadja Nz, Sudha Sz, and Sudha Rz

35-36. The two Svaras, namely, Sudha Sz and Sudha &7
produced on the second wire, occur again on the third wire, in
Mandra, and are therefore of no use on the second wire. The
Anumandra Svaras have been described, now, I shall deal with
the Mandra Svaras. ~°

37-39. The Svaras, which the same six frets produce on
the third Mandra Se-wire, are, as in the case of Anumandra
Sa wire, as follows ‘—Sudha &z, Sudha Ga, Sidhirana Ga, Chyu-
thamadhyama Gz, Sudha Mz, and Chyuthapanchama #Za.

39-40. Since Sudha Mz and Chyuthapanchama Mz occur,
again, on the fourth wire, they are of no use on the third wire.

41-43. The Svaras, which the same six frets produce on the
fourth Mandra Ma-wire, are ‘—Chyuthapanchama A7z, Sudha
Pea, Sudha Dkia, Sudha N7, Kaisiki Ni, and Chyuthashadja Ni.
These are considered to be Mandra-Svaras.

43-44. In this manner, all the Anumandra-and-Mandra-
Svaras are duly produced by the said six frets on the said four
wires.

Svayamblius

44-62. The following Svaras are Svayambius, that is, those
of natural creation and not of man’s making. The method of
determining their values is now explained. Itis agreed on all
hands that the two Svaras between which there is an interval of
twelve or eight Sruthis are Samuvddis to each other. This point
has been well explained in Ratndkara. Another method of
determining the values of Svayambhus is as follows —The Mandra
Sudha Pa, prpduced on the fourth wire by the second fret, is
called Svayambhu. Hence all the Svaras produced (on all the four
wires) by the second fret are Svayambhus and cannot be otherwise,
Inasmuch as the Anumandra Sudha Nz, produced on the second
wire by the second fret, is of the same value as the Mandra Sudha
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Nz, produced on the fourth wire by the fourth fret; all the Svaras,
produced (on all the four wires) by the fourth fret are determined
to be Svayambhus; and they cannot be otherwise. Inasmuch,
again, as the Anumandra Chyuthashad]a NNz, produced on the
second wire by the fourth fret, is of the same value as the Mandra
Chyuthashadja A%z, produced on the fourth wire by the sixth fret;
all the Svaras produced (on all the four wires) by the sixth fret
are determined to be Svayambhus , and they cannot truly be other-
wise. The Sa-Ma Svaras, produced (on the first three wires)
by the fifth fret, are all Svayambhus. Inasmuch, again, as the
Mandra Kaisiki Az, produced on the fourth wire by the fifth fret,
is of the same value as the Anumandra Kaisiki A2, produced on
the second wire by the thivd fret; all the Svaras, produced (on all
the wires) by the third fret are Svayambhus. Inasmuch, further
again, as the Mandra Sudha D/a, produced on the fourth wire by
the third fret, is of the same value as the Anumandra Sudha D/ag,
produced on the second wire by the first fret ; all the Svaras have
been shewn to be of definitely determined values. In this manner
Ramamatya determined the values of all the Svaras produced on
all the four wires by all the six frets.

62-64. In the same manner, suitable frets were fixed by
learned men in the other registers also, such as, Madhyathira and
Anuthara. The $varas, produced on the frets of the Madhya
Register and above are agreeable and therefore accepted in
practice, only if they are produced on the fourth wire but not on
the other three wires.

64-72. While all the hitherto-discussed Svaras have been
fourteen in number, the theory of twelve Svaras will now be
explained, without any confusion. First, the question as to why
a couple of frets was not fixed to produce Kakali /7 and Anthara
Ga may be taken up. If two frets were fixed to produce Kakali
N7 and Anthara Ga, the resulting sound is a disagreeable beat;
and hence the absence of the two frets to produce those two
Svaras. How then can they be otherwise produced? The
learned musicians are of opinion that Kakali Az can be produced,
in a way, even by the Chyutha Madhyama Gu-fret, In fact, all
the Ragas, in which Kakali A7 and Anthara Ga play any part, may
likewise be sung. Some practical musicians consider Chyutha-
madhyama Gae and Chyuthashadja Az as the representatives
respectively of Anthara G and Kékali Mz, on account of the very
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small difference in sound between them. Thus has Sharngadév
expressed himself agreeably that Kdkali Az and Anthara Ge are
of occasional use. This is the view of the practical musicians
regarding the characteristics of Sudha Méla Vina.

(6) Madlyaméla Vina

73-76. Thé characteristics of Madhyaméla Vina are herein
clearly given. If the first wire of the Sudha Méla Vina produces
Anumandra Pz; the second wire, Mandra Sz; the third wire,
Mandra Pa; and the fourth wire, Madhya Sz; then, Madhya-
Méla-Vina is the result. As for the three side-wires, their
arrangement should be such as to produce the same sound as the
upper-wires. -
(¢) Achyutharija Méla Vina

77-78. Then, the Achyutha Bhiipila Mé&la Vina is describ-
ed. If the fourth upper wire of the Sudha Méla Vina produces
Mandra Pz and the other three upper wires produce the same
Svaras, as in the case of Sudha Mela Vina ; then, Achyuthamaha-
raja Méla Vina is declared by me to be the result. As for the
side-wires, an additional Madhya Pz-wire should be tacked on.

CHAPTER IV

MELA

1~2. Having thus explained the characteristics of the three
kinds of the lna, T shall duly proceed to speak about the
Mélas, which cause their respective Régas to be formed and
which are distinguished by Riga-names, coined after the fashion
of the languages prevailing in various provinces.

The Name of the first Méln

3. I shall first specify the names of the Mélas and then
explain their characteristics. Of all the Mélas, MUKHARI is

the first.
The Names of other Mélas

4~9. Other Mélas are as follows .—Mdilavagowla, Sririga,
Saranganita, Hind6la, Sudharamakriya, Desakshi, Kannadagowla,
Sudhanéti, Ahari, Nidarimakriya, Sudhavardli, Rithigowla,
Vasanthabhairavi, Kedaragowla, Héjuyi, Samavarali, Révagupthi,
Simantha, and Kambhoji. Thus, there are tv&enty Mélas.
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The Characteristics of the twenty Mélas
9-10. And their characteristics are explained thus ~—

(1) Mukehire

The Méla of ¢ Mukhan’ consists of seven Sud/ha svaras.
According to the learned Shirngadév, Mukhari a.nd a few Grima-
Régas are deemed to be Sudha.

(2) Mélavagowla

11-12. Ramamatya characterises, with the approval of
those that are well-versed in Réaga (-Lakshana), the Mé&la of
« Malavagowla’ as consisting of these seven svaras, namely,
Sudha Se, Sudha R, Sudha Ma, Sudha Pae, Sudha Dia,
Chyuthamadhyama Ge, and Chyuthashadja MVz.

13-15. Then do I enumerate some of the Rigas derived
from this Méla (of Malavagowla); and they are —Mailavagowla,
Lalitha, Bowli, Sourashtra, Gurjari, Mechabowli, Palamanjari,
Gundakri, Sinduramakri, Chayigowla, Kuranji, Kannadabangila,
Mangalakaisika, and Malhari.

(3) Srevign

16-17. The Méla of *¢Srirdga’ consists of these seven
svaras, namely, Sudha Sz, Panchasruti &7, Sadhirana Guo,
Sudha Ma, Sudha Pe, Panchasruti D/a, and Kaisiki ¢ Nz,

18-20. Then do I enumerate some of the Régas derived
from this Méla (of Sririga), and they are :—Srirdga, Bhairavi,
Gowli, Danyasi, Sudhabhairavi, Vé&lavali, Malavasri, Sankari-
bharana, And6li, Dévagandhari, and Madhyamadi. These and a
few others also are derived from this Méla.

(4) Siranganita

20~22. Réamamatya characterises the Méla of ¢ Séranga-
nita’ as consisting of these seven svaras, namely, Sudha Se,
Panchasruti &7, Chyuthamadhyama Ga, Sudha Mz, Sudha Pa,
Panchasruti D/a, and Chyuthashadja V.

22-24. Then do I enumerate some of the Rigas derived
from this Mgla (of Siranganata); and they are :—Siranganita,
Savéri, Sirangabhairavi, Nataniriyani, Sudhavasantha, Poorva-
gowla, Kunthalavarali, Bhinnashadja, and Narayani. These and
a few others also are derived from this Méla.



MELA 57

(5) Hinddla

25. The characteristics of Sririga are equally applicable to
this Méla of ¢ Hinddla’; and the only exception is (that instead of
Panchasruti D/a of the former) Sudha D/a is used (in the latter).

26-27. I now enumerate some of the Rigas derived from
this Méla (of Hindédla); and they are —Hind6la, Margahinddla,
and Bhiipila and also a few others.

(6) Sudhavimalkriya

27-28. The Méla of ¢ Sudhardmakriya’ consists of these
seven svaras, namely, Sudha Sz, Sudha &z, Chyuthamadhyama
Ga, Chyuthapanchama Ma, Sudha Pa, Sudha Dka and Chyutha-
shadja Mz L

29—30. Then do I enumerate some of the Réigas derived
from this Méla (of Sudharadmakriya), and they are *—Sudharima-
kriya, Padi, Ardradési, and Dipaka, and also a few others.

(7) Désihshi

30-32. The learned Ramimatya characterises the Méla of
¢Désakshi’ as consisting of these seven svaras, namely, Sudha
Sa, Shadsruthi R7, Chyuthamadhyama Ge, Sudha Me, Sudha
Pa, Panchasruti D/ha, and Chyuthashadja Nz, Désakshi and
other Ragas are, here and there, the derivatives of this Méla (of
Désikshi).

(8) Kannadagowla

33-34. As between the characteristics of Désikshi and
Kannadagowla, there is one point of difference, namely, the latter
(Kannadagowla) has Kaisiki AVZ, as practised by the experts
(instead of Chyuthashadja Nz of Désékshi).

34-36. I now enumerate some of the Rigas, derived from
this Méla (of Kannadagowla); and they are —XKannadagowla,
Ghantarava, Sudhabangéla, ChAiyanita, Thurushkathddi, Naga-
dhvani, and Dévakriya and a few others.

(9) Sudhanits

37-38. "The Méla of ¢ Sudhanati’ consists of these svaras,
namely, Sudha Sz, Shadsruti &7, Chyuthamadhyama Gz, Sudha
Ma, Sudha Pa, Shadsruti D4z, and Chyuthashadja Az, Sudhaniti

and other Ragas are the derivatives of this Méla (of Sudhanati).,
17
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(10) Ahari

39—40. The Méla of *Ahari’ consists of these svaras,
namely, Sudha .Sz, Panchasruti Rz, Sadharana Ga, Sudha Ma,
Sudha Pz, Sudha D#a, and Chyuthashadja V7. Ahari and other
Ragas are the derivatives of this Méla (of Ahari).

(11) Nédarimakriya

41—42. The Méla of ¢ Nadaramakriya’ consists of these
svaras, namely, Sudha Sz, Sudha Rz, Sidharana Ga, Sudha Mo,
Sudha Pa, Sudha D/a, and Chyuthashadja Ni. Nidaramakriya
and other Ragas are the derivatives, here and there, of this Méla
(of Nadardmakriya).

(x 2‘)- Sudhavarils

43~45. The Méla of ¢ Sudhavarili’ consists of these svaras,
namely, Sudha Sz, Sudha Rz, Sudha Gz, Chyuthapanchama M,
Sudha Pa, Sudha Dka, and Chyuthashadja Me. Sudhavarali
and other Réigas are, in different provinces, the derivatives of
this Méla (of Sudhavaral).

(13) Rithigowln
45-47. The Méla of ¢ Rithigowla’ consists of these svaras,
namely, Sudha Sz, Sudha Rz, Sudha Ge, Sudha Ma, Sudha Pe,
Panchasruti D/a, and Kaisiki Az  Rithigowla and other
Ragas are, according to the views of the musicians, the deriva-
tives of this Méla (of Rithigowla).

(14) Vasanthabhaivave

47-49. The Méla of ¢ Vasanthabhairavi’ consists of these
svaras, namely, Sudha Sz, Sudha A&z, Chyuthamadhyama Gua,
Sudha Ma, Sudha Pa, Sudha Die, and Kaisiki Nz. A few
Régas, such as Vasanthabhairavi and S6ma, are deemed to be
the derivatives of this Méla (of Vasanthabhairavi).

(15) Kédéragowlin
49-51. The Méla of ‘« Kédaragowla’ consists of these
svaras, namely, Sudha Sz, Panchasruti Rz, Chyuthamadhyama
Ga, Sudha Ma, Sudha Pa, Panchasruti D/e, and Chyuthashadja
N Kédaragowla, Nardyanagowla and a few other Régas are the
derivatives of this Méla (of Kédaragowla).
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Nota Bene
52. Having discussed the (above-mentioned) fifteen Mélas,
wherefrom Anthara Ga and Kikali Nz were excluded ; we shall
(now proceed to) deal with the (following) five Mélas wherein
Anthara Ge and Kakali N7 will be included.

(16) Héyujzi—1

53-55. The Meéla of ¢ Héjujji' consists of these svaras,
namely, Sudha Sz, Sudha Az, Anthara Ga, Sudha Mz, Sudha
Pa, Sudha Diae, and Kikali Nz, Hijupi (Héjuji) and other
Ragas and a few Grima-Réigas too are the derivatives of this
Méla (of Héjuyji). This Méla of the Gandharva (or Marga) type,
which comes under the category cfthe five (special) Mélas, has
been approved of by Sharngadév.

(17) Sémavarili—z
55—57. The Méla of ¢ Simavarali’ consists of these svaras,
namely, Sudha S, Sudha Rz, Sudha Ga, Sudha Mz, Sudha Pe,
Sudha D%, and Kakali Az, Samavarili, Théndi, Purvavarali,
and a few Grima-Ragas are, according to Shiarngadév, who was
well-versed in the Marga-music, the derivatives of this Méla (of
Samavarili).
(18) Révagupthi—3
58-59. The Méla of ¢ Révagupthi’ consists of these seven
svaras, namely, Sudha Sz, Sudha RZ, Anthara Gz, Sudha Ma,
Sudha Pe, Sudha Dkae, and Sudha Nz. Révagupthi and a few
Sudha Ragas are mentioned by Sharngadév, in his Ratndkara, as
derivatives of this Méla (of Révagupthi).

(x9) Sdnmsantba—y
60~61. The Méla of ¢ Sarmmantha’ consists of these svaras,
namely, Sudha Sz, Shadsruti Rz, Anthara Ge, Sudba Ma,
Sudha Pa, Shadsruti Dka, and Kikali Az, Sarhantha and other
Ragas are the derivatives of this Méla (of Sarhantha).

(20) Kémbhijr—s5
61-62. The Méla of ¢ Kambhoji’ consists of these svaras,
namely, Sudha Sz, Panchasruti &7, Anthara Ga, Sudha Ma,
Sudha Pa, Panchasruti Dka, and Kikali .. Kambhéji and
other Ragas are the derivatives of this Méla (of Kambhdji).
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A Controversy

63~70. The characteristics of these twenty Mélas have been,
in the main, described. (As for the controversy that has arisen,
namely, whether there are twenty or fifteen Mélas)—I now
proceed to state both the sides of the question, with the help of a
Vina. If, on the one hand, Anthara Gg and Ka{kali Nz are taken
into account; there surely arise twenty Mélas. But if, on the
other hand, Chyuthamadhyama Gz and Chyuthashadja N7 are
deemed to represent Anthara Gz and Kiakali Vi respectively;
there arise only fifteen Mélas. In the latter case, the remaining
five Mélas must be deemed to be implied in the fifteen. For,
Héjuyj1 is implied in Vasanthabhairavi; Samavarili, in Sudha-
vardli; Révagupthi, in Bowlr; Sarhantha, in Kannadagowla; and
Kambhoji, in Siranganita. If the (above-mentioned) theory of
representation is accepted, there are only fifteen Mélas from
Mukhari to Kédaragowla, both inclusive.

CHAPTER V
RAGA

1. All the Rigas, derived from these Mélas, fall into three
divisions, namely, Swuperior, Middhng, and Inferior. They will
now be dealt with, in detail.

(i) Superior
2-6. The following twenty Ragas are declared to be
¢ Superior’, on account of their being free from any kind of
mixture and also of their being suitable for use in singing,
composition, elaboration, and for Taya ; and those Ragas are :—

1. MukhbAari. 11. Srirdga.
2. Sudhaniti, 12. Kannadagowla.
3. MiAlavagowla. 13. Sarantha.
4, Sudhavaral. 14. Désikshi.
5. Gurjari 15. Dhanyisi.
6. Lalitha, 16. Bowl1.
7. SudharAmakriya. 17. Ahnari
8. Sudhavasantha 18. Malhari.
9. Bhairavi. 19. MaAlavasr1,
10. Hindbla. and 20. Siranganita.
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(i) Maddling

6-9. The following fifteen Ragas are called ¢ Middling ’;
and they are of little use or, if at all, used to sing fragmentary
portions of songs. Those Ragas are :—

1. Kédaragowla. 9, Pad1

2, Kambhbj. 10. Bhupala.

3. Kannadabangila. 11. Révaguptht.

4, Vélaval. 12. Gundakriya.

5. Madhyamadi. 13. Héyu.

6. NAariyani 14, Vasanthabhairavi.
7. Rithigowla. and 15. Samavaial.

8. Nadarimakriya.

(i) Jnferior

o9-14. The following Ragas are called ¢ Inferior ’:

1. Sourashtra. 18. Bhinnashadja
2 Méchabowli 19. Kunthalavarali.
3. Chiyigowla. 20 Sérangabhairavi
4 Kurangn 21. Sudhabangéila
5. Smmdurmakriya. 22. Néigadhvani
6 Gowd. 23. Ghantirava
7. Désu 24. Margahinddla.
8. Mangalakaisika. 25. Chayanita.
9. Purvagowla. 26. Dévakniya,
10 SOmaraga. 27. Nardyani.
11 Andbli. 28 Gowlariga.
12, Palamanjari. 29 Thodu
13. Sankaribharana. 30. Varih
14. Dévagéindhari 31. Thurushkathddi
15. Dipaka. 32. Savér:.
16. Natanariyani. and 33. Ardradési
17. Sudhabhairavi.

15-16. These mixed Ragas which intervene between the
superior and the middling ones—that is to say, these zzferior
Réagas—are plentiful but calculated only to dazzle (and not
illumine) the masses, They are further unsuitable for composi-
tiofis like Taya, Alapa, and Prabandha. Hence 1t is that the
musicians do not countenance them.

* 7 The Characteristics of the Rigas

1%. All the Dési Ragas are those of Shadjagrama and have
each its Graha, Amsa, Nyésa, Mandra, and so forth. Further,
they fall into three divisions—Oudava, Shadava, gnd Sampurna.
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18-20. Whether these Dési Rigas are used, as such, in all
the (three kinds of) ragas or not, I shall now in conformity with
the theory and practice of music, state a few of the characteristics
of the twenty sxperior Ragas which are free from any mixture, of
the fifteen muddling ones, as well as of the zzferio7 ones.

(1) Swuperior-Sampuyna—ro

20~21. That Raga is called Nd#z, which is Sampurna, which
has Sz for its Graha, Amsa, and Nyéisa, and which is sung in the
latter part of the day.

21-22. That Raga is called Varilk, which is Sampurna,
which has Sz for its Graha, Amsa, and Nyisa, and which may be
sung at all times.

22-23. That Raga, the wise men call Sdranganiti, which is
Sampurna, which has Sa for its Graha, Amsa and Nyéisa and
which is declared, by the wise men, to be sung in the latter part
of the day.

23~24. That Riaga is called Swdharimatkriya, which is Sam-
purna, which has Sz for its Graha, Amsa, and Nyasa, and which
is sung after the noon.

24-25. That Réaga is called Mukiir: which is Sampurna,
which has Sz for its Graha, Amsa, and Nyasa, and which may be
sung at all times.

25-26. That Riga is called Blasravi, which is Sampurna,
which has Sz for its Graha, Amsa, and Nyasa, and which is sung
in the latter part of the day.

26-27. That Riga is called Ahari, which is Sampurna,
which has Sz for its Graha, Amsa and Ny4asa, and which, according
to the wise men, should be sung in the last watch of the day.

27-28. That Raga is called Sémantha, which is Sampurna,
which has Sz for its Graha, Amsa, and Nyisa, and which is sung
in the last watch of the day-time.

28-29. That Réga is called Kannadagowia, which is Sam-
purna, though, in ascent, it sometimes leaves D/a; which has
Mz for its Graha, Amsa and Nyisa; which is specially liked by the
people of Orissa; and which is sung in the latter part of the day.

30. That Raga is called Désdkskz, which is Sampurna,
though, in ascent, it leaves Mz and ANz; which has Sz for its
Graha, Amsa, and Nyasa; and which is sung in the former part
of the day.
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(2) Swuperior-Shidava—s

31. That Réga is called Bow/ls, which is Shadava, for it
leaves Pz, which has Mz for its Graha, Amsa, and Nyéisa, and
which should be sung in the first half of the day.

32-33. That Réga is called Sudhavasantta, whichis Shadava,
for it leaves Pa; though, in descent, Pe is included; which has
Sa for its Graha and Amsa; and which is sung in the fourth part
of the day.

33-34. That Raga is called Mailavasri, which leaves R:
and is therefore Shadava); which has Sz for its Graha and Amsa;
which may be sung at all times; and which is auspicious.

34-35. That Réga 1s called Guryar:, which is Shadava, for
it leaves Pa, which is sometimes retained in descent; which has
Rz for its Graha, Amsa, and Nyéasa, and which is sung by the
musicians in the first watch of the day.

36. That Raga is called Lalztha, which is Shadava, for it
leaves Pz, which has Sz for its Graha, Amsa, and Nyidsa; which
is sung in the first watch of the day; and which is auspicious.

(3) Supersor-Oudava—s

37. That Raga 1s called Asnddle, which is Oudava, for it
leaves &7 and Dha; which has Se for its Graha, Amsa, and
Nyasa; which may be sung at all times; and which is
auspicious.

38. That Raga 1s called Malkiri, which is Oudava, for it
leaves Ga and NZ; which has D#a for its Graha, Amsa, and
Nyasa ; and which is sung by the wise men at day-break.

39. That Raga is called Dhanydss, which is Oudava, for it
generally leaves R¢ and Dia; which has Se for its Graha,
Amsa, and Nyasa, and which is sung by the wise men in the
morning.

40—41. That Raga is called Mélavagowla, which is Oudava,
for it leaves K7 and Pa, though, at times they are retained ; which
has Vi for its Graha, Amsa, and Nyasa; which is sung in the

evening ; and which is #ke best of all riguas.
41—42. " That Raga is called Srirdga, which is Oudava, for

it leaves Gz and D#a, though, at times, they are retained ; which
has .Sz for its Graha, Amsa, and Nyisa; which is sung in the
evenipg ; and which is the giver of all prosperity,

e
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(i) Middlzng-Sampurna—3e

43. That Réaga is called Kéddragowla, which is Sampurna ;
which has Az for.its Graha, Amsa, and Nyasa; and which is sung
by the wise men, in the fourth watch of the day-time.

44. That Raga is called Nddardmakriya, whichis Sampurna;
which has Sz for its Graha, Amsa, and Nyésa; apd which is sung
in the fourth watch of the day.

45. That Raga is called Kdmbhdsi, which is Sampurna,
though, in certain places, it leaves, in ascent, Mz and Nz; which
has Sz for its Graha, Amsa, and Nyésa, and which is sung in th=
evening. p
46. That Réga is called Sdmavarali, which is Sampuina ;
which has Sz for its Graha,~Amsa, and Nyisa; whici may be
sung at all times, and which originated with the Sima Véda.

47. That Raga'is called Ruthzgowla, which is Sampurna ;
which has V2 for its Graha, Amsa, and Nyasa; which is sung in
the evening ; and which 1s allied with Mukhari.

48. That Raga is called Aéuy7i, which is Sampurna ; which
has Ma for its Graha, Amsa, and Nyisa; which is sung in the
. latter part of the day-time; and which sounds nicely with Kakali
NNz and Anthara Ga.

49. That Raga is called Ndrdyani, which is Sampurna,
though, at certain places, it leaves, in descent, Rz; which has Ga
for its Graha, Amsa, and Nyisa; and which is sung in the
morning.

so. That Réaga is called Vedval, which is Sampurna,
though, at certain places, it leaves, in descent, &7 and Pz; which
has D/a for its Graha, Amsa, and Nyisa; and which is sung at
day-break.

(i) Middlng-Shidava—a

51. That Réga is called Kannadabongila, which is Shadava,
for it leaves &z; which has Gz for its Graha, Amsa, and Nyéasa;
and which is sung in the morning.

52. That Raga is called Pdds, which is Shadava, for it
leaves Ga; which has Sz for its Graha, Amsa, and Nyésa; and
which is sung at the fourth watch of the day. e

53. That Ragais called Vasanthabliaivavi, which is Shadava,
for it leaves Pa; which has Sz for its Graha, Amsa, and Nyisa;
and which is sung in the morning.
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54. That Raga is called Gundakrsya, which is Shadava, for it
leaves D/a, though, at certain places, it 1s retained ; which has Sz
for its Graha, Amsa, and Nyisa ; and which is sung in the former
part of the day.

(iil) Middling-Oudava—3

55. That Riga is called Madhyamdds, which is Oudava, for
it leaves R7 and Dka; which has Ma for its Graha, Amsa,
and Nyéasa; and which is sung in the latter part of the
day-time.

56. That Raga is called BAupdla, which is Oudava, for it
lea}rbg Ma and N7; which has Sz for its Graha, Amsa, and
Nyiésay épﬁkwhich is sung in the morning.

57. That Raga is called Révaguptsz, which is Oudava, for
it leaves M and Nz; which has R: for its Graha and Nyésa ; and
which is sung in the latter part of the day-time.

(A) Inferiov-Sempurna—a

58. Now, the characteristics of a few nferior Riagas are
described. That Réga is called Sowrdshtra, which is Sampurna ;
which has Sz for its Graha, Amsa, and Nyisa ; and which is sung
by the singers in the evening.

59. That Réga s called Ndgudhvant, which is Sampurna ;
which has Sz for its Graha, Amsa, and Nyéasa ; and which 1s sung
by the singers at all times.

60o. That Raga is called Sdmariga, which is Sampurna ;
which has Sz for its Graha, Amsa, and Nyésa; which is sung at
all times ; and which sounds nicely with A7z in Mandra.

61. That Raga is called Sankaribhavana, which is
Sampurna; which has Se for its Graha, Amsa, and Nyésa; and
which resembles, as it were, Samantha.

(B) ZInferior-Shidava—:2

62. That Raga is called Glanidrava, which is Shadava, for
it leaves Ga; which has D/ka for its Graha, Amsa, and Nyisa;
and which is sung at all times.

63. That Réga is called Bhnnashadja, which is Shadava,
for it leaves Ma; which has Se for its Graha and Nyisa; and

which is sung at all times.
18
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(C) Inferior-Oudagar—2

64. That Raga is called Sdzé7s, ‘which is Oudava, for it
leaves Ga and Ni; which has Dka for its Graha, Amsa, and
Nyasa; and which is sung, by the wise men, at daybreak.

65. That Raga is called A#dsl, which is Oudava, for it
leaves Ga and NZ; which has Pa.for its Graha, Qmsa, and Nyésa;
and which shines like Madhyamadi.

The End

66. In this way the remaining Ragas may be ascertained by
the wise men. I leave them undescribed, on account of tp‘;'ir
confusedly mixed nature. 7

67. Indeed, Sharngadév described well, in hiS~Ramdbara,
the characteristics of such of the Thala-Prabandhas as were useful
to the musicians, In fact, the whole range of music was exhaus-
ted by him;and hence, Idid not take those subjects into my
consideration. ’

Colophon

68. Let ¢ [Svara-] Mélakalanidhi,” prepared by Ramimatya
from the Svara System of [Sangitha~] Ratnékara and published
on the tenth day, Sukla (Nirmalathara) Paksha, Sravana Month,
Sadhérana Year, of Saka 1472, flourish and be of eternal use to
.the wise people.
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