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FOREWORD

4E awakening in our country has'a much ‘wider significance
:an most people, with their preoccupation in the struggle for
solitical 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 spacé 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
Uhiversity for the help and encouragement which it has given to
Mr. Ramaswami Aiyar in performing this very useful service.

Ramamitya, 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 it is doubtful whether all of them are in actual use or can
satisfy the ear of the people. Itisa 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

the two and thirty were the resulting combination of the s
notes, five of which had a sharpand flat sonance and the word ‘1.
itself indicates the number 32, according to the peculiar Ind
Notation of numbers by the letters of the alphabet. A questi
may here arise as to whether the word * raga’ was a new intr.
duction into music after the thirty-two Mélas had come to b

iv

recognised.
Mr. Ramaswami Aiyar 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
28th March, 1932. }



PREFACE

THE manuscripts of Svaramélakalénidki are found in Tanjore,
Madras, Bargda, and Bikanir. Its bare text, for aught I know,
was printed twice—f7sf, at Kumbakonam in 1906 by Mr. S.
Narayanaswami Aiyar and secondly, at Bombay in 1910 by
Mr. V. N. Bhitkhandé, though under the pseudonym of
Bhiradvaja Sarma. The latter edition contained, at least, a
running commentary in Maharati.

But both the printed 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 Mélavasri are correctly defined, in two
verses,! thus:—

3 A. yn: PEAgeAIEE: QiN: EENgE |
; qafita: areasft @ade qega: 1

3 qd @8 afedad Ay o alad
3) gl gae=a: |

s B. fafia wregd: gim: wraugisiy | 1
; A3 gdaiRg wdar AFIEE: 0

N gl weas: |

But how did Messrs. Narayanaswami 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 :—

T gEAeae: §eaE: 8 AT
Md gIamy ade AR
Here, both of them consciously began with Sudhavasantha

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

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

A fresh edition of Sweramélakalinidli 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- contribution
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 Svaraméla-
#alinidi 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. Sundaram Aiyar and Pundit S.
Subrahmanya Sastri, who are also well-versed in the theory 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 Svaramélatalinidii as a Lecture
under the auspices of the Annamalai University which, I feel
thankful to state, was good enough to give her émprimatur to its
publication in the present form.

¢ BAI BHAVAN’ ;
TRIPLICANE, J M. S. RAMASWAMI AIYAR

15t Marck, 1932.
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SVARAMELAKALANIDHI

—

INTRODUCTION

Svavamélakalinidki is one of the standard works, in Sanskrit,
on the Carratic Music. Ramamitya, its author, was a native of
Andhradésa and lived in or about Koéndavit,* 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 eastern sea. He belonged
to the T6darmal family; his father was Thimmamatya®; and he
himself was such an efficient musician-composer that he won the
title of ¢ Abhinava Bharatacharya’.¢

He was associated with Rdma Réja of Vijayanagar, perhaps
as his minister, as the word amdsya 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, R&mamatya, he exhibited his person, in his work,
more as a p:lific Véggéyakdra 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, Kallinath,

'_¢r. g g3 gatfasdAreenaagdutaai |
Svaramélakalinidhi.

i gatoidaa QA [uemsat fiar ngn—/eid.

* ¢ g AR A g E -
ngrmaEErrTamEs ffia: ewese iy — s,

+ (f. This means Modern Bharaléchérya.

*Cf. aa}aéﬁ*aaganaqi(—Suaa-amézakamnmz‘.

° Cf. ggra@eRTIagrasY geRad Ag warfrata:—2sid.
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a Commentator of Sangitharatnikara—palpitated in his pulse.!
(4) Rama R3ja requested him, in preferénce to others, to write a
new treatise on music reconciling the conflicting views that were
then in vogue.? And (5) the same Rima Réija gave him, in
recognition of his (musical) services many a valuable present.?

This, surely, is not the language of a veritable minzster, 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 Forgottere 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 Raja
who was, at first, his minister but became afterwards inde-
pendent. By ‘independent’, Sewell should have meant that
Rama Raja was @¢ facto the ruler of Vijayanagar. So he might
have been. But de jure the ruler was, undoubtedly, Sadasiva;
for, a very large number of inscriptions, ranging from 1542 to
1568, recognize Sadasiva as the sea/ sovereign.s Why, Rima-
matya himself admits that Rama Raja helped Sadasiva to regain
his throne.® Hence, it is submitted, Rama Raija should have

' ol farfafa: sgndfosa wand afaessdian |

wrEdray adsfy arfr ardwraa o gt
Svaramélakalénidhi.

' ¢t gue umATwana gnane @ B 2
* o SefifdzmAere gl ewta e
g asqfgmarfariedigaraes eI |
WISt YHENAER! gAAAl QR A Zid. .
* Vide Sewell’s Forgotten Empire, page 109. A \=a
S [bid—page 179. f
¢ & 3: @ganE: grTwa fatm fama-
@eel1 fafndl gzifaasdims frweat |
@rfagieza: wimgTESNg wgrad

Fotd warfa gamd feat gaedgea o
Svaramelakalinidhi,
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been, at least when Ramamaitya wrote his work, only a minister,
though the king was a puppet in his hands. How, then, could
Ramamatya afford to be a minister of a minister ?

Further again, Rimamitya’'s description of Rama  Rija'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 Raja’s pedigree, according
to R&méamatya :—
Vishnu

Bralhma
Atlhri
Mo[on
Bulﬂha
Puru‘rava
Alyu
Nahlusha
Yayathi
Bhé:rata
Sri Rar:zganath

Rimla Raja Thimmla Réija Venljxatéidri.
(F16. 1)
But Sewell’s genealogy?, taken from epigraphical records,
gives Rama Raja his proper place in the royal line of Vijayanagar
thus :—

Thimma
Isvara
1
Narasimha
1
i 1 i
By 1st wife By 2nd wife By 3vd wife
) |
Vira Narasimha Krishna Riya Déva | |
Ranga Achyutha
{
Sadasiva
i )
Daughter Daughter
Maryvied Married
Rama Réja. Thimma (Tirumal) Réja.
(F16. 2)

1 Cf. Sewell's Forgotten Empire, page 180,
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It is thus clear that Rama Raja belonged, if at all, to the
royal family only by marriage. Rimémitya only confirmed it
when he observed: ¢ Krishna Raya gave his daughter in
“marriage to Rama Réja and thereby enhanced the dignity of the
parenthood of daughters.”’* )

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

1 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 Ramamitya as a Viggéyakira,
pure and simple.

His exact date is not available. Being however a contem-
porary of Rama Raja, he should have lived in the sixteent/ century.
He was well-versed in Sanskrit and Music; and in Rama
Raja’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, Srivildsa, Dhruva, Pancharatna, and so
forth.

No wonder, then, that Rama Raja—at the instance of his
brother, Venkatadri—required Rimamitya to write a new work
on music. Of this requisition, Svaramélakalinidii was the result.

_ A .
' o gravEisd 8 TN drqriiae agaead e
Svaramélakalinidhi.
2 Vide Sewell’s Forgotien Empire, page 214.
3 Jbid, page 212,

‘¢ fafvm gatafy el aRfgesatn 1
g ol g agifdqmada s Es: |
Svaramélakalinidhi.
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The colophon!, at its end, clearly shows that Rimamatya finished
his work in Saka 1472, Sidhirana Year, Sravana Month, and the
tenth day of Nirmalathara (Sukla) Paksha—all of which correspond
to Thursday, August 21, 1550 A.D.2

Now, be it noted, ‘it was in order to reconcile some con-
flicting views on music that Svaremélakalinidki was written, as
evidenced by Venkatadri, in his request to his brother, Rima
Réja :—* The science 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 Rima Raja, 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 Svereméla-
kaldnidhi, Pundarika Vittala finished his Sadrdgachandyidaya.
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

1 N A -~ NN Y
Ct. g Agauaufsggweiveg | gaT
af waomify e of zgsatr fat
aamratatifa: awd: giawEs-
wisd AeFerf i fanararaeaaIRETaT |
Svaramélakalinidhs.

-2 Vide L.D. Swamikannu Pillai’s Zndian Ephemeris, Vol. V.,
page 303.

* gmiaarg agar Bl wvda @ady = eqog |
e . * - -
gd af3a § ynwa aAg e aear Jafa
Svaramélakalinidhs
' giareg "ot graY entaanEEE: |
dua sgaURIs gneue el faafs o
Ibid.
* gfragan falynas wad ¥ samied o
Sadrigachandridaya.



xvi SVARAMALAKALANIDHI

was resounded when Sémanath declared: ‘1 write’ Rdgavibidia
only to reconcile the conflict between the science and the art of
music.’? Even the recently published Sengithasudia contains a’
similar note of complaint.? ’

A question, therefore, naturally arises, namely, * Why should
the musical views conflict, at all, with one another?’ To put the
same question sarcastically: ¢« Why should the Aarmonions music
produce diskarmony amongst its 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 7z and the other unwilling to get oxt.

But why should the ‘old order’ change? In addition to
Tennyson’s philosophical answer, there is 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, a fortors, 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: 7/e various stages of musical progress ave not the inventions
of the learned few imposed on, and adopted by, the unlearned many ;
but vather, a summing-up and ovganization by the former of those
practices and usages at which the latier had avrived by instinct.

' uafyarg fazd Riadara sagwquay: b
Réigavibidha.
* sygmad fy Tafgqaw@ arwia: ofizzag fr)

Fansfr irr@rrﬂm‘? ... S 0
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 pooh-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 Thiagarija
arises and gives his countrymen not only a summary of the music
of the past but also a programme for the music of the future. In
that sense, he may be said to have interfered with, and even
changed or modified, the musical 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 in 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
heen 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: *Our music has undergone changes, from time to
time, according to the tastes of the different ages. We find the
system propoundr 1 in Sangitharatnikara of Sharngadév is a con-
siderable advan.e on that described in Bharata’s Nétyi Sistra,
being more exhaustive, more scientific, and expressive of greater
national culture. A mere glance at Léchana, Pundarika, Hridaya

3
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Narayana, Ahobala, and Srinivasa will be enough to show us that
the systems of music propounded by them mark a still further
advance and that they considerably differ from the systems
appearing in Ndtya Sdstra and Ralnitara. 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 mature 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
Svavamélakalénidhi 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, Sharngadév 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 book
and laid such an emphatic stress on it that it developed in his

L Vide the Report of the $th All-India Music Confevence of Lucknow,
page 117. X

One word of caution is here necessary. 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 is, in fact, this basic
principle that distinguishes the Indian system from all other systems of
music.

* ot g wpmwAtr mEedarty g
qmgagfied axesTE AgHREAr 1

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 Gérndkarve-music is ever
employed in conformity with the (inflexible) rules of its theory.
But if the violation of those theoretical rules, inflexible though, do
not lead to any absurdity ; and if, again, the contravention of any
of the rules of practice does not give pleasure, but jars, to
the ear; then, the practice of music shall be preferred to its #zeory.

. And it is in conformity with the ¢practical’ rules of music

(as opposed to its ¢theoretical’ ones) that the Gdre-music
prevails. .In his chapter on Znsérumenis, Sharngadév, well-versed
in music-lore, argtied 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 Zakshya’; if, again,
Ramamatya elaborated and develeped it into a maxim; Pundarika
Vittala chose to condense it into an aphorismic form, namely :—

e @3 e |
(Science only follows Art ; isn’t it #)

Let us proceed to see how Ramamitya 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 as for instance, Szdrdga-
chandyidaye, Rigavibodha, Songithodarpana, Sangithasudha,

' ¢t q@ wRNANSA ead gugIE |
gz samqfE™ s 7 &Ed
A FEAAA T J FRARIARY |
afeiser wemE @ A9 wEd o
FEAFEEGIIRA T @B WEER N
gagAagrEdaraT arggfon |

A3 wrawEE aarad el
Svaramélakalinidhi,
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Chathurdandiprakasika, Sangithapirijitha, Sangithasiérimrithe,
Nagmut-es-Asphi, Sangithakalpadruma, and Lakshyasangitha—
all these works came successively one after another, but mark!
only after the time of Svaramélakalinidhi. And Ramamatya
had no other work to criticise before him than Sharngadév’s
Sangitharatnikara.

No doubt, Bharata’s Ndtya Sdstra and Narada’s Sangitha- -
makaranda had been in existence long before Sangitharatnikara.
But, evidently, Ramimatya @7d not mind the former and cox/d 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, Lochanakavi'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 Azndustari music.

Hence Ramamitya looked, for guidance, to none else
than Sharngadév and even averred! that he would, like his own
chosen guide, make the Principle of Lakskya the chief thing in
his book. And he #7d make his averment good. Let us see
how.

The first point of conflict between Shirngadév and Rama-
matya was with reference to the Swudia-Vikviths svaras. At any
rate, both of them agreed with regard to the Sudha-svaras and
allocated them, alike, thus :—

A gAgal g gERgEad A |
Jar agFgt ArEE AT a wega: |
9zA: gazzgt g Fadr faafed |

qrfer g fawra: ergfafiasd edga: o

Svaramélakalénidhi.

1

Ct. FHERINSAS T qEdSE FA0Y |
Svaramélakalinidki,
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B D e Seseg At 1
eIEEEl quaEmE ke 0
qFAETEAEt MR eyt |
wAgAr At s =l o
Fafage enaEdsa wgkc |
sEeeatat Juafegfoem: 1
stgrazaregart faardr fagfwa: |
ol BAEED SORSAE a1

same and may be stated thus :—

¢ The svaras arise from the srutis in such a way that Shadja
takes #he 4tk sruti of the Vina, Rishabha #4e 7#%, Gandhara e |
oth, Madhyama #ke 73th, Panchama he 17¢:, Dhaivatha #ke 2otk

and Nishada #4e 22#d.’

The Swdia-svaras, which were common between Sharngadév

Sangitharatnikara.
The idea conveyed by both A and B, quoted above, is the

and Ramématya, may be tabulated thus :—

Nmsnﬁf;i-s of Sudha-Svaras.
1
2
3
4 Sa
5
6
7— Ri
8
9 Ga
10
11
12
13———— Ma
14
15
16
17————— Pa
18
19
20 {——  Dha
21
22 — Ni

(F1c.

3)
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As regards the Fikritha-svaras, both Sharngadév  and
Ramamatya &iffered from each other. While Sharngadév presented
to us so many as twelve Vikritha-svaras, Ramamitya found, 72
actual practice, 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 Sg. When Vi 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.
Gandhéra is declared by Sharngadév to fall into two divisions,
three-srutied Sadharana and four-srutied Anthara. Madhyama,
like Shadja, falls into two divisions viz., Chyutha and Achyutha.
Panchama of Madhyamagrima is three-srutied and has one more
variety, namely, four-srutied Kaisiki Pe. Dhaivatha, in Madhya-
magrama, becomes a four-srutied Vikritha. The three-srutied
Nishada and the four-srutied Nishada are treated of as Vikrithas
of Sz and named Kaisiki V7 and Kakali Vi respectively.’ !

' ¢t q A famagedt graa wfaqriRan o
sgdiserd far ges fafafian wdd
QIO wFSTE FEE § @Ed |

N qrenal g qrsshge: giwar & |
sqfeAEta ada Bz wdg
avaret fagfa: eraae 9ggf |
A 5T agal g1 Fuaga afaat o
qeo: T A SAREEROTHATT |
qmd mermm@ gl SR g
weomen g W ai:gfaﬁﬁr fgar 1
Faar wegemrd frga: er=qf:

H i wadE 9 et
afa fEd 30 Rl gag @ |

Sangitharatnikara.
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On the other hand, Ramamatya worked up his seven Viéritha-
svaras thus :— £
¢ How is it that only seven Viksitha-svaras are given here,
while Sharngadév mentioned, in his Ratnikara, so many as
twelve ? It is true that, from the theoretical point of view, the
number twelve may be desirable. But, 7z attual practice, that is,‘x
according to the principle of Lakshya, there are only seven !
Vitritha-svaras different from the seven .Swdia-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 shall tell you
how. Ac/zyut/zzz-S/%zzé’/a does not differ from Sudha-Shidja ;
nor does Ackyutha-Madhyama differ from Sudha-Madhyama.
Again, Vikritha-Rishabha does not differ from Sudha-Rishabha ;
nor does Vikritha-Dhatvatha differ from Swdha-Diaivatha,
Further again, ViZritha-Panchams which is taken from Madj.
yama-Syuti does not surely differ from the other Fikrithe-
Panckama. Hence under the category of the above-mentioned
fourteen (Sudka-Vikvitha) svaras, no separate mention was made
of these five isvaras, inasmuch as they had effected a merger,
as indicated above. We shall enunciate the seven Vikritha-svaras
by mentioning their names :—
(1) Chyutha Shadja
(2) Chyutha Madhyama
(3) Chyutha Panchama
(4) Sadharana Gandhara
(5) Anthara Gandhira
(6) Kaisiki Nishada

and  (7) Kakali Nishida.

Chyutha Shadje is the name given to that Skedsz 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-Madhyama takes the first Gandhdra-sruti, it is
called Sédidrana-Gindhira; but when the same Sudha-Madkyama
takes the second Girdhidra-sruti, it goes by the name of Anthara
Géndhiéra. When, again, Swdha-Shadja takes the first Niskdda-
sruti, it is called (by expert musicians) Kaisits Nishdda ; but when
the same Sudka-Skadja takes the second Nishdda-sruti, it goes by
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the name of Kékali Niskida. Thus, the seven Vikritha-svaras
have been described.’?

' ot oA @R agaa fEa aw
gragrr: @ g 9 sfaarEar
g FEuAY 4 FEAEATSET |
TRAIETd aEd waEa sfga: 0
g frdag Frigud i |
gzrar qfifagrar guort EFarmay
qaEefanErEy dyfaasta |
sify oy 38 gafwyfadad: o
s falreegaaaer 4 Taed |
i a 9 3t Sw S fwed
FeueEEgAE ST q3 ffver |
=g Aean: YR wA fagh ueq o
ggtarg fagafmd 7 gaemd
fagdr 9aa: gadaamiiend |
wegEggTEA frga: gmm o: )
fagdfizasia sEageAya |
awrggaaed aiwsag q=: |
AT TR TR BT 1
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IO RIS 53917 |
e BrRtarRsareg: afsiTEE: |
femn =9qdt @rargfd ags g7 gt
aavarArades wargRsiEad |
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- We closely trod in the footsteps of both Shirngadév and
Ramamatya, only to correctly formulate the following table and
rightly determine their respective Sudka- Vikritha Svaras i—

1| 2 | 3 ' 4
Vikritha-Sva
Nur;]fber Sudha- P RaméimAtya's special
Srutis Svaras Shirngadév. Rimamatya. i Nomenclature.
1 Kaisiki V7 Kaisiki V7 Shatsruti Dia
2 « | Kékali N7 Kakili N7
3 Chyutha Se Chyutha Sa Chyuthashadja &7
4 Sa. Achyutha Sa
5
6
7 Ri. Vikritha R7
8
9 Ga. Panchasruti &7
10 Sadbédrana Ga | SadhArana Gz | Shatsruti &7
11 Anthara Ga Anthara Ga
12 Chyutha Ma Chyutha Me | Chyuthamadhyama Ga
13 Ma. Achyutha Ma
14
15
Vikritha Pa
16 Kaisiki Pa Chyutha Pe | Chyuthapanchama Mz
17 Pa.
18
19
20 Dha, | Vikritha Dia
21
22 Ni. Panchasruti Dka

(F16.4.)
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The fourth column of Fig. 4, namely, * Rimamatya’s special
Nomenclature’ was drawn with the help of the following verses
in the text:—
FIEAEAY q5 TEHITA: |
araratn seifagaanafggd
saargse Dasfwfanaes @i |
sgavgEiarIfaad ger fadiad o
=TT AeqREATq AFMEIIZ: |
soqRaRIFaTEaTe Brad war o
qITEARTAE ST RIAGIA |
srenifi: Fead disaagmIgRma: |
@ed g gafaeganrareTAaga |
fian: Srdasearta: qaggeTEa: |
q STEROFEIETEeg w/aar gy o
FATGRA: HHETIT qa{g%mﬁ?w: I
o ngfarzes e 870 aufeda: |
sy @ qagﬂﬁqa: 0
e Ffaarger end fagf S 1
wfarg sfqsenfesr uegfida: 1"
Having learnt the points of agreement and disagreement
between Sharngadév and Ramamatya with regard to the Swdia-.

Uikritha svaras and having noted that, in all cases of disagree-
ment, Raméamatya invariably invoked the help of the principle of

1 ¢ In fulfilment of a usage, I shall now mention a few different nomen-
clatures to some of these 14 Szaras obtaining elsewhere. On account of its
identity with Nishdada, Chyutha Shadja is also called Chyuird Shadjd Nishéida.
On account of its identity with GAndhéra, Chyutha Madhyama is also called
Chyutha Madkyama Géndhdra. On account of its identity with Madhyama,
Chyutha Panchama is also called Chyutha Panchania Madhyama. Inasmuch
as Rishabha is, 7z practice, known to identify itself with Sudha GAndhéra, the
latter is also called Panclasruti Rishabka. When however, Rishabha identi-
fies itself with Sddhirana Gandhara, that (SAdharna Gandhara) is, 2z practice,

~Wed Shatsruti Rishabha. Likewise, when Dhaivatha identifies itself
Nishida, that Sudha Nishida is called Panchasruli Dhaivatha ;
“ifies with Kaisiki Nishada, that Kaisiki Nishada is called

N\
N
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Lakskya ; we shall now proceed to deal with the next question
which happens to be five-fold :— '
(1) Why were the Sudha-Vikritha svaras so-called ?

(2) Wherein 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 in actual practice ?

These five questions we shall now consider.

First, why were the Swdie- Vikritha Svaras so called?

No doubt, the time-honored verse, transmitted to us from
author to author, namely—

FAIATAFET TR |

2 & fumaead R Rawdsd) o
sums up ‘the Rule of the ancient Swdka-Svaras,’ according to
which the seven Sud/a-Svaras were S, Ri, Ga, Ma, Pa, Dha, Ni,
made up—as they were—of 4, 3, 2, 4, 4, 3, 2, srutis respectively.
Or, as Ramamatya would have it, 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 Se, RZ, Ga, Ma, Pa, Dha, Ni,
respectively.” All other numbers were called Vikritha-Svaras,
of which Ramamatya 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 formed,
as they even now form, the scale of Samaginam—were called
Sudha-svaras, because they were used in singing the pxre music of
Sama-Véda.

There seems, here, to be a confusion of ideas. What did
the ‘pure’ music of Sima-Véda 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 sive
The ancient text-books on music took the Vina-point of
and almost all the ancient terms of music were der
stringed instruments with frets, which gave a series

1 I’ide Fig. 3, page Xxi.
2 N g <
Cf. gogtheg AMrrEEargEy Hagw
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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 Sud/a-Scale and the notes it

comprised were called Sud/a-Svaras.!
The following tabular statement? of Mr. Bulwant Trxmbuck

seems to strengthen the position of Mr. Clements :—

Svaras Intervals Srutis
Sa 5:3 4
Ri 416 3
Ga 2:3 2
Ma 39 4
Pa 312 4
Dha _ 312 3
Ni 15 2
(F1G6. 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 Swd/%e, 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 Sxdka-svara,
though it retained its own seat, lost its Sudka-character and
became a Fikritha, 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 :

5 4 3 5 15

@ 1 g 3 2 3 8 %
9 6 4 3 5 15

N @ Lig ooz o 3 B 2;
9 6 4 3 8 9

Lg g 3 3 o5 2%

9 8L 4 3 27 243

"4’ 3’2" 160 128" °°

Ragas of Tanjore, page 15.
“wdu 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 Sudha-Scale
alone was considered to be important and was, in fact, constituted
to be the basis of the ancient Indian musical system.

Secondly, we shall determine the importance of the Sudhia-
svaras and of the Sudka-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 it convenient, nay, necessary to study the Zewms or phraseo-
logy employed therein, with a view to understand the real nature
of the Rdga System! which its author finally built. A mere
glance at those texts will show that one and all their authors
spoke of their Ragas only in terms of Swdfa-svaras and also
employed therein the Sudka-Vikritha phraseology. Take, for
instance, S»irdga, of which Ramamatya wrote:—* The Méla of
Srivdga consists of these seven svaras, namely, Swudie Sa,
Panchasruti Ri, Sidkirana Ga, Sudha Ma, Sudha Pa, Pancha-
syuti 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 Swudia-Vikritha
Svaras of our ancient authors formed, as it were, a key to open,
and sece for ourselves, the rich treasures of their musical systems.

Are those ancient Sudka-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 Réga was, as it even now is, the soul of Indian Music. The Sr
the Swaras, and even the Mélas form so many means, while the Réga-
form the end. Even the compositions and their various types are -
Raéga-manifestations, perhaps with the additional elements of r*
poetry. Hence the determination of the Rédgas and their Lak
the main, if not.the sole, portion of our musical system.

2 Cf qlgq:e,-\a‘rw qEHgIAE g1 |
EEIARRER TR RIRTE )
3 -
gayfaman & Fareatraras: o

g gaEtaw: SN 9 A
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These questions may be grouped together and discussed as
such.

Now, the ancient Swdia-Vikvitha Svaras are nof extant
to-day.. Because, according to Mr. Clements’s opinion, they had
been looked at only from the Vina-point of view, while their
modern prototypes have had an entirely different principle to
stand upon; because the ancient Sudhia-Vikritha system was
based upon Blharata 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 lastly because the Swzdia-
Vikritha system allowed itself to be differently interpreted, while
its modern prototype has only one interpretation to view it with.

The last reason requires explanation. Three different
authors, Ramamitya, Ahobala, and Bhatkhandé, chose the same
Sudha-Svaras, from Fig. 3, for their Sudha-scales and, yet, arrived
at three different Rigas, viz., Mukhari, Kaphi, and Bilaval 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 Sudia-
scale, formed out of Sz (4th sruti), Rz (7th), Ga (oth), 4a (1 3th),
Pa (17th), Dha (20th), and Vi (22nd) gave rise to three different
Rdgas.

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

¢ sugar, though identical in having the name seer, in each case

1 Cf. 937 TTRAT HAQas arfea: |
2° % 3 e
A gAE AT AANHS HEGH
qads sgafesar geiA: @ |
Fasrgifa girm: aoiefaafed: 1
3 9 ssaferar gaie: garfaa: |
q: gargar gdvEel fafed: |
aTgat glasatandard |

wdr der g ghtea o
Lakshya Sangitha.
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differed in their weight—Bombay see» 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
question suggested in our case. And I think the answer, in both
the cases, is one and the same., It is Convention’.t

Apart from the vibrational values? which Mr. Joshi gave each
of the Sudka-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 muwasures of Madras and
Coimbatore. Whereas, in the seer or measure, there 1s the same-
ness only in name but not in quantity; in the Swd/ae-Scale, there
was the sameness not only in name but also in quantity. For,
whether the Raga that emanated was Kanakéangi, Kharaharapriya,
or Sankaribharanam, the original stock of the Sud/a-Scale gave
Sa, Ri, Ga, Ma, Pa, Dha, Ni respectively srutis 4 35 25 4y 4s 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 Swud/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 Sud/ka-Scale, unless the first
Méla of Venkatamakhi’s System counts for such. Even that first
Méla (Kanakangi), bad to give way to Purandra Das’s Miyd-
mélavagowle which the very Ramamatya proclaimed in his book,
as ‘the best of all Ragas’.

- Of this ¢ Mayamalavagowla,” Mr. Clements remarked: I
am not in favour of Sankardbharanam as the Swud/ae-Scale. 17
scientific writers put Bihag in the same family. We do r
any ambiguity in our Sud/a-Scale. Maiyamalavagowl-

1 Vide Report of the Second All-India Music Cor
page 44.

(2 Mr. E. Clements questions the correctr
tionlal values,’ in his Kagas of Hindustan. v
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free from this defect. Further, to adopt the Mayamalavagowla-
scale as the Sudka-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 : ¢ Mdydmdlavagowla only
developed from Mukhdri by way of modal shift of tonic, as in the
case of the modern Greek Scale.? And here; again, Mr.
H. A. Popley amplified that the modal shift of tonic was made by
one semitone higher and, having illustrated his point by the
following diagram
Mayamalavagowla
B lCD"’D EFGA™ ECI

\m
(F16. 6)
wrote, by way of explanation,—* B to B form Mutkhariand C to C
is Mayémalavagowla’?

All the three, I fear, overshot the mark, inasmuch as the
Mukhidvi of the above Fig. 6 points only to Kharakharapriya
wherein alone Ga (D) and Ni (A) are Kdmal or flat and surely
not to Kanakdngi, wherein Ga and Vi are really conspicuous by
their absence, though &7 Thivra and Dka Thivra are made to
falsely personate them.

The trend of the modern view is that, while Bildvil is the
Sudha-Scale of North India, Maydmdblavagowla is that of South
India. But, be it noted, that neither of them is the Sudha-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 Swud/ia-Svaras and the Swudha-
" -ale formed therebyhave, doubtless, become obsolete ; yet, we have

1 ide Mr. Clements’s Ragas of Tanjore, p. 15.
~7ide Mr. Fox Strangways's Music of Hindostan, p. 120.
Mr. Popley's Music of India, p. 43.
- that Purandra Das wanted that the beginners of music
-d with the controversial svaras (R, or Sudha' Ga),
“a, or Sudha N7), and (W7, or Shatsruti Dka) but
+set, only to the non-controversial svaras (&7,
~ Qudha Ma. i
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now Se and Pa as Sudha (or better, Prakrithi) Svaras, inasmuch
as they are fixed or admit of no varieties at all; while Xz, Ga, Ma,
Dia, Ni are Vikritha-Svaras, inasmuch as each of them admits of
two® clear varieties, vz, Komal and Thivra, that is, flat and sharp.
These modern \Sudja-Vikritha Svaras, twelve? in number, may
be tabulated thus:—

J I ' [ | : | |_‘| 1 ;—[7
a Ri, Ri, Ga, Ga, Ma, Ma, ~Pa Dha, Dha, Ni, Ni,
| S S RN d_ R S 10 — 11 — 12

(F1c. 7) -

And, again, these modern Sudka-Vikritha Svaras enable us
to formulate, according to the Principle of Za#skya, the following
working scheme which may be styled Zaghumélakartha (Fgizaal)
as distinguished from the Brifanmilakartha (adewat) of Ven-
katamakhi :— ¢

b o . 0
ad |8 g |aE
30 El Qo [8x
FHE AFEE
IE’ g3 4 Poorva Mélas. Svaras. ‘ Uthara Mélas. iz -E s
£54) 8 1 FREEE
e B g &g @

> (@ @ | >

|

8 | 1 [mTésai S R,1G, (M| 2D, /N,| Bhavapriya w17 ] e

9 2 | Dhénuka S |R,|G,[M{ P|D, N,| Subhapanthuvarili.| 18 | 4§

10 3 | NAtakapriya S |R.|G4|M| P\D,IN; Shadvidhamérgini. | 19 | 46

11 4 | Kokilapriya S R, |Gy |M| P DgiNz‘ Svarnangi |20 47

|

14 § | Vakuldbharanam... | S |R4|G,|M| 2|D,|N,| NimanArayani ...| 21| 50

15 6 | MiyAmalavagowla. | S |R,|G,|M| P|D;|N, Kamavardbani ...| 22 | 51

16 7 | Chakravdka we | S [R4|G2|M| P|D, N, | Ramapriya w. | 23] 52

17 8 | Suryakantha S |R;|G;|M| P|D,|N,| Gamanapriya w24 53

|

20 9 | Natabhairavi S|R|G,|M| 2|D,|N,| Shanmukhapriya...| 25 56

21 10 | Girvani .| S|R|G{|M| P |D,IN, Simhéndramadhya.| 26 | 57

22 11 | Kharaharapriya ... |S|R |G,[M| 2 |D,|N, Hémavathi | 27| 58

23 12 | Gowrimandhari ... {S|R |G,|M| P |D,|N, Dharmavathi .| 28| 59

i i |

26 | 13 | Charukési S|R2|G,M| £ D, IN,| Rishabhapriya ... | 29

27 | 14 | Sarasingi S|R;|G2[M| 2 [D,|N,| Latangi el ®

28 | 15 | HarikAmbh6ji S|R,|G,|M| P |D;|N,| VAchaspathi

29 | 16 | Sankardbharanam. | .S R,|G, M| P |D,|N,| M&chakalyani

i |

{F16. 8)

1 A third variety is added by Venkatams "
= C IRy Yafagan au qeg &

5
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" In order to be able to compare the Mélas of Fig. 8 with
those of Ramamatya, it is desirable that we should, first, know
how Fig. 8 was worked up and, secondly, learn how the Mélas of

Svaramélakalinidhi were formulated.

Now, R7 and Gz may be combined in four different ways,
viz, (1) Ri; and Ga, (2) Ri; and Ga, (3) Ri, and Ga, and (4) Ri,
and Ga,. Similarly Dka and A7 may be combined in four
different ways. By tacking the four varieties of D/a and V7 to
each of the four varieties of &7 and Ga, we have sixteen varieties
of Ri, Ga, Dha, and Ni. These sixteen varieties, when further
manipulated with the two varieties of Ma, yield thirty-two® work-
ing Meélas, for which see Fig. 8, where it will be seen that Mélas
1 to 16 are Sudha-Madhyama or Poorva Mélas, while Mélas 17 to
32 are Prathi-Madhyama or Uthara Mélas.

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

. Y ~ -
@goi gaad qengRar TREdSEAT
giy ey waae i |
Y areAiien A ARTREE:

S
grRgAERT v FrRlese T
QEaATRAAS ARSI |
o aeoRg [aATaER] AEFE: |
egdNeEFad AEuAtRAr qu |
N -
T ggguEa Jfafiee Ao |
age A Mg ggaia |
Rgieiea TAHETET: |

-payadi-Sankhya seems to point to 32 as being the
~rime-Régas (or Mélas); inasmuch as Ra (i)

ants 3, and therefore Raga (I[¥T) represents,



. #e: gmAeqE
- g a.*mfrshwwa B
dor figfeaa 1
And continued Ramamitya :—
ant @goEea |
yegaEaR AardReR a3 1’

In this way Ramamitya went on. Evidently he did not care to
deduce his twenty Mélas from any kind of principles, but perhaps
recorded such of the Mélas as were in vogue during his time.

Even in so doing, he happened to slip into a palpable mistake
of ngmg the same identical characteristics to two of his twenty
Melas, viz., Siranganite and Kédéragowla thus :—

SAranganita Kédaragowla
qEEITH: TESTLATHA: | Q& gudT: gEY SaTaal |

ATt AT |

qEgfadaas wasgsfanEs:
Agilede: @Rt gatEa: |

. - .0
SOHERIEI QA GRETEa:
grgAEdass TamEa sfga: o

¢ RAmamAtya characterises the «The Méla of Kéléragowla con-
Mela of Séranganita as consisting of | sists of these szaras, viz., Sudha
these seven svaras, viz., Sudha Sa, | Sa, Panchasruti Ri, Chyutha Madkya-
Panchasvuti Ri, Chyutha Madhyama | ma Ga, Sudha Ma, Sudha Pa,
Ga, Sudka Ma, Sudha Pa, Pancka-| Panchasruti Dha and Chyutha Shadja
sruti Dha, and Chyutha Shadja Ni. Ni?

(F16. 9)
The 'veriest tyro will not fail to note the identical sameness
* in the characteristics of both the Mé/as in Fig. 9. Inasmuch,
therefore, as Sa‘mngamita and Kidivagowla merged, in point of

1 ¢ shall now specify the names (of the Mélas) and then explaip
characteristics.  Of all the Mélas, Mukhéri is the first. Other M’
follows :—Malavagowla, Sriréga, Siranganita, Hindola, S» ~
Desakshi, Kannadagowla, Sudhandli, Ahari, Nédarimak
Rithigowla, Vasanthabhairavi, Kédéragowla, Héjujii, <
‘thi, Sdmantha, and Kambhéji. Thus there are tw

; 2« And their characteristics are explained *
for instance, consists of seven Sudha-svaras’



hei .»chﬁméterfstics, into one; how - could Rimamaitya ‘count -
twenty diﬂerent Mélas? Quickly, therefore, did Venkatamakhi
hasten to lash him on this vulnerable point and wrote :

ARG FRF AR |
gmaAEAwd Aot fdafs: sqgit
Nor did Venkatamakhi stop here. But he proceeded to
attack Ramamitya, using even rough language, on wize more
points. We shall deal with them, one by one, and place the
views, thereon, of both Ramamatya and Venkatamakhi in juxta-
position :—
(1) As regards some derivatives of
‘SRIRAGA MELA. ~

Ramématya.—The Méla of Sriréga consists of these seven Swvaras,
viz., Sudka Sa, Panchasruti Ri, Sidkérana Ga, Sudha Ma, Sudha Pa,
Panchasruti Dha, and Kaisiki Ni. Then do I enumerate some of the
Rdgas derived from this Méla, and they are +—Srivdga, Bhairavi, Gowls,
Dranyési, Sudhabhairavi, Vélévali, Maélavasri, Sankarébharanam, Andolz,
Dévagandhdri, and Madkyamadi.’2

Venkatamaktki.—* You said that Brairavi, Sankarébharananm, and Gowli
were derived from Sriréga Mela. Inasmuch as Bhairavi has Sudka Dka,
Sankardbharanam has Anthara Ga, and Gowl: has Kékali N, and inasmuch

1 Cf. :—* According to yourself (addressing Ramamitya) Siranganita
and Kéddragowla merged into one Mé/a. How then could there be twenty
Melas?’

' Cf YRATRTT TAAAT Az |
EIEEROATT: 78} AaarEa) |
aEAlE & maareatiaEs: |
Td: gEEig®: ST ¥ Aew: |
wriksA® gwafa I mweaEy 73
MW T DS g gEHE! |
e WA gEIrwRonsh T |

S Eanigrd meamriyEaIR; |

1 wfafagn dsrgaraa:
Svaramélakalinidhs.
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as (the last mentioned) Gow/; may (rightly) be derived from Malavagowla, =
how can you (dare to) say that these Ragas were derived from the.

Méla of Srirsga? O) Rama! Rdma! Rima!l. How confused (is your
head) 111 "1

(2) As regards some derivates of
‘SUDHARAMAKRIVA MELA.
) Rémémétya. — Some of the Régas derived from the Méla of Su-
dhavimakriya are 1— Sudharémakyiya, Pédi, Ardradési, and Dipaka.’?
Venkatamakhi—‘Inasmuch as you (wrongly) said that Péd7 and Ardra-
dési were derived from Sudharémakriya, and inasmuch as the truth is that
they were derived from the Méla of Gowla, O! Rama, you have committed
a great sin, to remove which, you should contemplate the name of (that
great) Rima.’3 -
¢t e B AER dmowas |
M sfrarear Saeder: |
@ A gEdadarFaar gw |
AR ST RE iegr |
g e MENTETd oAz |
ST AregeEREwe g fia: |
amort gaddst s fndes: |
&4 faserg vm W a3 =W
Chathurdandiprakissika.
*or. gavatrar arfeuddd = o |
A GUEEE we T e |
Svavamélakalinidhi

* €t agiw vaEr PEIERAE: |

qERMER areTuaerEa watafy |
AN T THEROAE |
TR e 5 ofE) o
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(3) As regards the Méla of
; ; «KANNADAGOWLA.? : ;

Rémématya.— As between the characteristics of Désdksii and Kan.
nadagowla, there is one point of difference, viz., the latter (Kannadagowlia)
has Kaisiki N%, as practised by the experts (instead of Chyutha Shadja Ni
. of Désakshi).’! .

Venkatamakhi.—* The statement that De‘s&ks/u:, when it attains Kaisiki
N7, becomes Kannadagowla leads to an absurdity. The fact is that -
Kannadagowla belongs to the Méla of Srirviga.’?

(4) As regards
« GHANTARAVA RAGA.

Ramdmidlya— Some of the Rdgas derived from this Méla (of Kan.
nadagowla) are :—Kanndagowla, Ghantbrava, Sudhabangila, Chéyénita,
Turushka Todi, Négadhvani, and Dévakriya.? ~

Venkatamakhi.—* The statement that Glhantérava was derived from
Kannadagowla has involved you in a heinous sin, from which, O ! Rima,
you cannot escape even though you go (on a pilgrimage) to Ramasétu
(Ramésvaram). The fact is that Ghantdrave is derived from Bhairavi.’*

et ardRTABE Ba0t agEIEH |
AN ~,
i wweTioE atgasta Faa 1
afFaeafads sgRr ssmakhn

Svaramélakalinidki.
! cr AdRe qEY & REsrenfeEEy |
qreg FESe: wrﬂﬂfmﬁgqrazr i

Feie: SweAar aar 7 fRg 1
Crathurdandiprakisika.

¥ cr. ety Ae dammETEERET 73 |
Oeh: HASISEIET FuErasT 7 |
TEAFEAM A TDPATAETT: e |
a7 gRsEars! 9 amatar gug

ZafRar daarr u: s fagEraa: 1
Svaramélakalénidhi.

Agiiew 33 gawEa |
1 O drachAAr =



INTRODUCTION
(5) Asregards

‘NADARAMAKRIV A’

Rém/zmdtyz —The Méla of Nidarémakriya consists of these Swams, .

viz., Sudha Sa, Sudka Ri, Sidhirana Ga, Sudha Ma, Sudka Pa, Sudha
Dha, and Chyuiha Shadja N7.'2

Venkatamakhi.—* The statement that Nidardmarkriya has Sidhérana

Ga discloses, O ! Rdma, your strange (that is, un-) fitness to hold the title

° of Bayakédra (or Vaggéyakidra). The truth is that Nédarémakriva has
Anthara Ga’?

(6) As regards
CRITHIGOWLA.,

Ramémdélya.— The Méla of Rithigowla consists of these seven svaras,
viz., Sudha Sz, Sudha Ri, Sudha Gea, Sudha Ma, Sudha Pa, Pa;»z:/m:mtz
Dha, and Kaisiki Ni.'?

Venkatamakhi.— While Rimimatya has spoken of Rithigowia as a Méla
with Swudha Sa, Ri, Ga, Ma. Panchasruti Dha, and Kaisiki Ni, the truth is
that Rithigowla is (not a Méla) but a Réga derived from the Méla of
Bhairavi.' *

eef faiead 1 andd nasfr T
WS AN W W @y |
Chathurdandiprakisika.
‘o gan gerr R wgatesters:
graroisfy wigR: @iifa: gafiga: |
arRTAtRaaS: |
Svaramélakalinidki.
"¢ qgeIw @A ARUERRATA S, |
QraReEgnta: g 2 aw@a:
atg\éatraﬁmr—:?qa% wa
arEatRameTiadsaafag: |
Chathurdandiprak’
ct. qgn: afwar wy sy |
& RFIEAtaREAdH: el G 0
g Afadens: g '

‘o T ThmereTRes
g gl g g9z
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(7) As regards
« KEDARAGOWLA. ;
Réméamétya.—* The Mela of Kédiragowla consists of these Svaras, viz.,
Sudha Sa, Panchasruti Ri, Chyutha Madkyama Ga, Sudha Ma, Sudka Pa,
Panckasruti Dha, and Chyutha Shadja N7’ 1
Venkatamakhi.—* 1 feel sorry for your name (of R&ma); for, you
mistakenly placed Chyutha Shadje Niin the Méla of Kédéragowla. The
right Svara of the Méla is Kaisiki Ni.’' 2
(8) As regards
CHEJUJIL?
Rémémétya.— The Méla of Héjujji consists of these Svaras, viz., Sudha
Sa, Sudka Ri, Anthara Ga, Sudha Ma, Sudha Pa, Sudha Dkha, and Kikali

N3
Venkalamakhi—: It is stupid to place Kékali N7 Yn.the Méla of
Héjujji ; for the right Svara of the Méla is Sudha Ni.’ 4+

& BTt dan watimer |

ARGk Afdte: gREd o
Chathurdandiprakdsika.

' cr. g gaT: TEAR adadaa) |
iz‘{amqﬁnfqrwg?{qgaﬁm{m: I

FeeAs: @Rt gt |
Svaramélakalinidhs.

¢t T REUTEEIUATE S |
grrmEgavTaEs e 3 sy o
aqenAe QA a7 At g

shroenteR & a9 sqaies |
Chathurdandiprakisika.

Ci. ggt 9 SRt gy AraveEr |
NgRRERT SaeaegFTEE: |1
QAAERGIRT SSFATA 93 1

3

Svaramélakaléinidki.
© GI® @S AR ETIH S |
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Chathurdandiprakésika.
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(9) As regards
« KAMBHOIL
Rémématya— The Méla of Kdmbhiji consists of these Swaras, viz.,

Sudha Sa, Panchasruti Ri, Anthara Ga, Sudha Ma, Sudha Pa, Panchasruti
Dhta, and Kékali Nz 1

Venkatamalkhi— Does not even the maid-servant of a Vainika know
that Kambhsji has Kaisiki (and not Kdkali) Ni?’ 2

The reader will, at this stage, do well to guard himself
against entertaining any mistaken notion that Ramamatya was all
wrong or that Venkatamakhi was all right. He will further do
well to remember that, between Svaramélakalinidii and Chathur-
dandiprakisika, there clapsed a f#// century and a little more; that
the musical systems, worked out in both the books, must—on
account of the progressive 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—7ight in their own
times, and wrong in other times.

Living, as I do, three centuries after Venkatamakhi who
insisted on having only Kaisiki V: for Kdmbhdjz, 1 may repay the
author of Chathurdandiprakésika in his own coin and retort:
¢ Does not even the cook of a Vainika know that the Kduz64dj7 of
the present day has not only Kaisiki Vi but also Kakali A, as in
the case of the phrase Sa-Ni-Pa-Dka-Sa 7 Again, in your chapter
on Régas, you dared to write—

Fhsta: gyorisnrd aft affa:®
From this heinous sin, O ! Venkata, you cannot escape even

though you go ona pilgrimage to Tirupati, the abode of Lord
Venkateswara. For, whether your X'db4d;7 corresponds to our

*CE Y mferararedl Rl amady qar |
A1 e GAET 4a: wfEeEm: )
Svaramélakalanidhi.
*ct. widERmATE o BaTeaiTes: |
zfa @ afa B aoirfat oaeafi
Chathurdandiprakésika.

3 Cf. Kéambhiji Riga, though Sampurna, leaves out in the ascent Mz
and V7. A
6
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Kémbhoji or Harikimbhofi, Ma is never left out, though Kdmblhiji
leaves out M7 in the ascent.” |

Surely, then, Venkatamakhi threw stones at Ramamatya,
while himself was living in a glass-house ; ¥ and his strictures on
Svaramélakalinidhi are unjust, uncalled-for, and even offensive to
a degree.

Still, a Venkata may persist in reminding us as to why
Ramamitya, having merged, into one, Séranganita and Kédéra-
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 Soaramélakalinidls underwent in
the hands of different indifferent copyists and what sort of 2
copy finally fell into our critic’s hands. Even assuming that
Ramamatya 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 Graka, Amsa, and Nydsa, as well as the
time of singing, of both Sdrangandin and Kédivagowla are quite
different from each other?

I said that Ramamatya did not care to deduce his Mélas from
any kind of principles 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, Ramamitya felt that, in actual
practice,® Anthara Gea and Kakali &7 were not only of very
small or occasional use but also were represented® by Chyutha

1 Surely, 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 /fearsay-matter, which turned out to be altogether false? In
his Régaprakarana, he stated TerEAraEn gl WIS RAIRAT: U, that is,
« Bharata and others say that Régas are of ten kinds.” But in Bharata's
Nétya Séstra, there is no mention of the word Rége at all, much less of its
ten kinds!

2 That is, according to the Principle of Lakshya.

3Gt eraRey @ aiaed e afafriE: s
. AR GRETTAEA A |

Svaramélakalénidhi.
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madhyama Ga and Chyuthapanchama MNZ respectively, and,
therefore, chose to reduce, as an alternative, his twenty—into
fifteen—/Mélas, and also stated that the remaining five must be
deemed to be implied in the fifteen. To illustrate, Hejujji
must be deemed to be implied in Vasanthabhairavi ; Samavarili,
in Sudhavarili; Révagupthi, in Bowli; Samantha, in Kannada-
gowla; and Kambhéji, in Saranganita.’

Further, the recognition of the theory of represeniation,
referred to, is tantamount to almost identifying Chyuthamadhyama
Ga and Chyuthashadja Vi respectively with Anthara Ga and
Kakali Vi and also to driving, out of the field, one of the two
pairs of svaras, preferably the latter.

As regards Rdgas, Ramamétya divided them into three kinds
—Superior, Middling, and Inferior. The ¢superior’ Ragas 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 in all; while,
the ¢inferior’ Ragas, 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 Somanath in
his Rigavibédha; 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,
Saniarébharana—unless it be that it does not tally with our

't AqnaEemEd aF S |
FGFATENS S BT fSER: |
W graTUend de g anEiRaE: |

< . =
TG e TEIASHZH T F: |
~_ = LY =

Nearzy e AT aHE A9R: 1
e FHenE @A gEaneE: |
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own—as an ‘inférior’, and therefore disregardable, Raga as

Ramamatya had done ?
Let us now tabulate the Méla and Réga systems of

Ramamatya and make a closer study of his work.

1. Rimdmatya’s © Genus-Species’ System

2 Mélas—(20) Janya-Ragas—(64)
1} Mukhari MukhAri and a few Grima Rigas
( (1) Malavagowla (6) Méchabowli (11) Kuranji
& | (2) Lalitha (7) Palamanjari (12) Kannadabangala
2| Malavagowla { (3) Bowli (8) Gundakrlya (13) Mangalakowsika
| (4) Sourdshtra (9) Smdhuramakrlya (14) Malhari, etc.
L (5) Gurjari (10) Chdyégowla
( (1) Sririga (5) Sudhabhairavi (9) Andoli
3| Srira _{ (2) Bhairavi (6) V&lavali (10) Devagandhari
TITags \ (3) Gowli (7) Mlavasri (11) Madhyamadi,
| (4) Dhanyasi (8) Sankaribharana - ete.
(1) SArangandta (4) Natanfriyani (7) Kunthalavardli
4| Sarangandta {(2) Savéri (5) Sudhavasanta (8) Rhinnashadja
(3) Sﬁ‘agabhalravx (6) Purvagowla (9) Nirayani, etc.
5! Hinddl (1) Hinddl (2} Mmga Hinddl (3) Bhupala ete.
6| Sudhardmakriya (1) Suddhardmakriya (2) PAdi (3) Ardradési
(4) Dipaka
7| Désékshi Désakshi
Q) K’mnadagowla (4) Chayanita (7) Dévakriya, etc.
8| Kannadagowla (2) Ghantarava (5) Turushka-Tédi
(3) Sudhabangila (6) NAgadhvani
9| Sudhanéta Sudhanita, etc.
10 Ahiri Ahiri, ete.
11 Nadaramaknya Nadaramaknya etc,
12| Sudhavarali Sudhavardli, etc.
13| Rithigowla Rithigowla, etc
14 Vasanthabhairavi | (1) Vasanthabhairavi (2) Somaraga, ete.
15| Kédaragowla (1) Kédaragowla (2) Narayanagowla, ete.
16 He)\im He]u]p and a few Grima Ragas
17| Sdmavarali Samavardli do.
18 Revagupthl Revagupthx do.
19| SAmantha Samauths., ete.
20| KAmbhdji KAambhdji, etc.

(F1c. 10).
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111, The Characleristics of a few of Rimiamitya's
Derivative Rigas
g | a |« R ) >
) . easons
2 Régas Mélas '§ g ‘§ g.lme. o Rank for the § g
Gl<|z inging Rank Sw
%
1| Lalitha ... | Mdlava- | Sa | Sa | Sa| First Watch |S. Sh| Pz omitted.
gowla of the Day.
2| Bowli Do. Ma | Ma | Ma | First Half of |S. Sh| Pz omitted. Ma
| the Day. omitted
3| Gurjari Do. Ri| Ri| Ri | First Watch|S. Sh| Pz omitted in
of the Day. though re- |another
tained in | version.
descent.
4| Gundakriya. Do. Sa| Sa| Sa| Former Part |M. Sh| Dka omitted
. of the Day. though re-
tained at
times
5| Kannada- Do. Ga | Ga| Ga | Morning M. Sh| Ri omitted,
bangala,
6| Malhéri Do. Dha Dha/Dha| Day-Break ... [S. O| Ga and Ni
| omitted.
7| Sourishtra ... Do. Sa| Sa| Sa|Evening ..|I. S
8| Bhairavi SrirAga | Sa | Sa | Sa | Latter Part of |S. S
I the Day.
9| Dhanyasi Do. Sa| Sa| Sa| Morning S. O| Ri and Dhka
omitted.
10| V&lavali ... Do. Dha Dha/Dhal Day-Break... M. S| R and Pa
omitted in
descent.
11| Sankari- Do Sa| Sa| Sa ? P Resem-
bharana. bles
Saman-
. tha.
12| Andoli .| Do. Pa| Pa| Pa| ? ... O|Ga and Ni
omitted.
13| MadhyamAadi. Do. Ma | Ma| Ma| Latter Part of M. O | Ri and Dhka
the Day omitted.
time.
14| MAlavasri ... Do. Sa| Sa| ? | Always .. |S.Sh
15| Savéri Saranga- |Dha|Dha!Dha| Day-Break ... [I. O | Ga and Ni
nita omitted.
16| Sudha- Do. Sa| Sa| ? | Fourth Part|S. Sh| Pz omitted
vasantha, of the Day. though re-
tained in
descent.
17| Bhinna- Do. Sa| ... | Sa|Always I. Sh| 7a omitted.
shadja.
18| Nardyani Do. Ga | Ga  Ga | Morning M. S| Ri omitted
) i in descent.
19| Bhiipal Hindél | Sa| Sa| Sa | Morning M. O| Ma and Ni
omitted.
20| Ghantdrava. | Kannada-|Dha|Dha Dha| Always 1. Sh| Ga omitted.
gowla |
21} Nagadhvani. Do. Sa | Sa| Sa| Always 1. S
22| Sémariga ... |Vasantha-| Sa | Sa | Sa | Always I. S|Sounds with
bhairavi | Ma nicely
| in Mandra.
23| Padi Sudba- | Sa| Sa| Sa|Fourth Watch M. Sh| Ga omitted.
ramakriya of the Day.

(Frc, 12)
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IV. Réméamaéiya’s 20 Mélas, interpreted in tevms of the
Modern Mélas
N.B.—In this Figure 13, three points should be remembered :—

(1) Anthara Ga and Chyuthamadhyama Ga should be deemed to be practically
identical ; and so also, in the case of KAkali Vi and Chyuthashadja V.

(2) Panchasruti R and Dka should be deemed to be the modern Chathusruti
Ri and Dka. .

(3) Venkatamakhi’s Sudha and Shatsruti Svaras should be deemed to be
the same as R&mamAtya’s.

3 Modern Mélas

-g Rimamitya’s

= Lwenty el Carnatic Hindustani
1 Mukhéri ... | Kanakangi .

2 MaAlavagowla ... | Mayamalavagowla ... | Bhairava.
3 Srirdga ... | Kharaharapriya ... | Kéfi.

4 Siranganita ... | Sankaribharana ... | Bildval.
5 Hindbla ... | Natabhairavi ... | Asavéri.
6 SudharAmakriya ... | Kimavardhani ... | Poorvi.
7 Désakshi ... | Soolini ..

8 Kannadagowla ... | Vagadisvari

9 Sudhanita ... | Chalanita

10 Ahiri ... | Girvani

11 Nadarimakriya ... | Dhénuka

12 Sudhavarali ... | JAlavarali

13 Rithigowla ... | Vanaspathi

14 | Vasanthabhairavi ... | Vakuldbharana

15 Kédaragowla ... | Sankardbharana

16 Héjujji ... | MAyaméilavagowla

17 | SAmavarili ... | GAnamurthi

18 Révagupthi ... | GAyakapriya

19 | Samantha ... | Chalanéta

20 KAmbhoji .. | Sankarfibharana ...

(Fic. 13)

In the above Fig. 13, Mayamalavagowla occurs twice and San-
karabharana thrice ! If Ramamatya had given Kaisiki /7 to Kam-
bhoji, we could have interpreted that Raga in terms of the modern
Harikambhaji. Buthe chose to give it Kakali Vi!! 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, Lalitha, Sourashira and
the like are, even now, retained under the same category as Rama-
matya’s ; most of the other Régas, such as for instance, Sdvérz,
Dhanyisi and the like, have been made to change their categories.
Further, what did Ramamatya mean by proclaiming B/eirevi and
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Sankardbharana to be each a Sampurna and, yet, a derivative of
Srirdga, which was (also as it ought to have been) a Sampurna ?
Furthermore, Ramamatya’s Sririga corresponds, as per Fig. 13,
to the modern K#arakarapriya. Could, then, Bhairavi or Sankara-
bharana come out of Kharaharapriya? We feel, again, puzzled.

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

In the first place, I would putyou in mind of what I had said in
connection with Venkatamakhi’s unwarranted onslaught on Rama-
mitya, namely, Heavern lknows what changes ov modifications the
manuscripts of ¢ Svavamélakalinidhi’ wundevwent in the hands of
diffevent indiffevent copyists and what sovt of a copy finally fell into
our-own-kands. 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, whercin all the names differ, except Ugra, even which

figures itself in the 7th Sruti in the one case and in the 21st Sruti
in the other :—

S |Svara Naérada's Names ‘ Shiarngadev’s Names Svara
7 |
1 \ Sidha \ Thivra
2 Prabhavathi Kumudvathi
3 Kantha Manda
4 | Sa Suprabhid Chandévathi Sa
5 Sika DayAavathi
6 ‘ Dipthimathi Ranjani
7 | Ri Ugrd Rathika Ri
8 \ Hladi Rowdri
9| Ga Nirviri Kroédha Ga
10 Dira Vajrikd
11 Sarpasahd Prasarini
12 Kshanthi Prithi
13 | Ma Vibhuthi Marjani Ma
14 Malini Kshithi
15 Chapald Raktha
16 Bala Sandipini
17 | Pa Sarvaratna Alapini Pa
18 Shantha Madanthi
15 Vikalini Rohini
20 | Dha Hridayénmalini Ramya Dha
21 Visarini Ugré .
22 | Ni Prasuni Kshobini Ni

(F1G. 14).
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Hence, Ramamatya's Sanbardbharana is not the modern
Sankarabharana; nor is his Bhairavi or even Srirdga our own.
The only sensible inference, that we can draw under the circurm-
stances, is that we should not allow ourselves to be [mis-] led by
the mere zames of Ramamitya’s Ragas but should delve deep and
study the characteristics of each of them and find out its modern
prototype and its modern name as well.

Will a study of Ramamatya’s FZze help us to understand
his Raga-system, especially as he assures usit would ? Letus, then,
take up the subject of Finze, 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 in, Srutis, Svaras, Mélas, and Ragas; besides
being a means of attaining Dharma, Artha, Kama, and Moksha.

Be it noted that Ramamatya fundamentally differed from
Sharngadév in the matter of constructing his V#za and thereby
cut a new path for his successors to follow. While Sharngadév

presented to us a Vina of twenty-two strings ; Ramimatya 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., Sruti Vine and
Svara Vina; Ramamatya’s Vina was of six kinds, which may
conveniently be tabulated thus :—

Rudra Vina

Sudha Méla Madhya Méla Achyutharéjéndra Méla
Vinai @ VfuT (I1) Vina (I1T)
el | 1 | 1
Sarvardga Ekardga Sarvariga . Ekariga Sarvariga  Ekardga
(¢Y) ®@ 3) ® ) ()
(F1c. 15.)

All the six kinds of Ramamatya’s Vina were. provided with
frets. In the Serwvariga Méla Vina, they were fixed and immov-
alg]e, as in the case of our modern Zanjore Vina; while, in the
Etardga Méla Vina, they were not fixed and therefore movable,
as in the case of the modern SzZer of North India. In fact,
the frets of the latter kind were moved or changed every time a
Riaga was changed ; while, those of the former kind were fixed and
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yet made to produce all the Ragas in all the registers. Hence
their respective names. :

As for the construction and characteristics of Riméamatya’s
Vina; first, there was a Cross-Bar, called Dandz, on the left-hand
side of which there was a Gourd, called 74uméba, attached thereto
by means of a round piece of metal, called Nibki. Over and
along the cross-bar, four metallic wires were fastened between the
left-hand bridge, called Aérx, and the right-hand piece of wood at
the end of the cross-bar, called Kakublia ; and these (four) wires
were also made to run over a metallic piece, on the right-hand
side, called Pathrikd. The Diraka-strings intervened between
Pathrika and Kakubha and held the four wires tightly from
the basis of the latter; while, bits of cotton (or woollen or even
silken) threads, called Jiza, 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, .Sdritas, 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 Srusi-purposes.

What Svaeras 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-
rajéndra 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 Pa, and Mandra Se, 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 Swdia Mila Vira, was:—
Anumandra Sz, Anumandra Pz, Mandra Sz, and Mandra Ma :
that, in Madhya Méla Vira, was :(—Anumandra Pa, Mandra Se,
Mandra Pe, and Madhya Sa ; and that, in Ackyutharéjéndra Méla

\ Vina, was:—Anumandra Se, Anumandra Pz, Mandra Se, 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, &1 ovder, by the fivst (Anumandra Sa-)
wire, the following svaras :—

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

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

1. Sudha Dia 4. Chyuthashadja &7
2, Sudha Nz 5. Sudha Sz
3. Kaisiki NV: 6. Sudha R:;
by the thivd (Mardya Sa-) wire, the following svaras :—
1. Sudha RZ 4. Chyuthamadhyama Gz
2. Sudha Ga 5. Sudha #Ma
3. Sadhirana Ge 6. Chyuthapanchama e ;

and by Zke fourth ( Mandra Ma-) wire, the following svaras:—

1. Chyuthapanchama Mz 4. Sudha &z

2. Sudha Pa 5. Kaisiki V2

3. Sudha Die 6. Chyuthashadja AVi.

Even for other registers, such as, Madhyathirva 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 fourt/
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 A7z of the third wire occurred again on the fourth and
were therefore of no use on the third.

Finally, Ramamatya made reference to what were called
Svayambhus, which were self-produced svaras or which, in the
language of Ramamatya himself, ¢ emanated of their own accord.’!
Could Ramimitya’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 Svayambhius. Iow 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? 1f 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 motions are simultaneous and the sounds

* ¢t |dwa: | gd 7 wagA SR |
Svaramélakalinidhi.
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fmenhl Sa, that is struck, is the loudest and is called the pnm
‘the prime partial tome, while others are called the upper partioiy
‘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 Sz and makes twice as many vibrations as the prime
dn the same time; and it is S&. 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 Psé. The third upper
partial tone is 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 it is G&. 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 P&. And so on and on.
Thus, the relative numbers of the vibrations which make the
Harmonic Series 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 1, 4, 1, &, %, etc., of its whole length.
But the point to be remembered is what w
tion, began with. If a wire is struck, it
whole length but also in its : )
by striking a wire, produc
" 1 tones, mentioned alt
Sa—Pdi—St
‘- orodu
N




is not, however, impossible to artificially produce ‘and

istinctly 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 exact 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 .Sz. Now, set the whole wire A in vibratioh 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 Si. This remarkable
fact that a vibrating body may cause another elastic body, in tune
with it, also to vibrate is called the Co-vidration.

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

~o.

Harmonics may be heard in more ways?! than
tal S, struck in the wire of
ided it is in a proper state
its naturally-arisine »
blending ;
the same
‘th
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Before we  proceed to compare the ¢ Harmonics” with ]
¢ Svayambhus,’ we will do, well to study the connotation importe
into the term Soayaméiu by Ramamatya. And on this point,
shall let Ramamatya 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 Ni,

. produced on the second wire by the second fret, is of the same

value as the Mandra Sudha M7, 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 Chyuthashadja
&z, produced on the second wire by the fourth fret, is of the same
value as the Mandra Chyuthashadja A%, 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 Sa-Aa svaras, produced (on the first
three wires) by the fifth fret are all Svayambhus. Inasmuch, again,
as the Mandra Kaisiki V7, produced on the fourth wire by the'
fifth fret, is of the same value as the Anumandra Kaisiki Nz,
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', 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 Riamiamatya determined the
values of all the svaras produced on all the four wires by all the
six frets.’?
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In so many words, Raméamatya 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
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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/« in the first fret
on the second wire Zo the Sudha D/e in the third fret on the
fourth wire.

Evidently, therefore, Ramamatya’s Svayamblius had a close
affinity with the AHasmonics, inasmuch as the former belonged
to the second, and perhaps even third, category of the latter,
mentioned above. Further, does not Rimamaitya’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 relation between those svaras? Sémaniath
too, harped, in‘his Rigavitédja, 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. Bhiatkhandé and P. R.
Bhandarkar.

Having taken so much pains to show that our ancient text-
book writers, such as Ramamatya and Sémanath, knew, each in
his own way, the (modern) AHarmonics; 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 ZVeory of Sound in velation

» Music: ¢ A note, not accompanied by its harmonics, may
Jmetimgs be sweet ; but it is always thin and poor and, there-
re, but\ijttle musical. This is the case with tuning forks
ind even ‘with the flutes). The richest in harmonics are
1e sounds of the human voice and of strings’. And Sémanath
Ids, in his Rdgavibédia: * The larger the number of the har-
~ "=s_ip 4 musica] note, the more sonorous (and agreeable)

..
Having studied the subject of the /%xza in almost all the
rects pointed- out in Swvaramélakalinidli, we shall now revert to
original question as to how far that study helped us to under-
1d Ramimatya’s Riga-systen.

1 [ s
Ct. AUERga] ATOATHRT GUETE @ T Jad |
Commentary to 1. 1# of Rigavibddha.



Ra.daamatya had ongmally taken up to build his Svare-systems,
Anthara Gz and Kikali A were eliminated, for the reason that

Names of the four Frets
ppssiwirs 1 | o | wm | w | v vi .
Anumandra Sz ... S. R. S.G. | Sa.G. S. M. | Ch. M.
Anumandra Pa ... S. D. S.N. { K. N. Ch. N, S.S. | S.R.
Mandra Sa ... S. R. S.G. | Sa. G. | Ch. G, S. M. | Ch. M.
Mandra Ma ... Ch. MI S. P. S. D. S. N. K.N. | Ch. N.
(F1G. 16) ¢

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

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

Names I Twelve Svaras
Ramamatyas S. S ‘ S.G. ‘Sa G|Ch, GS.M!Ch. M|S. PiS.D| S. N |K. N|Ch. N
Modern LS. bS R‘Cha Rﬁa G|A.G|S.M|P.M|S. PS chha. D|K. N|Ka. N

(F16. 17)

1 The abbreviations used in this Diagram Fig. 16 and ip the ne
Fig. 17, are explained as follows :(— /
S. R. = Sudha &7 z .
S. G. = Sudha Ga Sa. G. = Siadhirfna Ga
S. M. = Sudha #7a |S. S. = Sudha Sz| Ch. G. = Chyuthgfmadhyama Ga
S. D. = Sudha D/a |S. P. = Sudha Pz | Ch. M. = Chyuthapanchama A7~
S. N. = Sudha N7 Ch. N. = Chyuthashadjz N7
K. N. = Kaisiki V¢

" Ct. :wqqnfﬂr(;qaqgﬁqmﬁ |
FEFEFE: e AR fag:

Svaraméiakalan
3 The five new abbreviations introduced in the Fig. 17 are expla
as follows :—
Cha. R. = Chathusruti R7 A. G. = Anthara Ga
Cha. D. = Chathusruti D/a | P. M. = Prathi Ma
Ka. N. = Kakali N7



and 1f you refresh your memory of the spectal mstructlons g
in connection with Fig. 13; you will not find it difficult to

interpret almost all the Ragas of Ramamatya 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 1o be [mis-] led by the meve  names’
\of Rimimétya's Rigas but should delve decp and study the
¢ chavacteristics’ of eack of them and find out its modern prototype
and its modern name, as well.

It now remains for us to estimate the nature of the services

rendered by Ramamatya to the music world.

Raméamitya, S6manith, and Venkatamakhi, the respective

© authors of Swvavamélakalinidki, Rigavibidha, and Chathurdands-
prakésika, were all South Indian musicians and wrote for South
India. They might, therefore, be grouped together and called by
a generic name—the Carnatzc Trio. 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 Shirngadev 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-
ion to the most fundamental portion of the Carnatic Music, viz.,
he Réiga-system. Hence the ¢ Rigaprakarana’ of each of their
sorks formed, as it were, a pivot round which all other pratara-
as or chapters revolved. Ramamatya, no doubt, led the way, by
»mprising his book into five short chapters dealing with (1) Pre-
«ce, (2) Svara, (3) Vina, (4) Méla, and (5) Riga, by not allowing
e number of his verses to rise over 328, and by making each
ccessive chapter lead ultimately to the last. Somanath went
e step further and made the very name of his book indicate the
jject of his writing. !

Again, Ramamatya was the firstto break loose from Shirng-
v’s theory of twelve F2&ritia-svaras and reduce those twelve into
en, which SOmanith chose to retain, but which, in the hands
Jenkatamakhi, came further down to (the modern) five. In so
1king loose, he justified his position by invoking the help of a

ciple, learnt from Shirngadév himself, viz., the principle of
shya.

't A ynfadamEed o wag AWE JEEE 1—
Régavibodha.
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‘Calculating at least from Shﬁrngadév‘s'time, this * Principle
of Lakshya' is, to-day, about seven centuries old. But long, long
ago, Kalidas had given us, in his Malavikigrimitra, a popular
version of the same grinciple in the following inspiring verse :—

LIRS
q arsfy ared Fata@aay |
g RATREEES
, 1
A wEEgAngiE: |

This verse, like the Principle of Laksiya, 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 Rimamatya 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 Swara, 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. Vikrithe
Panchama, which is taken from Madhyamasruti, does not surely
differ from the three-srutied Vikritha Panchama. /Hence,
under the category of the above-mentioned fourteen (Swdka
Vikritha) svaras, no separate mention was made by me of thes
five svaras, inasmuch as they had effected a merger’?

Did he not, thus, eliminate from his system, on the plea
mevger, the five (unnecessary) svaras, viz., Achyutha 57, Achyutk
Ma, Vikritha Ri, Vikritha D/a, and Vikritha Pz ? Did not, agai
Sémanath and Venkatamakhi regard such elimination as a goc
precedent and piously follow the example set by Raméamatya? -

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

2 The reader will do well to refer to Fig. 4, while perusing the si
ments,



- the strength of the same time-honored Principle of Zakskya, to.
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Why, then, should any one demur—if, to-day, we broceed; on:

break loose from Venkatamakhi's Mélakartha-systems and:
advocate, on the plea of merger, the elimination therefrom of his
four (unnecessary) svaras, viz., Shatsruti &7, Sudha Ga,
Shatsruti Dsa, and Sudha MZ? Hence it was that I suggested
the formation of a new working scheme, called Laghumélakartia,
as distinguished from the Brianmélakartha 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 Raméamatya for his having developed the Principle 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, instead of the old, antiquated Zwenty-fwo-stringed one, surely
belongs to Ramimitya;? and the tuning, especially, of his
Madhyaméla Vina, almost corresponds with that of the modern
Vina. 1 say almost, because the order of the three lower-wires
f the Madhyaméla Vina seems, as per the following diagram, to
1ave undergone, from time to time, a little change; though the
rder of the four upper-wires thereof remains intact even to-day—
s for example :(—

Three Lower-wires
Four Upper- R | i
No. wires Rama- S6mAanath Venkata- Modern
(1550 to 1932) mitya (1609) makhi time
(1550) | (1660) (1932)
!
1 Anumandra Pz | MadhyaSe | MandraSe | Thira Sa Madhya Sa
2 Mandra Sa Mandra Pa Mandra Pz | Madhya Pa Madhya Pa
3 Mandra Pa Mandra Sa Madhya Se Madhya Sa Thira Sa
4 Madhya Sa?
(F1c. 18)

1 Mr. K. B. Déval fondly attributed this credif to Sémanith, forgetting
- RAmAméitya preceded Somandth by more than half a century. )
2 Never mind Venkatamakhi’s unfounded charge against RAmamaitya
the latter called the fourth upper-wire, Mandra Sz, instead of Madhya Sa.
,again, furnishes us with an additional reason that the mistake, if any,
1d be attributed to the different indifferent copyists of the manuscripts
aramélakaldnidki, rather than to its author. Ramamatya who must, in all
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Again, of the eighteen szaras which appear in the seventh
column of Fig. 11, it will be seen that Panchasruti £z and Sudha
Ga overlap each other ; and so do Shatsruti Rz and Sadharana
Gz, Panchasruti Dka and Sudha AV, and Shatsruti Dhka and
Kaisiki ~z! 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 Gz and Kakali A% 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 Régaprakarana, irrespective of the
number of svaras described by them in their Svareprakarana.?
Indeed, in his Svaraprakarana, Rimamitya professed he would
make use [at least—] of fourteen svaras?® in his Raga 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. 7f Riamdmdtya was the first to vecognize th
convenience of using only twelve svaras to build the Réga system
Ahdbala was the first to describe lhose twelve svaras in tevms o
the length of the speaking wive. /

As for the Mélas, Ramamatya rightly discarded the antic anc
antiquated method of deriving Ragas from the complicated syste:
of Grima—Moorchana-Jati, as well as the later puerile method ¢
bringing them under the fanciful system of Rdga—Rdgini-Putrc
On the other hand, he had the genius to discover unity in variet’
that is, a unifying principle in the variety of Ragas that cam
under his notice; and he therefore felt that the old cafalogus.
method of enumerating the Régas must give way to the ne
classifying method of reducing them into what might be called tl

fairness, be deemed to have written Madhya Sa for the fourth upper-w
and not Mandra Sa. Indeed, Venkatamakhi’s criticism on this point sma
of the old trick of a gladiator who would even offensively pick a quarrel o
with the (innocent) 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, De
page 42. '

3 ~ [y Sy ~ ~
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Genus-Species system.! Indeed he was the firstto open, in his®
book, a separate chapter on Aféla, 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
Réamamatya was concerned, he merely hinted the principle he had
discovered ; did not care to work it out; but recorded, in his
book, only such of the Mélas as were in vogue during his time.
We are thankful for the /Aznzz that he threw; for, it enabled
Venkatamakhi to work it out to its logical consequence.

As for the Rigas, Ramimitya avoided getting into the
labyrinth of their ancient classifications or of their ancient
characteristics, but straightaway went to mention the prevailing
characteristics of his Ragas 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 Mufkiir: being the Sudha-Scale; his
whole mind leaned on Milavagowla which he described as ¢ the
bestofall Ragas’.2 Could this ‘leaning’ of Ramamatya have caused
Purandra Das to heighten the importance of [Maya-] Milavagowla
and enableit, later on, to brush aside Venkatamakhi's Kanakdnrgi.

Commit mistakes Rimamatyadid. His slipping, for instance,
‘nto the out-of-the-way Mukhdri, as his Suddha scale, is said to

ave created a lot of confusion and involved Pundarika Vittala,

omanath, and even Venkatamakhi into the same mistake,
hobala alone escaping. Again, in a vain attempt to follow
vairngadév, he labelled the two-srutied Sudha R7—* Trisruti
*and was therefore forced to call Sudha Ga—* Panchasruti
'—instead of ¢Chathusruti & ’—and thereby misled Govinda
cshitar and his son Venkatamakhi into the same pitfall.

Venkatamakhi's ten charges against Rdmamaitya regarding

Ragas have been already shown to be unjust, uncalled-for, and
1 offensive to a degree. Even his eleventh charge, which he

Doubtless, the germ of the idea of the Genus-Species system may be

to have existed long before Rimimatya. But it was covered by some
cubbish as the Rdga-Rigini-Pulra system. Hence I state what was
-ed to be latent for a long time was made patent by Ramamétya and
later on, codified by Venkatamakhi.

*Ct ey AreAtey TMOERATE: |
Svaramélakalinidhs.
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made in the first chapter of his Chathurdandiprakisifa,—namely,
¢« Ramamaitya 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 Thara 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 Ragas, by his own
novel classifying 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 Somanath 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—

@ fg A ol |
fasa: fRotrag: |

¢« drowned in the ocean of good qualities, even as the spot of t
moon is lost in the midst of its splendrous light.’ .

Before I finish this Zréroduction, 1 should like to draw
reader’s attention to the seventeenth verse of the fifth chapter
Ramamatya’s Svavamélakalénidhi. For, it throws a flood of 1i
on a hitherto-vexed question and shows the way-out to man
wandering inquirer, tired of groping from blunder to blunder.
fact, Ramamitya did, by this one verse, what his predece:
Sharngadév, could not do by his siz verses (two in the
chapter and four in the fourth chapter of Sangitharatnikara)
what even the latter’s Commentator, Kallinath, could not d
his Kalinidki, except in a vague manner.

Does it not, therefore, surpass our wonder to know
almost all the later Sanskrit writers on music chos
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egregiously follow, in this respect, the Mirage of Sharngadév:
rather than the Polar-Star of Ramamiatya? Why, is it not curious
for us that the very Ramamatya followed, in the beginning, the
same Mirage, although, at the end, he succeeded to give up
following the illusion 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 undettake 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., Mirga and Dési, especially because Ramamitya brought
them into prominence in 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 Ramamatya’s time, with an occasional peep even intoa
later time, and show that the said seventeenth verse clarified, for

e first time, the otherwise feculent matter under consideration.
We shall, at first, understand the nature of the feculence,
erred to, and shall, for this purpose, study the definitions of
irge and Dési, as given by Sharngadév and realise how
ppointed an eager inquirer will naturally feel at the muddle
ited thereby.
Here are the definitions: —
pter 1.

1. ¢ Music is of two kinds—AZdrge and Dési. That kind

called Mdrga which was sought after by Brahma and other

and practised by Bharata and other sages in the presence of
and which would yield everlasting prosperity.’

2. ¢ That kind was called Dész which consisted of the vocal-

imental-dance music and which pleased the people of diffe-

countries according to their different tastes.’

tey IV,

. ¢ That was called Gifa or vocal music which consisted of

1g svaras; and it fell into two divisions—Gandharva and
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Gana (which were the other names of Mdrga and Dési respect-
ively).’

4 *The wise men understood ¢ Gandharva’ 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 Géra-music which was sung in Desi-
Rigas and which was scientifically improvised by Vaggéyakaras.’

6. ¢ Gandharva has been described; now Gdra would be 3
described. This, again, was recognised by wise men to fall into
two divisions, Nibadha and Anibadha.’

Be it noted that this long, and even tiresome, description of
Mérga and Dési, after all, fails to satisfy a crucial point. What
weve the essential chavacteristics of Mérga and Dési? [n what way
could they be unfailingly recognised 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 it from time immemorial; it forms the
means of acquiring everlasting reputation. As for Dész or Gina
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 characteristic
of Mérga and Dési, by which alone they could be unfailingl
recognised ? An emphatic Ao is my reply.

So, as I said, I shall trace our music from the very beginnin
and show how and when Mirge and Dési came into existenc
what confused mess was made of them, and how Réamamatya ¢
fecated the whole situation by one stroke of his single (the s:
seventeenth) verse and gave us a wholesome lead in the mat
of getting a correct conception of those hitherto-mislead

terms.

Into two natural divisions, music first falls, viz, Ardhatia:
Abhatha. ¢ Anahatha’ literally means that which is 7o beaten
in a drum; while, ¢ Ahatha ’ means that whichis eaters. The
point of difference between them is that, while the for
represents the sound produced without the intervention of n
the latter is the very result of man’s work. Hence * Anahat
may be translated as nature-made music and ¢ Ahatha,’ as man-s
music.



INTRODUCTION . 1xv

This classification, then, is rightly the first division that could
possibly be made of music. So, indeed, did the text-book writers,
such as Narada and Sharngadév, do in their respective works.?

In his Sangithamakaranda, Niarada defined ¢ Anahatha’ 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 Andhatha 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 .’

Sharngadév, too, harped on the same point and came to the
same conclusion that * the sages worship 4wdkat/a in the manner
in which they were taught by the gurus.’* Even the music-proof-
brained Dr. Johnson seems to appreciate Awdhatha, 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 .

¢t (1) gAY gady @ Ay fafad w
Sangithamakaranda.
(2) agasATgaRta A Fwed
Sangitharatnékara.
Gt SR ET AT O @rsArgagRa: |
Sangithamakaeranda.
Stt. afemmars @2 fud gre gaan |
ATy AmETEEEaETR |
s fafq garfa afw ngaamarn
Sangithamakarvanda.
. . ~ ~
Cf. wirgd QRAREANT F7g: FIIEA |
Sangitharvatnikara.
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However much the sages and the high-minded souls might
have been charmed and helped on to meditation by the Anékatha
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 Andhatha-music
pleasant; while the major portion of the work-a-day world will
ever find it unpleasant. Hence Sharngadev branded it as
unpleasant ;! and Kasinath 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 Ahatha 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, ir-
almost all the Native States of India and which those courtiss
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 ta]:ked
on, as amply evidenced by our ancient text-books which trace| the
music of India from A#chika of single note to Géthika of dojyble
note, Séméka of triple note, Svardnthara of quadruple 1ote,

o gy (e wAEAST) CRBQa@rAn@aT T e

Sangitharatné paya,
PCL @ (ie. HATEA:) FHF:—
Sangithasudhikara.
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Oudava of quintuple note, Skddava 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 neither is 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,? 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 Samaganam 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,

ot iR miEwds qrites @ )
eltgd qreadis gqoisfa gaw:
T arfesm: asfadiad o
nifaa fEEd sufaaeEa qrfus: |

= EanfE g @yt | Britad Dési
2+« The early Greek Lyre had four strings and was confined to four
notes.’—Vide Herbert Spencer’s Origin and Function of Music.
°ct. ITERAE aaEuEa: |

sTREANRETE: aaE afe:
In his Séksha, Pinini dilates on the point thus :—
. - A
e fEarady | srgrafandad) | @RanaaEs sesaeaAgE: o
That is to say, Udatha includes 7 and Ga,; Anuditha includes &7 and
Dha ; and Svaritha includes, Se, Ma, Pa. This view fits in with the theory
of Vadi-Samvadi and explains how the primal Sémike, 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, Sangitharatnitara:—
¢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 Prabandhidhydya, Sharngadév called Marga
by a different name, viz., Géndharva,® which latter name Rama-
matya adopted and made use of in his Svaramélakalinidii.

1 The word ‘Mérga’ is derived from TT (Mrig) * to seek or search
after.” That the searck was in regard to the Védas is clear from Kallinath's
. 2
commentary :—WI il SATA4AFAHFAAA| Hence the word Mérga
refers to the Védic Chant and, I may add, refers—by way of courtesy—even
to the chanting of the Rdmdyana which, zlong with the Malédbhdrala, was
regarded as holy as the Védas themselves and which Kusa and Lava, there-
fore, sang in the Mérga-style. For, V3lmiki said :—
daeg At e S eIt sy faragTer |
2 (a) See page lxiii.
GRTRRRRRRE I CEC
-
drfiar fafead: g warki |
ii(qiﬁi IOz adE: | Sungitharatnikara.
ot wigd mAfeme AeganAIRaT— Zid.
In his commentary, Kallinath interprets ¢ Gindharva’ only as Mirga—
Cf. mhedAny: | WA § AT |
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Gandharva or Marga—the descriptive name given to it by
Sharngadév and copied by Raméamatya, viz., Anddisampradiya,’
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.

5 Hence, I venture to call * Marga’, Védic Music.

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 Mérga-music, apart from
its having been sought after by Brahma and practised by Bharata
and apart from its having been used in connection with such a
holy purpose as the chanting of the divine Védas, I submit that
the Mirga-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 characteristic
of Marga-Sangitham.?

These imperfect scales of the Mirga-music belonged, as said
above, to the earlier stage of music which pleased only the
producers and not the hearers. Further, as Ramamatya suggests,?
the rules of Sikska (Phonetics) and other time-honored Lakshanas
were scrupulously observed in chanting the Védas; and these
very rules and lakshanas clogged, on account of their znz/flexible
pature, the further growth of music from its Marga-stage. The
Principle of Lakshya, by which alone the artistic charm of music
could be preserved, was never applied to the A/drga-music but only
to the Dési-music, of which we shall speak presently.* It is no

2 Cf. Kallinath’s commentary on Anddisampradiya.
" ~ PSRN NN .
sfgggEmaa nlades dzaciredgataly gfead wafa |
2 That the Védas were chanted almost on the systems of Archika,
Gathika, and Simika, is evidenced by such assertions in the Rig-Véda as
« Archind GAyanthi’; ¢GAthind Gayanthi’; ‘Samind G&yanthi’ The
Rig-Véda makes no reference to Oudava, Shadava, and Sampurna.
°Ct. FATRNIAUEA wivd dagsaR—
Svaramélakalénidhi.
. - N
ct. ggrERqgaMIta mErdar wad |
mq[@&-qf‘q-ﬁg\' qA=DIE :?ql‘-Fq&:n‘ i See Footnote 2, page xviii.

Here, Kallinath interprets qarfasi@ifin to be S fagarted:
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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., Oudava, Shédava,
Sampurna, have been, however, preserved even to-day as being
Juman® music which pleases, alike, the producers as well as the .
hearers. To the music of these ‘ latter three stages’, ourancients
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, Sangithadarpona:—
¢ That kind of music is called Dész, which adjusts itself from
country to country (Désa to Désa), so as to please the fancy of
the people there .3 In the second place, the fact that Shirngadév
and Ramamatya employed Hridayaranjaka* and Janaranjana S
as their respective epithets to Dési-music—shows that they _
regarded it as a fascinating style of music, as opposed to the dry,
monotonous, and sing-song style of the Mdrga-music. If any
proof is wanted for the fact that the first four stages of music,
covered by the generic name of Mairga, 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
Dési, belonged to the higher rung; a reference may be made to
what Hridayanarayana wrote— ¢ Sampurnas are Brahmins ;

Yct (1) ARt qRAEA—
Sangithasudhikara.

(3) & § AwtrETAEEd—
Régatharangint.
2 As opposed to the animal music.

3ot aTAmeqar DA JENGEHEAEAT |
gags g i azstrfadioa 1
Sangithadarpana.
‘ct. 2324 Sl age graEey |
w4 T ared g Azt i

Sangitharatnikara.

sCh, ggmmigfn N age SRS |

Svaramelakaldnidhi.
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Shidavas are Kshatriyas; Oudavas 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 Diési,
viz., ¢ while the scale of the Mérga-music ranged from one to four
notes ; that of the Dési-music ranged from five to seven notes.’

# 1 called this conclusion fenfative, 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,
Marga-music, and (2) Samaginam came, at a later stage, to be
sung in all the seven notes (which were, then, called Krusita,
Prathama, Duvithiya, Thrithiya, Chathurtha, 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 Marga-music ordinarily ranged from one to four notes
but, during the later Sdman-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 Riméamatya’s
Svavamélakilinidhi, to which, Isaid 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 :—

ZANTEGHRD: TEAAHGAZAT: |

AgtaraTaRg & qredgd qoiE: |
which means ¢ All the Dési-Réagas are those of Shadjagrima and
have each its Graha, Amsa, Nyasa, Mandra, and so forth.
Further, they fall into three divisions—Oudava, Shidava, and
Sampurna.’  Sdmanath followed Ramamitya in this respect.

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

A 2NN G ZTd H9T RET
gfyarf gasnfor st sgofy fi

tot. gqut meom: S @l qiear war: |
s?r:fn: srar §§m: iﬁfﬁﬁﬁ% &8T | mridayakouthuka.

2 But, be it remembered, the Séman 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, Shidava
of six notes, and Oudawve, of five notes.’ *

Let us, in conclusion, compare and contrast the two kinds of
music, we have been considering, viz, Mérga and Dési -—

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

(2) The Marga-music identified itself with the Védas,
got all their attributes transferred to itsclf, 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 Lakskana
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 Lakskya
and has therefore acquired a more 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 Gramas—Shadja,
Madhyama, and Géandhara ; while the Dési-music is confined only
to one Grama, viz. Shadja.

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

1 I say ¢ practically ’, because the Marga-music is found, even to-day,
in the hands of Vaidika-Brahmins who employ it whenever, on ceremonious
occasions, they chant the Védas.
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(8) Thethree-fold classification of Music into Giza, Vidya,
and Nyithya applies—not to Marga—but only to Dési.?

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

Just as I called Marga, Vedic Music; so, I shall call Dési,
Moderrn Music.
' The following Table, I trust, fixes Mdirga and Dési in their
proper places :—

Music
| ol
Andhatha | Ahatha
(NVature-made) (Man-made)
\ L.
Marga Desi
(Védic) (Modern)
|
Carnatic @ Hindustani 3

1Ct (@) E3I st IZAl GATEHA |
Y agA 32 assnAtday |
Sangitharatnikara.
®) TH 3 9 aqwid Qenfameda faed &
Sengithasudha.
# Compare, for instance, Venkatamakhi's classification of Rigas into

six kinds of Marga-Ragas and four kinds of Dési-Ragas. So also is the case
with the Marga-Thilas and Dési-Thalas.

*CL. wgAr A aErfrgd wErE: |
2939 gafid awmd & faag 1
azfy fgfed 4 afaoraiaa: |
Futes i aifegenft el

Sangithasudhékara.

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

Benediction

1. May Nérayana protect us all—Narayana, whose unrival-
led wealth consisted in Sri-raga, thatis, in his love for Lakshmi .
whose form is sublime and beautiful ; who is surrounded by devo-
ted experts in the matter of Svara, Sruti, Grama, Style, and so
forth ; who is a lover of the Theatre; who delights in the eternal
rhythm ; who is himself Nidabrahmam ; and whose body is full
of decorations.

Réma Réja's Pedigree

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 Véadanta
Sastra.

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. 1t was, again, to the dynasty of this Ayu that Yayathi's
father, Nahusha, as well as Bharata and others, belonged.

6. Asan ornament to the family of those mentioned above,
was born Sri Ranga Rija, 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 Réajarshi.

7. Thimmambiki was Sri Ranga Raja’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 Thimmiambiki was
born, as a result of ‘fheir penance, Rama Rija, the king of
all kings. '

o
Rdma Réja’s Father-in-law and his two Brothers

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

9. Rama Raija had two royal brothers, the well-known
Thimmarija and Sri Vénkatédri, just as Dharmaputra of unblem-
ished conduct, had two of his noble brothers, Bhima and Ar]una
of dreadful arms.

Réma Réja’s Devotion and Prowess

10. Inasmuch as Rama Réja’s arms were powerful enough
to conquer even Adisésha, there was nothmg 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 Seshachala.

1. With only a sword in hand, Rima Raja set out from
Vidyapura, accompanied by his two brothers; met at Guthigiri
the helpless king, named Sadasiva ; defeated all the traitorous and
inimical princes; placed the said Sadasiva 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 Dadhichi,
Radhéya (Karna), Sibi, Jimithavahana (/nd7a), 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 azalir of Rima—shone in 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
the Girls of Directions with the silken garment of his (own solid)
fame.
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Rima Rija's Palace and his Enjoyment therein

15. Having noted that the palace, called Ratnatate and
built under the guidance of the noble Ramamitya, beat, in point
of beauty, even the palace of Indra; Rama 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 Rama Rija, surrounded by
experts and Sésha-like musicians, spent his time with joy.

20-21-22. And he (the king) gave Ear-ornaments to Rima-
matya, after having heard the Prabhandas composed by him and
sung, in the assembly, by Vainikas 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, Srivilasa, the
thirty illuminating, elaborate, and very valuable Prabhandas, the
sixteen interesting Dhruvas, the forty-six Salagasudas written in
majestic style, Pancharatnas containing twenty Ragas, and other
works, such as Gita, Alankara, and Alipana with letters sounded.

Venkatidri's Regquest 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 Ramamantri (RAmamatya)
reconcile, by your word of command, all (the conflicting views)
and write a (new) science.’
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Rima Raja’s Reguisition to Rémémétya

25. Then, Rama Rija, King of Srirangam, addressed Rama-
miétya, 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 théory 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 its 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 thercby facilitate, the study of Svaras, in confor-
mity with the views of Bharata and others.’

Rima Rija’'s Encouragement fo Rimdmditya
" 30. Saying ‘let this please your heart,’ Rama Raja gave
Ramamatya 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 Kéndavita and also made me the Overlord of an
estate washed by the eastern sea.

32.  On the strength of this royal grant, Ramamatya caused
many agrakdrds 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 (. e. eastern)
ocean, along with the town of Jéloorisimmasana and thereby made
me equal in rank to the king himself.

Rimémitya's Project, in gratitude, of Svavamélakalinidhi

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 good
office of the king and also be of some service to the world at large.
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35 Ere long, 1 shall write. Svaramélakalinidki, dedicate it~
to the king and discharge my debt of deep gratitude to him.

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

Contents

37-38. In this Sveramélakalinidhi, written by Ramamitya,
there are five chapters, namely, Preface, Svara, Vina, Méla, and
Réga.

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 Swzra:—The value
of music, the difference between Gandharva and Gaina, Registers
of voice, Srutis, Sudha-Vikritha svaras and their nomenclatures.

41-42-43. In the third chapter on Vina, a good exposition
has 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, Swudha Méla, Madhya Méla, and Achyutha-
rajéndra Méla.

44—45. In the fourth chapter on Afélas, 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, Middling and Inferior
are discussed ; as also their special characteristics. These are the
contents of the book.

CHAPTER II
SVARA

The Origin and Value of Music

1-6. Brahma got this music from Sama 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 Siman
Chant ; Saraswathi is desirous of the Vina. Why should there
be—indeed, need there be—any mention at all of the musical




46 SVARAMELAKALANIDHI

tastes of the Yakshas, the Gandharvas, the Dévas, the Rikshasas
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 it is said to be of two kinds—Gdndlarva and
Gina. That kind of music is called Génd/arva, 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 Féggéyakdras (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 Gdndharva Music is ever employed
in conformity with the (inflexible) rules of the theory.

The Principle of Lakshya

10-11-12. 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 pracice of music shall be preferred
to its tkeory. Hence, the Gdna Music prevails in this world in
conformity with the rules of practice. Indeed, its chief thing has
been all along the principle of ZaksZya and never the inflexible
theoretical rules.

12 to 17. In his chapter on /Zustruments, 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 Lakshya 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 Apanyisa), stands on the principle of Lakshya, without
however doing any kind of injustice to the science; Sharngadév
Suri determined, in all the Dési Ragas, the method of how to
remove the differences between the theory and practice of music.’
Inasmuch as the same Shirngadév 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.

s ' 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, ¢ Madkya’® in the neck, and
«Théra, 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 Nadi, 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.

Swvaras
24-25. From the Srutis arose the seven Svaras—Shadja,
Rishabha, Gaindhira, Madhyama, Panchama, Dhaivatha, and

Nishada. And their respective symbols are—Se, Ri, Ga, Ma,
Pa, Dha, Ni.
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26. That is called Swvara, which is by itself pleasing to the
ear and the mind; which permeates the Srutis; and which is
tender and harmonic.

27. The significance of this statement is 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; Gandhara, the ninth; Madhyama, the thirteenth;
Panchama, the seventeenth; Dhaivatha, the twentieth; and
Nishada, the twenty-second. Gandhara and Nishaaa—take each
two Srutis; Rishabha and Dhaivatha take each three Srutis;
while, Shadja, Madhyama, and Panchama take each four Srutis.

An Objection

30-31. Be the above allocation, namely, of giving Shadja
four Sruthis and so forth, what it may; how are the three Srutis
preceding the fourth accounted for?

An Answer io the Objection

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 is settled that, as regards Srutis, every succeed-
ing one anticipates all that precede it and means and includes
them.
Sudha-Vikritha Svavas

32-33. These seven Svaras,’ beginning with Shadja, are
called Sudha Svaras. While, the V747itha Svaras are alsoseven.
In all, there are fourteen Svaras—Sudha and Vikritha.

A Second Objection

33-34. How is it that you have given only sezesz Vikritha
Svaras, while Sharngadév mentioned, in his Ratndkara, so many
as fwelve?

An Answer to the Second Objection

34-38. Itis true that, from the theoretical point of view, the

number fwelve may be desirable. But, in actual practice, there

1 As indicated in 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 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 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 is 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
m’erger.

Seven Vikrvitha Svaras

42-44. We shall enunciate the seven Vikritha-Svaras by
mentioning their names and also state their characteristics. The
names are—

(1) Chyutha Shadja

(2) Chyutha Madhyama

(3) Chyutha Panchama

(4) Sadharana Gandhara

(5) Anthara Gandhira

(6) Kaisiki Nishada
and (7) Kakali Nishida

Their Characteristics

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 ¢Sadhdrana Gandhara’; but when
the same Sudha Madhyama takes the second Gandhara Sruti, it
goes by the name of ¢ Anthara Gandhara.” When, again, Sudha

16
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Shadja takes the first Nishada Sruti, it is called by expert
musicians ¢Kaisiki Nishada’; but when it takes the second
Nishada Sruti, it goes by the name of ¢ Kakali Nishada’. Thus,
the seven (Vikritha Svaras) have been described.

Amnother 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 its identity with Nishada, Chyutha
Shadja is also called Chyutha Shadja Niskida. On account of
its identity with Gandhara, Chyutha Madhyama is also called by
me Chyutha Madhyama Géndhdra. Onaccount of its identity with
Madhyama, Chyutha Panchama is also called by me Chyutha
Panchama Madhyaina. Inasmuch as Rishabha is, in practice,
known to identify itself with Sudha Gandhara; the latter (Sudha’
Gandhiara) is called by me Panckasruti Rishabla. When, how-
ever, Rishabha identifies itself with Sadharana Géndhara; that
Sadharana Gandhara is, in practice, also called Shafsruii Rishabha.
Likewise, when Dhaivatha identifies itself with Sudha Nishada,
that Sudha Nishida is called Panchasruti Dhaivatha; but when it
identifies itself with Kaisiki Nishada, that Kuazszdi Nishida is
called Statsyuti Dharvalla.

Recapitulation

57-65. For the better understanding of the chapters on
Riga and Méla, that are going to be related, the above-mentioned
Svaras are herein duly recapitulated. The seven Sudha Svaras
are to be known, in order, 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, Sadharana Gandhara,
Anthara Gandhara, Kaisiki Nishada-and Kakali Nishada. Sudha
Gandhara is known as Panchasruti Rishabha, while Sadharana
Gandhara is known as Shatsruti Rishabha. In some places,
another view obtains in regard to the association of Ragas accord-
ing to the Gana Music. Sudha Nishada is known as Panchasruti
Dhaivatha, while Kaisiki Nishada is known as Shatsruti
Dhaivatha. These fourteen Svaras occur in every Raga; while,
now and then, the seven Svaras have, in some places, more than
three registers.
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CHAPTER 111

VINA
1-2. The Svaras having been explained, an account of how
the Mélas and Régas 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 Construction and Importance .

2—4. Dandy (or the Cross-Bar of the Vina) is Sambu;
Thantleri (or the Wire) is Uma ; Kakubka (or the Piece of Wood at
its end) is Kamalapati; Pa#4rika (or the Metallic piece for the

_wires to run over) is Lakshmi ; Z/uméa (or the Gourd attached to -
the Cross-Bar) is Brahma; and Nabhi (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 Vasuki;
Jéva (or Bits of cotton or woollen or even silken threads used for
refining the sound) is the Moon ; and Sdzifas (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,
1 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, Kama and Méksha. Tt
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 A#tha (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. Yéagnavalkya
praised the Vina thus: ‘Whoever knows the secrets of Vina-
play, whoever is an adg -matter of Srutis and Jathis, and
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The Name of the Vina and its Kinds

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 Méla Vina, (2) Madhya Méla Vina and
(3) Achyutharajéndra Méla Vina. Each of these three kinds falls
into two varieties, namely, (i) Sarvariga Méla Vina and (ii) Eka-
raga Méla Vina. That Vina is called Sarzardga Méla Vina, the
frets of which are fixed and, yet, made to produce all the Rigas
in all the registers. While, it is called Etariga 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 it has been made.

The Charactevistics of the vavious kinds of Rudra Vina
(a) Sudha Méla Vina

18—20. The characteristics of these three kinds of the Vina,
namely, Sudha Méla, Madhya Méla, and Achyutharajéndra 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 zusmandra Skadja ; the second,
Anumandra Panchama; the third, Mandra Shadje; and the
fourth, Mandra Madlyana.

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 Srutl as Madkya Shadje (that is, produces
Madhya Shadja) ; the second, Mandra Panchama; and the third,
Mandrva Shadje. 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 R7, Sudha Gz, Siadhirana Ga, Chyuthamadhyama Ge, o
Sudha Me, and Chyuthapanchama Ma. g iy

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 Vi, Kaisiki M,
Chyuthashadja A7, Sudha Sz, and Sudha &7.

35-36. The two Svaras, namely, Sudha Sz and Sudha &;
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 Sa-wire, are, as in the case of Anumandra
Sa wire, as follows:—Sudha &7, Sudha Ga, Sadhirana Ga, Chyu-
thamadhyama Ge, Sudha A7z, and Chyuthapanchama .

39-40.. Since Sudha 4z 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 Mz, Sudha
Pa, Sudha Dia, Sudha N, 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.

Svayaimblius

44-62. The following Svaras are Swvayaméjius, that is, those
of natural creation and not of man’s making. The method of
determining their values is now explained. It is agreed on all
hands that the two Svaras between which there is an interval of
twelve or eight Sruthis are Samwidis to each other. This point
has been well explained in ARatrnidkera. Another method of
determining the values of Svayambhus is as follows :—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 Az, produced on the second
wire by the second fret, is of the same value as the Mandra Sudha
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i, 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 Chyuthashadja AV, produced on the
second wire by the fourth fret, is of the same value as the Mandra
Chyuthashadja NV, 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 ffth fret, are all Svayambhus. Inasmuch, again, as the
Mandra Kaisiki A%, produced on the fourth wire by the fifth fret,
is of the same value as the Anumandra Kaisiki Az, 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
Rimamitya 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, Madhyathéara and
Anuthara. The Svaras, 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 A7 and Anthara
Ga may be taken up. If two frets were fixed to produce Kakali
Niand Anthara Ga, the resulting sound is a disagreeable beat;
and hence the absence of the two frets to produce those two
Svaras. Ilow then can they be otherwise produced? The
learned musicians are of opinion that Kakali A7 can be produced,
in a way, even by the Chyutha Madhyama Ge-fret. In fact, all
the Ragas, in which Kékali A7 and Anthara G play any part, may
likewise be sung. Some practical musicians consider Chyutha-
madhyama G and Chyuthashadja N as the representatives
respectively of Anthara Gz and Kakali /i, on account of the very
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small difference in sound between them. Thus has Sharngadév
expressed himself agreeably that Kakali &7 and Anthara Gz are
of occasional use. This is the view of the practical musicians
regarding the characteristics of Sudha Méla Vina.

(8) Madkhyaméla Vina

73-76. The characteristics of Madhyaméla Vina are herein
clearly given. If the first wire of the’'Sudha Méla Vina produces
Anumandra Pz; the second wire, Mandra Se; the third wire,
Mandra Pe; 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.

(¢) Achyutharijo Méla Vina

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

CHAPTER IV
MELA

1—2. - Having thus explained the characteristics of the three
kinds of the F%ua, 1 shall duly proceed to speak about the
Mélas, which cause their respective Rdgas to be formed and
which are distinguished by Raga-names, coined after the fashion
of the languages prevailing in various provinces.

The Name of the firsé Méla

3. T 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 :—Mailavagowla, Sriraga,
Saranganita, Hindéla, Sudhardmakriya, Desikshi, Kannadagowla,
Sudhanati, Ahari, Nadaramakriya, Sudhavarali, Rithigowla,

Vasanthabhairavi, Kedaragowla, Hé&jujji, Samavarali, Révagupthi,
Samantha, and Kambhoji. Thus, there are twenty Mélas.
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The Characteristics of the twenty Mélas
9-10. And their characteristics are explained thus :—
(x) Mukhive
The Méla of * Mukhari’ consists of seven Swud/a svaras.

According to the learned Shiarngadév, Mukhari and a few Grama-
Ragas are deemed to be Sudha.

(2) Milavagowla

11-12. Ramamatya characterises, with the approval of
those that are well-versed in Raéga (-Lakshana), the Méla of
¢ Malavagowla’ as consisting of these seven svaras, namely,
Sudha Sz, Sudha &7, Sudha Ma, Sudha Pa, Sudha Dia,
Chyuthamadhyama Ge, and Chyuthashadja MVi.

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

(3) Srirdga

16-17. The Méla of *Srirdga’ consists of these seven
svaras, namely, Sudha Sz, Panchasruti &7, Sadhirana Ga,
Sudha e, Sudha Pa, Panchasruti D/e, and Kaisiki ¢ MVé’.

18-20. Then do 1 enumerate some of the Ragas derived
from this Méla (of Srirdga); and they are :—Sriraga, Bhairavi,
Gowli, Danyési, Sudhabhairavi, Vélavali, Malavasri, Sankara-
bharana, Andéli, Dévagandhari, and Madhyamadi. - These and a
few others also are derived from this Méla.

(4) Sédrangandle

20-22, Ramamatya characterises the Méla of ¢ Saranga-
nita’ as consisting of these seven svaras, namely, Sudha Sz,
Panchasruti Rz, Chyuthamadhyama Ga, Sudha Mg, Sudha Pag,
Panchasruti D/, and Chyuthashadja MVz.

22-24. Then do I enumerate some of the Ragas derived
from this Méla (of Saranganata); and they are:—Saranganita,
Savéri, Sarangabhairavi, Natanardyani, Sudhavasantha, Poorva-
gowla, Kunthalavarali, Bhinnashadja, and Narayani. These and
a few others also are derived from this Méla.



MELA 87
(5) Hindéla

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 Ragas derived from
this Méla (of Hindéla); and they are :—Hindéla, Margahinddla,
and Bhipila and also a few others.

(6) Sudharimakyriya

27-28. The Méla of ¢ Sudharamakriya’ consists of these
seven svaras, namely, Sudha Sz, Sudha &, Chyuthamadhyama
Ga, Chyuthapanchama Mz, Sudha Pa, Sudha D/z and Chyutha-
shadja Vi.

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

(7) Désitestii

30-32. The learned Ramamatya characterises the Méla of
¢Désakshi’ as consisting of these seven svaras, namely, Sudha
Sa, Shadsruthi A&7, Chyuthamadhyama Ge, Sudha s, Sudha
Pa, Panchasruti D/, and Chyuthashadja Mz, Désikshi and
other Rigas are, here and there, the derivatives of this Méla (of
Désakshi).

(8) Kannadagowln

33-34. As between the characteristics of Désakshi and
Kannadagowla, there is one point of difference, namely, the latter
(Kannadagowla) has Kaisiki A%, as practised by the experts
(instead of Chyuthashadja Az of Déséakshi).

34-36. I now enumerate some of the Ragas, derived from
this Méla (of Kannadagowla); and they are:—Kannadagowla,
Ghantarava, Sudhabangila, Chéayanita, Thurushkathédi, Naga-
dhvani, and Dé&vakriya and a few others.

(9) Sudianiti

37-38. The Méla of * Sudhanati’ consists of these svaras,
namely, Sudha Sz, Shadsruti &z, Chyuthamadhyama Ge, Sudha
Ma, Sudha Pa, Shadsruti D/a, and Chyuthashadja AZ. Sudhaniti
and other Ragas are the derivatives of this Méla (of Sudhanati).

17
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(10) Akari
39—40. The Méla of ‘Ahari’ consists of these svaras,
namely, Sudha Sz, Panchasruti R4, Sidharana Ge, Sudha Ma,
Sudha Pa, Sudha D/ia, and ChyuthashadjaANz'. 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 &7, Sidhiarana Gz, Sudha Ma,
Sudha Pez, Sudha D/, and Chyuthashadja N:. Nadardmakriya
and other Rigas are the derivatives, here and there, of this Méla
(of Nadaramakriya). T
(12) Sudhavardli X
43-45. The Méla of ¢ Sudhavarili’ consists of these svaras,
namely, S 1dha S, Sudha &7, Sudha Ggz, Chyuthapanchama Me,
Sudha Pa, Sudha D/iae, and Chyuthashadja A:. Sudhavarili
and other Ragas are, in different provinces, the derivatives of
this Méla (of Sudhavarali). :
(13) Rithigowla
45-47. The Méla of ‘ Rithigowla’ consists of these svaras,
namely, Sudha Sz, Sudha Rz, Sudha Gz, Sudha Ma, Sudha Pe,
Panchasruti D/ae, and Kaisiki AM:.  Rithigowla and other
Rigas are, according to the views of the musicians, the deriva-
tives of this Méla (of Rithigowla).

(14) Vasanihabhairvavi

47-49. The Méla of ¢ Vasanthabhairavi’ consists of these
svaras, namely, Sudha Sz, Sudha A%, Chyuthamadhyama Ga,
Sudha Ma, Sudha Pa, Sudha Dia, and Kaisiki Ni. A few
Ragas, such as Vasanthabhairavi and Séma, are deemed to be
the derivatives of this Méla (of Vasanthabhairavi).

(15) Kéddragowla
49-51. The Méla of * Kédaragowla’' consists of these
svaras, namely, Sudha Sz, Panchasruti &7, Chyuthamadhyama
Ga, Sudha Mz, Sudha Pe, Panchasruti D/a, and Chyuthashadja
Ni. Kédaragowla, Narayanagowla and a few other Ragas 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 Kakali A7 were excluded; we shall
(now proceed to) deal with the (following) five Mélas wherein
Anthara Ge and Kakali MV will be included.

(16) Héjujji—1
53-55. The Méla of ¢ Héjujji’ consists of these svaras,
namely, Sudha Sz, Sudha R7, Anthara Ge, Sudha 474, Sudha
Pa, Sudha Dia, and Kakali Az Hijujji (Héjujji) and other
Ragas and a few Grama-Ragas too are the derivatives of this
Meéla (of Héjujji). This Méla of the Gandharva (or Marga) type,
which comes under the category of the five (special) Mélas, has

been approved of by Sharngadév.

(17) Sémavarili—2
55-57. The Méla of ¢ Samavarali’ consists of these svaras,
namely, Sudha Se, Sudha &7, Sudha Ga, Sudha Ma, Sudha Pa,
Sudha Dka, and Kakali Vi Samavarali, Thondi, Purvavarali,
and a few Grima-Ragas are, according to Sharngadév, who was
well-versed in the Marga-music, the derivatives of this Méla (of
Samavarali).
(18) Révagupthi—3
s8-59. The Méla of * Révagupthi’ consists of these seven
svaras, namely, Sudha Sz, Sudha A7, Anthara Ge, Sudha Ma,
Sudha Pz, Sudha Dka, and Sudha Ni. Révagupthi and a few
Sudha Ragas are mentioned by Sharngadév, in his Ratnikare, as
derivatives of this Méla (of Révagupthi).

(19) Sémantha—yg
60-61. The Méla of ¢ Samantha’ consists of these svaras,
namely, Sudha Se, Shadsruti &7, Anthara Gz, Sudha Mae,
Sudha Pa, Shadsruti D/a, and Kakali Vi. Sarhantha and other
Ragas are the derivatives of this Méla (of Sarhantha).

(20) Kéimbhoji—s
61-62. The Méla of ¢ Kambhdji’ consists of these svaras,
namely, Sudha Sz, Panchasruti 27, Anthara Ge, Sudha M,
Sudha P, Panchasruti Dkae, and Kakali Vi Kambhoji and
other Ragas are the derivatives of this Méla (of Kambhéji).
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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 Gz and Kakali V; are taken
into account; there surely arise twenty Mélas. But if, on the
other hand, Chyuthamadhyama Ge and Chyuthashadja A% are
deemed to represent Anthara Gz and Kakali M7 respectively;
there arise only fifteen Mélas. In the latter case, the remaining
five Mélas must be deemed to be implied in the fifteen. For,
Héjujji is implied in Vasanthabhairavi; Samavarili, in Sudha-
varéli; Révagupthi, in Bowli ; Sarhantha, in Kannadagowla ; and
Kambhoji, in Saranganata. 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 Réagas, derived from these Mélas, fall into three
divisions, namely, Swuperior, Middling, and Inferior. They will
now be dealt with, in detail.

(1) 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. Mukhari. 11. Srirdga.
2. Sudhaniti. 12. Kannadagowla.
3. Malavagowla. 13. Sérhantha.
4. Sudhavarili. 14. Désékshi.
5. Gurjari. 15. Dhanyési.
6. Lalitha. 16. Bowli.
7. Sudharimakriya. 7. Ahari.
8. Sudhavasantha. 18. Malhari.
9. Bhairavi. 19, Milavasri,
10.

Hinddla. and 20. SAranganita.



6-9.

RAGA
(i) Middling

The following fifteen Ragas are called ¢ Mlddlmg

and they are of little use or, if at all, used to sing fragmentary

portions of songs.

Those Ragas are :—

1. Kédaragowla. 9. Padi.

2. KAambhbii. 10. Bhupila.

3. Kannadabangila. 11. Révagupthi.

4. Vélavali. 12. Gundakriya.

5. Madhyamadi. 13. Héjujji.

6. Nardyani. 14. Vasanthabhairavi.
7. Rithigowla. and 15. SAmavarali.

8. Nadarimakriya.

tiii) Zuferior

9-14. The following Ragas are called ¢ Inferior ’ :—
1. Sourashtra. 18. Bhinnashadja.

2. Meéchabowli. 19. Kunthalavarali.
3. Chiyagowla. 20. Sérangabhairavi.
4. Kuranii. 21. Sudhabangila.

5. Sindurdmakriya. 22. Nigadhvani.

6. Gowdi. 23. Ghantirava.
7. Dési. 24. MaArgahinddla.
8. Mangalakaisika. 25. Chéiyénita.

9. Purvagowla. 26. Dévakriya.

10. Sdémaraga. 27. NarAyani.

11. Anddli. 28. Gowlariga.

12, Palamanjari. 29. Thodi.

13. Sankarabharana. 30. Varali.
14. Dévagandhari. 31. Thurushkathddi.
15. Dipaka. 32, Savéri.

16. Natandrdyani. and 33. Ardradési.
17. Sudhabhairavi.

15-16.

These mixed Ragas which intervene between the

superior and the middling ones—that is to say, these inferior
Ragas—are plentiful but calculated only to dazzle (and not
illumine) the masses. They are further unsuitable for composi-
tions like Taya, Alapa, and Prabandha. Hence it is that the
musicians do not countenance them.

The Characteristics of the Rigas

17. All the Dési Régas are those of Shadjagrima and have
each its Graha, Amsa, Nyisa, Mandra, and so forth. Further,
they fall into three divisions—Oudava, Shidava, and Sampurna.
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18-20. Whether these Dési Régas 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 superior Ragas which are free from any mixture, of
the fifteen middling ones, as well as of the znzferzor ones.

(1) Superior-Sampurna—ro

20-21. That Riga is called Né/Z, which is Sampurna, which
has Sz for its Graha, Amsa, and Nyisa, and which is sung in the
latter part of the day.

21-22. That Réaga is called Vard/, which is Sampurna,
which has Sz for its Graha, Amsa, and Nyasa, and which nay be
sung at all times.

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

23-24. That Raga is called Sudiardmakriya, which is Sam-
purna, which has Se for its Graha, Amsa, and Nyisa, and which
is sung after the noon.

24-25. That Réaga is called Mukiiri which is Sampurna,
which has Sz for its Graha, Amsa, and Nyé&sa, and which may be
sung at all times.

25-26, That Raga is called Blatravi, 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 Raga is called Akaeri, which is Sampurna,
which has Se for its Graha, Amsa and Nyésa, and which, according
to the wise men, should be sung in the last watch of the day.

27-28. That Raga is called S@mant/a, which is Sampurna,
which has Sz for its Graha, Amsa, and Nyasa, and which is sung
in the last watch of the day-time.

28-29. That Raga is called Kannadagow:a, which is Sam-
purna, though, in ascent, it sometimes leaves D/a; which has
Vi for its Graha, Amsa and Nyasa; 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 Désdkski, which is Sampurna,
though, in ascent, it leaves 47z and N;; 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) Superior-Shidava—s

31. That Raga is called Bow/i, which is Shadava, for it
leaves Pa; which has Ma for its Graha, Amsa, and Nyasa; and
which should be sung in the first half of the day.

32-33. That Riga is called Sudhavasantha, whichis Shadava,
for it leaves Pz, though, in descent, P 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 Mdlevasri, which leaves Ri
(and is therefore Shadava); which has S for its Graha and Amsa;
which may be sung at all times; and which is auspicious.

* 34-35. That Raga is called Gurjari, which is Shadava, for
it leaves Pa, which is sometimes retained in descent; which has
' Ri for its Graha, Amsa, and Nyasa; and which is sung by the

musicians in the first watch of the day.

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

(3) Superior-Oudava—s

37. That Raga is called Asndélz, which is Oudava, for it
leaves Ri and Dka; which has Sz for its Graha, Amsa, and
Nyasa; which may be sung at all times; and which is
auspicious.

38. That Raga is called Malkdri, which is Oudava, for it
leaves Ga and Ni; which has Dska for its Graha, Amsa, and
Nyasa ; and which is sung by the wise men at day-break.

30. That Raga is called Dianydsi, which is Oudava, for it
generally leaves Ré and Dia; which has Sa for its Graha,
Amsa, and Nyasa; and which is sung by the wise men in the
morning.

40—-41. That Raga is called Méilavagowla, which is Oudava,
for it leaves RZ and Pe, though, at times they are retained ; which
has Vi for its Graha, Amsa, and Nyasa; which is sung in the
evening; and which is e best of all régas.

41-42. That Raga is called Srirdga, which is Oudava, for
it leaves Ga and D/a, though, at times, they are retained ; which
has Sz for its Graha, Amsa, and Nyasa; which is sung in the
evening ; and which is the giver of all prosperity.
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(i) Middling-Sampurna—S8

43. That Raga is called Kédiragowin, 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 Nddardmakviya, whichis Sampurna Y
which has Se for its Graha, Amsa, and Nyasa; and which is sung
in the fourth watch of the day. .

45. That Raga is called KamMﬁ;z, which is Sampurna,
though, in certain places, it leaves, in ascent, #/z and N7; which
has Se for its Graha, Amsa, and Nyasa ; and which is sung in the
evening. -

46. That Réga is called Sdmavarali, which is Sampurna ;
which has Sz for its Graha,” Amsa, and Nyasa; which may be
sung at all times ; and which originated with the Sama Véda.

47. That Raga is called Ritiigowle, which is Sampurna ;
which has /7 for its Graha, Amsa, and Nyasa; which is sung in
the evening ; and which is allied with Mukhari.

48. That Raga is called #éju77%, which is Sampurna; which
has Ma for its Graha, Amsa, and Nyasa; which is sung in the
latter part of the day-time; and which sounds nicely with Kakali
Ni and Anthara Ga.

49. That Raga is called Nérdyani, which is Sampurna,
though, at certain places, it leaves, in descent, &7; which has Ga
for its Graha, Amsa, and Nydsa; and which is sung in the
morning.

so. That Raga is called [é/dvali, which is Sampurna,
though, at certain places, it leaves, in descent, &7 and Pa; which
has D/a for its Graha, Amsa, and Nyésa; and which is sung at
day-break.

(1) Middling-Shidava—y

s51.  That Raga is called Kannadabangila, which is Shadava,
for it leaves Rz; which has Ge for its Graha, Amsa, and Nyasa;
and which is sung in the morning.

52. That Raga is called Pd#7, which is Shadava, for it
leaves Ga; which has Sgfor its Graha, Amsa, and Nyidsa; and
which is sung at the fourth watch of the day.

53. That Raga is called Vasanthabhairavi, which is Shadava,
for it leaves Pa; Wthh has Sa for its Graha, Amsa, and Nyisa;
and which is sung in the morning.
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54. That Raga is called Gundaérzya, which is Shédava forit
leaves D/a, though, at certain places, it is retained ; which has Sz
for its Graha, Amsa, and Nyasa ; and which is sung in the former
part of the day.

(iii) Middling-Ondava—3

55. That Raga is called Madkyamddi, which is Oudava, for
it leaves R: and Dia; which has Az for its Graha, Amsa,
and Nyéasa; and which is sung in the latter part of the
day-time.

56. That Raga is called Blupdla, which is Oudava, for it
leaves Ma and Ni; which has Sz for its Graha, Amsa, and
Ny4sa ; and which is sung in the morning.

. 57. That Raga is called Révaguptiz, which is Oudava, for
it leaves Mz and Nz ; which has R; for its Graha and Nyasa ; and
which is sung in the latter part of the day-time. )

(A) Inferior-Sampurna—as

58. Now, the characteristics of a few inferior Ragas are
described. That Réga is called Sourdsktra, which is Sampurna ;
which has Sz for its Graha, Amsa, and Nyésa ; and which is sung
by the singers in the evening.

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

60. That Raga is called Sdmardga, which is Sampurna ;
which has Sz for its Graha, Amsa, and Nyasa; which is sung at
all times ; and which sounds nicely with 47z in Mandra.

61. That Raga is called Sankaribharana, which is
Sampurna; which has Sz for its Graha, Amsa, and Nyasa; and
which resembles, as it were, Samantha.

(B) Inferiov-Shidava—2

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

63. That Raga is called Bhinnashadje, which is Shadava,
for it leaves Mz ; which has Sz for its Graha and Nyisa; and
which is sung at all times.

18
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