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FOREWORD

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

In the sphere of music, this awakening has been a visible
process. For years, Sangitha Sabhas have, in different parts of
the Madras City, had their annual 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, asin other spheres,
this awakening is at work.

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

Ramamitya, the author of the book here published, recog-
nised twenty Meélas; 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. It is a result of pure mathematics—
a question of how many combinations of the seven notes and their
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variations can be made. Mr. Ramaswami Aiyar thinks that even
the two and thirty were the resulting combination of the seven
notes, five of which bad a sharp and flat sonance and the word ¢ raga’
itself indicates the number 32, according to the peculiar Indian
Notation of numbers by the letters of the alphabet. A question
may here arise as to whether the word ‘ raga’ was a new intro-
duction into music after the thirty-two Mélas had come to be
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 SASTRI
28th March, 1932. }



PREFACE

THE manuscripts of Swvaramélakalinidki are found in Tanjore,
Madras, Baroda, and Bikanir. Its bare text, for aught I know,
was printed twice—/f7s#, at Kumbakonam in 1906 by Mr. S.
Narayanaswami Aiyar and secondly, at Bombay in 1910 by
Mr. V. N. Bhatkhandé, though under the pseudonym of
Bharadvaja Sarma. The latter edition contained, at least, a
running commentary in Mahariti.

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 Riagas of
Sudhavasantha and AMdilavasre are correctly defined, in two
verses, ! thus:—

A, Ui YEIAGETET: Giw: ETEsgEadr |
gafia: sreasfy aads quga: |
qd = e Adr o a0
gfa ggag=a: |

Sudhavasantha.

B. fafia) areas: gl srasEsfy 9 1
fad gdamy gdar ageng: 1
gta dreas: |

But how did Messrs. Niarayanaswami Aiyar and Bhitkhandé
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 :—

: YEIg-ared: g-ard: 9 aevsfys |
a gdamy gaer Ageng: |
Here, both of them consciously began with Sudlavasantia

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

Mélavasri.

1 The verse regarding Sudiavasantka is marked A, while that regard-
ing Milavas#i is marked B,
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together with a little modification, and produced a meaningless
jargon which explained neither of the two Rigas.

A fresh edition of Svaramélakalinidhi 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 Svaraméia-
kalinidhi 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 Sistri, who are also well-versed in the #heory 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 Svaramélakalinidhi as a Lecture
under the auspices of the Annamalai University which, I feel
thankful to state, was good enough to give her smprimatur to its
publication in the present form.

TRIPLICANE,
15t March, 1932,

¢ BAI BHAVAN’
M. S. RAMASWAMI AIYAR
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SVARAMELAKALANIDHI

INTRODUCTION

—_

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

He was associated with Rama Ré&ja of Vijayanagar, perhaps
as his minister, as the word eméd¢yz 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 wereso 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, Rimamatya, he exhibited his person, in his work,
more as a prolific 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,

' ¢t. g w7 gatfsaredeEmEautaqEaT |
Svaramélakalénidhi.

* ¢t qatoldda oawd et faor agn—7sdd.
* ¢f. g taaaarad R et

ngfrmargegaaamga i exRewer fafy—2sia.
4 Cf. This means Modern Bharatéckirya.

P Cf. N agIaRONE Y — Svaramélakalinidhi.
‘ Cf. gRrueERITgRas) gTEa A9 varfaar—2edd.
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a Commentator of Saengitharatnikara—palpitated in his pulse.r?
(4) Rama Rija requested him, in preference to others, to write a
new treatise on music reconciling the conflicting views that were
then in vogue.? And (5) the same Rama Réija gave him, in
recognition of his (musical) services many a valuable present.3
This, surely, is not the language of a veritable wizzister, 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 Aomer or Vidyaranya, his

Panchadasi. .
Further, a reference to Robert Sewell's Forgotten Empive

shows that Achyutha succeeded Krishna Riya Déva in 1530, that
Sadasiva succeeded Achyutha in 1542, and that the latter
(Sadasiva) was virtually a prisoner in the hands of Rama Rija
who was, at first, his minister but ‘became afterwards inde-
pendent.# By ‘independent’, Sewell should have meant that

Rama Réja was d¢ faclo the ruler of Vijayanagar. So he might
have been. But de jure the ruler was, undoubtedly, Sadisiva ;

for, a very ‘large number of inscriptions, ranging from 1 542 to
1568, recognize Sadisiva as the »ea/ sovereign.® Why, Rama-
matya himself admits that Radma Réja helped Sadisiva to regain
his throne.® Hence, it is submitted, Rama Rija should have

' o famfaty: sgefiea aadr giaessadan |
TraRey Aty afr agweraa @ Rl o

Svaramélakalinidhi.
Cf. U8 FEARITH Siue @ fEfk | s
Ct. Sefifiggrmzo gt atwte sragy|
Bt dsqfamarfrrde e qemeT o

Wl TIEAGENl GAmAT QIAs HE i,

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

‘¢ 9: @geEe: AN fater Remga-
mee! Nl grfraedns Frowem |
SUEACESH RIS R )
Foite warfoa gand et gereEg

Svayamelakalinidki,

»

N
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been, at least when Riaméamatya 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, Ramimitya’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 Rima Rija’s pedigree, according

to Ramamaiatya :—
Vishnu

Brai:xma
Atlhri
Mé on
Buziha
Purulrava
Aya
Nahlusha
Yayléthi
Bha:rata
Sri Rax}g anath

|
Rama Rija Thimma Réja Venkatadri.
(Fic. 1)
But Sewell’s genealogy®, taken from epigraphical records,
gives Rama Raja his proper place in the royal line of Vijayanagar
thus :(—

Thimma
|
fsvara
1
Narasimha
- l
~ ; 1 i
By Ist wite * By 2nd wite By 37d wife
|
Vira Narasimha Krishna Riya Déva | ]
Ranga Achyutha
Sadasiva“
] 3
Daughter Daughter
Maryied Married
Rama Raija. Thimma (Tirumal) Rija.
(F1c, 2)

1 Cf. Sewell’s Forgotien Empire, page 180,
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It is thus clear that Riama Réija belonged, if at all, to the
royal family only by marriage. Ramimaitya only confirmed it
when he observed: ‘¢ Krishna Raya gave his daughter in
marriage to Rama Rija and thereby enhanced the dignity of the
parenthood of daughters.”’!

History gives us no pedigree of Rima Rija except that he
was a son of one Ranga and that he had two brothers, namely,
Thimma R3ija and Venkatidri.? This Thimma Raja is said, to
have murdered Sadisiva in 1568 and usurped his throne.® But
Rama Rija ruled, if at all, only on behalf of his king, Sadisiva.
True, he was a brave soldier;* but he was over-ambitious
and a little reckless too, with the result that he precipitated
the battle of Talikota in 1565 and brought about his own
death. '

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

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

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

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

1 A °
Ct. FAHSEH § § FORA: FATiIae sgEead o |
Svaramélakalénidii.
3 Vide Sewell’s Forgotten Empire, page 214.
* Ibid, page 212,

* cr. fafemr gatafy oritmdly @Rt Rigeea |
gy A gfe ag@iidRgaly g ES: 1
Svaramélakalénidhi.
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The colophon?, atits end, clearly shows that Ramamatya finished
his work in Sika 1472, Sddhirana Year, Srivana 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 Swvaremélakalinidsi was written, as
evidenced by Venkatidri, in his request to his brother, Rima
Rija :—* 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 Rama Rija, in his requisi-
tion to Rimamatya: ¢ 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 Sveraméla-
kalénidki, Pundarika Vittala finished his Sadrdgackandridaya.
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

' ¢ qra AquueulEaewineg § graRe
38 graemte foieR 0@ ameat Tt |
gararafatiia: ewd: giowre-
wsd aewerAEmaraTHRETHTRETaTy I

Svaramélakalinidhz.

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

page 303.

* gl sgar fBldan: oEd wedy @ ey |

- §d gle@ 9 TAwa) aAYg e aear aafa o
Svaramélakalinidke

! giemEly warrtn Ay eRtaETEEE: |

410 SgaUITRaS gine ey faafy o

15id.

* g firagar faduradr sad 9 wadfka o
Sadvdgackandyidaye.
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was resounded when Sémanith declared: 1 write Régevibddia
only to reconcile the conflict between the science and the art of
music.’? Even the recently published Serngitiasud/a contains a
similar note of complaint.? ,

A question, therefore, naturally arises, namely, ¢ Wiy should
the musical views conjflict, at all, with one anrother?’ To put the
same question sarcastically: ¢ Why should the /Za»#onioxs music
produce dzsharmony 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 77z and the other unwilling to get oz

But why should the old order’ changg? In addition to
Tennyson’s philosophical answer, there is here an important truth
to be grasped. Into two broad divisions, Scien®®e falls—exacs
and #zon-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 forfiori, 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—Ilike 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 moyld 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 Aistory of Music in a
felicitous language, which I shall re-state with a little modification
thus : Z/e various stages of musical progress arve not the inventions
of the learned few imposed on, and adopted by, the unlearned many ;
but rather, a summing-up and organization by the former of those
praciices and usages at whick tie latter had arvived by instinct.

! ynfadrg fagg fleem esgwgo: 4
Réigavibddia.

* wagEwy fy Tafaraard ararmda: qftegad oo

CESERECTEU TR 7 RO B
Sangiihasudkba.
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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 Thidgarija
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 .semse, he may be said to have interfered with, and even
changed or modified, the musicalttechnique 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
been impelled to inaugurate a fresh period, in which the new
formula“of music arose, as it were, from the ashes of the old.

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

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

The same truth Mr. Bh%tkhandé 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 propounded in Sengitharatnikara of Shirngadév is a con-
siderable advance on that described in Bharata’s Ndéyd Sdstra,
being more exhaustive, more scientific, and expressive of greater

national culture. A mere glance at Lochana, Pundarika, Hridaya
3
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Narayana, 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 Ndfya Sistre and Ratnidkara. We ourselves are in
the twentieth century and the system of music, now in vogue, has
left the other systems far behind.’ T

We are, at this stage, tempted to inquire whether Radmamaitya
recognised the progressive nature of music and whether he
enunciated, in his work, any principle of guidance, wherewith he
could emphasise the importance of such recognition. A study of
Svaramélakalinidks 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, Shiarngadév 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

* Vide the Report of the #ih All-India Music Conference of Luckrow,
page 117.

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 Jasic

principle that distinguishes the Indian system from all other systems of
music.

P Cf. og1 weguarArtr areedarty vl |
aergRaiaed TuesTe AgaeaeT |

Sangitharainikara,
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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 Géndharva-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 pgractice of music shall be preferred to its #eory.
And it is in conformity with the ¢practical’ rules of music
(as opposed to its ¢theoretical’ ones) that the Géna-music
prevails. In his chapter on Zustzuments, Shairngadév, well-versed
in music-lore, argued that the practice of music was more impor-
tant than its theory.’!

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

AW @ e !
(Science only follows Art ; isnw't it ¥)

Let us proceed to see how Ramamatya applied the principle®
of LZakskya 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, Sadrdga-
chandrédaya, Régavibodha, Sangithadarpona, Sangithasudlia,

Ct. A SEAYIA AR gugE |
a5 srmgRE wearar a BEd |
T ZEIIIA A T BEARIAR |
TRIME PeaE & A9 oaa 4
TSR WA Pe v !
gagAredateT argglor |
MR wegwama arareag fasfoa b

Svaramélakalénidhi,
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Chathurdandiprakasite, Sanrngithapirijitha, Sangithasdvémritha,
Nagmut-es-Asplhi, Sangithakalpadrumae, and Laekshyasengitbho—
all these works came successively one after another, but mark!
only after the time of Swveramélakalinidii. And Riamamitya
had no other work to criticise before him than Shirngadév’s
Sangitharatnitaera.

No doubt, Bharata’s Néfya Séstra and Narada’s Sangitia-
makarardaz had been in existence long before Sangitharatrnékara.
But, evidently, Rdmamaitya 474 not mind the former and cozld 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
Rigatarangini 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 Hindustani music.

Hence Ramiamaitya looked, for guidance, to none else
than Sharngadév and even averred! that he would, like his own
chosen guide, make the Principle of Lakshya the chief thi
his book. Andhe 477 make his averment good. Let us see
how.

The first point of conflict between Sharngadév and Rama-
matya was with reference to the Swdka-Vikriths svaras. At any
rate, both of them agreed with regard to the .Swdia-svaras and
allocated them, alike, thus :—

A oA gagA) S gEREETR A o
adr qaFgT WGyt a ®ega:
9EW: GHARgt g Fadr k) |

griyat g fara: ey fafand adga:
Svaramélakalénidhs.

- TEAIZRINIE FAT TeYSE SO |
Svaramélakaldnidki,
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B. MG S EHEH T 5ffa: 1
IS aﬁmqmwﬁam- i

qaﬁiawﬁmmr nram Ty fae: |
SIgATaY fiéﬂmm mqn‘m =gk o

TIagE] EaE A ag.gﬁ.
TagMaeEat Saatafea:

sgregarRiaErat fasy fwﬁm I
gaRfdzar ﬁé?mm a?rwaﬁrsaaﬁr Taq |

same and may be stated thus :—

¢ The svaras arise from the srutis in such a way that Shadja
takes zke 42k syuti of the Vina, Rishabha #4e 7#4, Gindhara Z%e
9tk, Madhyama #%e 13th, Panchama #ke r7¢%, Dhaivatha Zke 2o0t7,

and Nishada #ze 2274,

The Sudha-svaras, which were common between Sharngadév

Sangitharatnikara.

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

and Ramamitya, may be tabulated thus :—

Number of
Srutis

Sudka-Svaras.

|

pod
EHO(DW\]O}UI-EQ:NH

Tt ek e Bt
mmuzcln

17

N
TSO%E

Ma

Pa

Dha

(F1e.

3)
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As regards the Vikritha-svaras, both Shirngadév and
Ramamatya o%fzred from each other. While Sharngadév presented
to us so many as twelve Vikritha-svaras, Ramamatya found, ¢z
actual practice, only seven. He therefore recognised only those
seven and left out the remaining five.

Sharngadév worked up his twelve PZ&ritia-svaras thus:—
¢« The twelve Vikritha Svaras are explained. The four-srutied
Shadja becomes two-srutied Vikrithas, namely, Chyutha Se and
Achyutha .Si. When V7 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 Pe is regarded as a Vikritha.
Giandhira is declared by Shiarngadév to fall into two divisions,
three-srutied Sadhirana 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 Pz. Dhaivatha, in Madhya-
magrima, becomes a four-srutied Vikritha. The three-srutied
Nishada and the four-srutied Nishida are treated of as Vikrithas
of Sz and named Kaisiki V7 and Kiakali V7 respectively.’ I

' ¢t 7 g fagargen sga wfaofkar:
AR T e Ry fafedr wdq |
Granet FiGSa FuRe 9 gl |
arana g STt giaar aar |
g ety aga Bedr waq o
gramet fagfa: enga =gy |
arere gt ag) & fugga arfdal o
qETH: TN E SSAEEOTH |
g wegwE gl SR gA: 0
meowe g Wy SRR e
gadr W FEa: ergagha: o
% s Waee = favefeaa:gt
e a3 afafa g @ U

Sangitharatnikara.



INTRODUCTION xxiii

On the other hand, Rimé4mitya worked up his seven Vikritha-
svaras thus :—

¢ How is it that only seven Vik#itha-svaras are given here,
while Shirngadév mentioned, in his Ralrdkara, so many as
twelve ? It is true that, from the theoretical point of view, the
number twelve may be desirable. But, ¢z acfual practice, that is,
according 2o the principle of Lakshyd, there are only seven!
Vikvitha-svaras different from the seven Swdha-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. Achyutha-Shadja does not differ from Swdia-Shidiz;
nor does Achyutha-Madhyema differ from Swudha-Madkyama.
Again, Vikritha-Rishabka does not differ from Swudia-Ris/abha;
nor does Vikvitha-Dhaivatha differ from Swdha-Diaivatha.
Further again, Vikzitha-Panckams which is taken from Madk-
yama-Sruti does not surely differ from the other Vikritia-
Panckama. Hence under the category of the above-mentioned
fourteen (Swdka-Vikritha) svaras, no separate mention was made
of these five \svaras, inasmuch as they had effected a merger,
as indicated above. We shall enunciate the seven Vigritka-svaras
by mentioning their names :—

(1) Chyutha Shadja

(2) Chyutha Madhyama

(3) Chyutha Panchama

(4) Sadhirana Gindhira

(5) Anthara Gindhira

(6) Kaisiki Nishiada
and (7) Kakali Nishada.

Chyutha Shadja is the name given to that SZadsz which gives
up its own fourth sruti and takes the third one. The same rule
applies equally to Chyutha Madryama and Chyutha Panchama.
When Swdha-Madhyame takes the first Géndidra-sruti, it is
called Sididrana-Géndhira; but when the same Swudia-Madkyama
takes the second Géndidra-sruti, it goes by the name of Awnthara
Géndhire. When, again, Sudka-Shadje takes the first Niskida-
sruti, it is called (by expert musicians) Keisiti Nishide ; but when
the same Sudka-Shadja takes the second Nishida-sruti, it goes by
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the name of Kékali Nishida. Thus, the seven Vikvitha-svaras
have been described.’?

L ¢t A9 @ER gaaT FEdn &
Frew: &9 d  @aq Sgares |
gd SR A FEAEEDE |
R WeE] SETA S 1
A Rrgerg Frgad foa: |
gt afifagEr guort EEaraam
qeeRg gy I faasiaTa |
afy wgo W2 qafwefades: |
sraTe R frgeTEREYy A foaa |
i a dg gfa S seged fwwd
st CCUEERUECSE
st weaw: gErReAE gt asq |
gadure fagafedt 7 garaEd |
fagdr Saa: YgrEaarAIfa e o
wegaggTEa fawa: g=we 4t |
faRfaaaa TEREaaa |
aeEagaed qaimsds o= |
STAIAY TGRS QIERTAT A -
gerat fagamt g GiRal @an =aEE |
TgA: qEHEFA! AN THAGHT |
ETRETORTHRISTTTAR §91q |
wiree Ty frrrsareg: aw fefiergs: 1
Tear =gt Eurgid s gar gl |
gamERs wavessTEad |



We closely trod in the footsteps of both Shirngadév and
Rimimatya, only to correctly formulate the following table and
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rightly determine their respective Swdka-Vikritha Svaras :—

qd SYUEHET ST |
TEE HeAAE MR gie B o
9 GERIAARISRTER 3948 |
g Aewed gee ghganarka: |
vt gaveTy frarawghd B 1

g & Rmbrge: sfrdr Maafafa: o
frag: gaveTE FAa g oead |

g wEeEg: @ed gy s

1 2 4
Vikritha-Sv
Nuglfber Sudha- teritha-ovaras RamAmatya's special
Srutis Svaras Sharngadév. | Rimémitya. Nomenclature.
1 Kaisiki N7 Kaisiki N7 Shatsruti Dia
2 Kakali V7 Kakili Nz
3 Chyutha Sa Chyutha Sa Chyuthashadja V7
4 Sa. Achyutha Sa
5
6
7 Ri. Vikritha Rz
8
9 Ga. Panchasruti Rz
10 Sidhirana Ga | SidhArana Ga| Shatsruti Kz
11 Anthara Ga Anthara Ga
12 Chyutha Mz | Chyutha Ma | Chyuthamadhyama Ga
13 Ma. Achyutha #a
14
15
Vikritha Pa
16 Kaisiki Pa Chyutha Pa | Chyuthapanchama Ma
17 Pa.
18
19 .
20 Dha. | Vikritha Dke
21
22 Ni. Panchasruti Dia
(F16. 4.)

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

TATTERAT q8F FHITAGNA: |
amrafor svifagagrafagd |
=gasesed Sransfmfameay fda: |
=gawgsfanaifagrd aeg fadtad o
TTAE] AeqAETq TFETEgIgRd: |
=gaRegmTraE e fRgd w0
aTEAAEs SNHT ATAGIAT |
srearfi: speod QrsasgATEAAGH: |
w64 § FAfIPEEIET IS |
fqu: st gaggamEa: |
| GIETORTFRET ey s/ g o
SEQITQIE: MeReTar geyfywaa: |
¢d agfee e Sga snfega: |
wEmOaERT: @ qEykidaa: o
RentaRiaaraey ed fagk 85
wiug wfqsenfina sefEsa: )

Having learnt the points of agreement and disagreement
between Shiarngadév and Rimamatya with regard to the Sudiae-
Vikritha svaras and having noted that, in all cases of disagree-
ment, R&mamaitya invariably invoked the help of the principle of

1

1 ¢ In fulfilment of a usage, I shall now mention a few different nomen-
clatures to some of these 14 Svaras obtaining elsewhere. On account of its
identity with Nishdda, Chyutha Shadja is also called Chyuirad Shadié Niskdda.
On account of its identity with GAndhAra, Chyutha Madhyama is also called
Chyutha Madhyama Géndkhéra. On account of its identity with Madhyama,
Chyutha Panchama is also called Chyutha Panchama Madkyama. Inasmuch
as Rishabha is, iz practice, known to identify itself with Sudha Gandhara, the
latter is also called Panchasruti Riskabkha. When however, Rishabha identi-
fiesitself with SadhArana GAndhara, that (SAdbarina Gandhara) is, 77 practice,
also called Skatsruti Riskabha. Likewise, when Dhaivatha identifies itself
with Suddha Nishida, that Sudha Nishida is called Panckasruti Dhaivatha ;
but when it identifies with Kaisiki Nishada, that Kaisiki Nishada is called
Shatsruti Dhaivata.
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Lakshya ; 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 Swudka-Vikritha Svaras so called?

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

AT TETGHT: |

g & fagmad T Rawdsd o
sums up ‘the Rule of the ancient Swdiae-Svaras,” according to
which the seven Swd/ka-Svaras were Se, Rz, Ga, Ma, Pa, Dka, Ni,
made up—as they were—of 4, 3, 2, 4, 4, 3, 2, srutis respectively.
Or, as RAmamiatya would have it, out of the 22 srutis, numbers
4, 7,9, 13, 17, 20, 22 were alone spoken of as Sxd/a-svaras; and
they were technically called Sz, Ri, Ge, Ma, Pa, Dha, Ni,
respectively.? All other numbers were called Viérit/a-Svaras,
of which Raméimaitya chose seven.

But the question is: How did the Sudha-svaras, mentioned
above, come to be called Sud/4a-svaras ?

One explanation is that those seven svaras—which formed,
as they even now form, the scale of Simaginam—were called
Sudha-svaras, because they were used in singing the pz»e music of
Sima-Véda.

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

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

1 Vide Fig. 3, page xxi.
? Cf. gsomRAg TUITEETTNT Mamy  Swaramélakalinidli.
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P Svaras Intervals Srutis
/4"
Sa 53 4
Ri 4-16 3
Ga 2:3 2
Ma 39 4
Pa 312 4
Dha 312 3
Ni 1-5 2

xxviii SVARAMELAKALANIDHI

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/ae-Scale and the notes it
comprised were called Sud/a-Svaras.?

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

(F1c. 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 Swdiz, 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 Swdka-character and
became a Vzkritha, when it lost any of its own srutis and was
thus reduced in value.

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

SN AN N
mLézéégé,a

1 Cf. Ragas of Tanjore, page 15.
2 Vide Hindu Music, page 15,
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yet, the first scale alone is held to be important and ever brought
into the forefront for any kind of musical discussion; so too, in
Indian Music, from amidst a variety of its scales, the S#d/a-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 Sud/a-
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 Zezms or phraseo-
logy employed therein, with a view to understand the real nature
of the Rdiga System® which its author finally built. A mere
glance at those texts will show that one and all their authors
spoke of their Réagas only in terms of .Swdja-svaras and also
employed therein the Sudiae-Vikritha phraseology. Take, for
instance, Srirdga, of which Riamamitya wrote:—* The Méla of
Srivdga consists of these seven svaras, namely, Swdia Sa,
Ponchasvuts Ri, Sidhdrene Ga, Sudha Mea, Sudia Pa, Pancha-
svuti Dho 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 Swudiae-Vikritha
Svaras of our ancient authors formed, as it were, a key to open,
and see for ourselves, the rich treasures of their musical systems.

Are those ancient 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 Sru/is,
the Swvaras, and even the Mélas form so many means, while the Rdgas alone
form the end. Even the compositions and their various types are so many
Réga-manifestations, perhaps with the additional elements of rhythm and
poetry. Hence the determination of the Kdgas and their Lakskanas forms
the main, if not the sole, portion of our musical system.

: Cf. YAgIST qEsegeval aq: 9% |
IEQIIROAT-EIN: TE) Aeaual o
qagfaacy « s fars: 1

3: gHERdm: SNy | Aew: ¥
g A
i Svaramélakalénidhi.
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These questions may be grouped together and discussed as
such.

Now, the ancient Swdia-U7£7itha Svaras are »of 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 Swudia-Vikritha system was
based upon Blareta Matha which had ¢ Dha’ for keynote, while
its modern prototype has been based on Haenumantae 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 Swdka-
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, Ramamatya, Ahdbala, and Bhitkhandé, chose the same
Sudha-Svaras, from Fig. 3, for their Sud/a-scales and, yet, arrived
at three different Rdgas, viz., Mukhari, Kaphi, and Bilaval which
are said to respectively correspond to Kanakangi, Kharahai—apriya.
and Sankarabharanam of the Carnatic Music.!?

A question, at once, arises as to why the self-same Swdia-
scale, formed out of Sz (4th sruti), &z (7th), Gz (9th), Ma (13th),
Pz (17th), D7z (20th), and NZ (22nd) gave rise to three different
Régas. .
Mr. D. K. Joshi made an attempt to answer it and observed :
¢Suppose a man in Bombay buys a seer of sugar and a man
in Poona buys a seer of sugar; they will find that the quantities
of sugar, though identical in having the name se7, in each case

1 Cf. giY WWAY A0S afEe: |
- Y Y <

FR: gEEIR A@ms gf@: |
qTd7 sgafar geoa: a@es: |
FAR G gier: soiesragiogd: o
ada 9 sgafedar gaie: garfaa: |
wiha: gaegay adaerfkafed: o
rgenrdgegat sfawafaodarg |

FEHRTAUTETE 49: g&: ghtga: o
Lakshya Sangitkha.
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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 see»? 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 Conzentiorn .t

Apart from the vibrational values? which Mr. Joshi gave each
of the Sud/a-Svaras of each of the three authors he selected, the
analogy, that he took, seems to be a little unhappy and does. not,
I fear, strengthen his position. In the case of seers, there is a
clear difference, according to Mr. Joshi, of 48 Tolas between
Bombay and Poona. Even in South India, there is a wide
difference, in quantity, between the measures of Madras and
Coimbatore. Whereas, in the seer or measure, there is the same-
ness only in name but not in quantity; in the Sudka-Scale, there
was the sameness not only in name but also in quantity. For,
whether the Raga that emanated was Kanakingi, Kharaharapriya,
or Sankardbharanam, the original stock of the Swd/ae-Scale gave
Sa, Ri, Ga, Ma, Pa, Dka, Ni respectively srutis 4, 3, 2, 4, 4, 3, 2.
Unless, therefore, the 4th sruti—to take one for example—does
not mean only the 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 Sud/a-Scale.

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

To-day there is no scale, called Sud4a-Scale, unless the first
Méla of Venkatamakhi’s System counts for such. Even that first
Méla (Kanakangi), had to give way to Purandra Das’s Miys-
mélavagowle which the very Ramimitya proclaimed in his book,
as ‘the best of all Ragas’.

Of this ¢ Mayimailavagowla,” Mr. Clements remarked: ¢1I
am not in favour of Sankaribharanam as the Sud/a-Scale. Un-
scientific writers put Bihag in the same family. We do not want
any ambiguity in our Swd/a-Scale. Miyamalavagowla is entirely

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

2 Mr. E. Clements questions the correctness of Mr. Joshi’s ¢ vibra-
tional values,’ in his Ragas of Hindustar, vol. II, page 37.
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free from this defect. Further, to adopt the Mayamalavagowla-
scale as the .Swd/a-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 : ‘Md‘ycimdla:ﬂagowla only
developed from Mukhiri 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
MAiyaAmailavagowla

B(l)D‘b EFGA™ ]|3 é
| Mukhéri (Kanakingi)
(Fic. 6)
wrote, by way of explanation,—* B to B form #Mu#/ariand C to C
is Mayimailavagowla’.’

All the three, I fear, overshot the mark, inasmuch as the
Mukhivi of the above Fig. 6 points only to Klharakareapriya
wherein alone Ge (D) and Ni (A) are Kdmal or flat and surely
not to Kanakiéngi, wherein Ga and Nz are really conspicuous by
their absence, though &Rz Thivra and D4z Thivra are made to
falsely personate them.

The trend of the modern view is that, while B:lgva! is the
Sudka-Scale of North India, Maydméilavagowla is that of South
India. But, be it noted, that neither of them is the Szd%z-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 Régds. Such #raditional 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 Swd/a-Svaras and the SwudZza-
Scale formed therebyhave, doubtless, become obsolete ; yet, we have

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

2 I7%de Mr. Fox Strangways’s Music of Hindostar, p. 120.

3 Uide Mr. Popley’s Music of India, p. 43.

¢4 Tt may be that Purandra Dis wanted that the beginners of music
should not be troubled with the controversial svaras (&R7, or Sudha Ga),
(Gea, or Shatsruti R7), (DAa, or Sudha NZ), and (VZ, or Shatsruti Dka) but
should be confined, at the outset, only to the non-controversial svaras (RZ,
and Ga,) (Dka, and N%,) and also Sudha Ma.
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now Sz and Pa as Sudkha (or better, Prakrithi) Svaras, inasmuch
as they are fixed or admit of no varieties at all ; while &z, Ga, Ma,
Dra, Ni are Vikritha-Svaras, inasmuch as each of them admits of
two! clear varieties, vsz, Kdmal and Thivra, that is, flat and sharp.
These modern 'Sudka-Vikritha Svaras, twelve? in number, may
be tabulated thus:—

| 1 ] | |

| 1 | | | | | ] [ |

,S"a I?i1 Illi, Ga, (;za, l\/{a1 Ma, Pe D]IJa1 Dha, Ni; Nij,
|

l1—2 — 3 5 6—7-—!9—9—10—11-12
(F16. 7)

And, again, these modern Sudka-Vikritha Svaras enable us

to formulate, according to the Principle of La#skya, the following
working scheme which may be styled Zaghumélokarika (assrqa@a?)

as distinguished from the Brikanmélakartha Ces weRat) of Ven-
katamakhi :—

|
—_ 4 -

= |8 5| 5
25 |2 E-R:EN
[ 5 g8 B ]
2881 Z | Poorva Mélas. Svaras. Uthara Mélas. |5 |8 &8
5 33| = = § B
EHE EFg”

> | @ w| >

: I
8 1| Téadi w. | S R,|G, M| P|D,|N,| Bhavapriya . | 17 ] 44
9 2 | Dhénuka S |R,|G,|M| P|D,|N,| Subbapanthuvarali.| 18 | 45

10 3 | Nitakapriya S [R,|G, M| P|D,|N, Shadvidhamérgini. | 19 | 46

11 4 | K6kilapriya S'|R, |G |M| P|D,|N,| Svarnéngi | 20] 47

14 5 Vakulabharanam S |R,4|G.|M} P|D,|N,| Ndmanérayani .. |21 ] 50

15 6 Mayamalavagowla. S [R,|G; M| P|D,IN,| Kdmavardhani ...| 22| 51

16 7 | Chakravaka we | S |R;|G,|M| P[DyIN,| Ramapriya |28} 52

17 8 | Suryakédntha .| S [R,|G2|M| P|D,|N,| Gamanapriya ..| 24| 53

20 9 Nats.hbhairavi SR |G,M|P|D,IN, Shanmukhapriya... | 25 | 56

21 | 10 | Girvani «. | SIR|G4|M]| P|D,|N, Slmhéndramadhya. 26| 57

22 | 11 | Kharaharapriya ... |S|R |G,|M|P|D,/N,| Hémavathi .| 271 58

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

26 | 13 | Chérukési S |Rs{Gy|M| £ D,|N,| Rishabhapriya ... | 29 | 62

27 |14 Sarasangl . | S|R,|G,|M| P |D,|N, Latang1 .| 30| 63

28 |15 Hankambhojt we | SR, |G| M| P |D,|N, Vachaspatm .| 31] 64

29 | 16 | Sankaribharanam. | S |R,|G,|M| P [D,|N, Méchakalydni ... | 32| 65

(Fr1c. 8)

1 A third variety is added by Venkatamakhi.

* Cf. A Yafgar |u gy Hfaar |

Chathurdandi Prakésiké.
5
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In order to be able to compare the Mélas of Fig. 8 with
those of Riamamatya, it is desirable that we should, first, know
how Fig. 8 was worked up and, secondly, learn how the 4Zé/as of

Svaramélakalinidki were formulated.

Now, Rz and Ge 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 D%a and /N7 may be combined in four
different ways. By tacking the four varieties of D/l and N7 to
each of the four varieties of A7 and Ga, we have sixteen varieties
of Ri, Ga, Dha, and Nz. These sixteen varieties, when further
manipulated with the two varieties of Mz, yield thirty-two! work-
ing Mélas, for which see Fig. 8, where it will be seen that AZé/as
1 to 16 are Sudha-Madhyama or Poorva Nélas, while Mélas 17 to
32 are Prathi-Madhyama or Uthara Mélas.

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

wer] agud gagEa: TRIdSEAT 1
giy wwey wEkme srfem: |
aar oA A SRIHEH: |
grgAEies a9 et =1

LETATRIHS SARRBASR: |
Ao FASHoE FEEE AeH: |
sy eDNeTFes arETatRar 9|

T@: geaveqs Afadea deF: |
T ST A gudtia: |
RINNTAT FASHoRE: |

1 Even the Kuafapayadi-Sankhya seems to point to 32 as being the
original number of the prime-Régas (or Mélas); inasmuch as Ra ({T)
represents 2, and Ga (i) represents 3, and therefore Réga (I[T) represents,
according to the said formula, 32.
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- AN s
H&! JAFUOeEqy aas "o |
AR SRR |
dor Rnfwas
And continued Ramamaitya :—
st sguEsTa |
YERAELIw AETReRr waq 1
In this way Ramamatya went on. Evidently he did not care to
deduce his twenty Mé/as 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 giving the same identical characteristics to two of his twenty
Mélas, viz., Séranganita and Kédiragowla thus i—

Siranganita Kédaragowla
TRYAT: YETSSHEATEA: | TaTE QAT qEHAY Sradaal |
e -
Ty fieas =gaggsfaus: 1 AR EgaTg S fAurh: |
o ) <

AR qd: gEEiga: | SerueRe: ETERy: guts: |
GRFAFANSY AT Sfga: |

¢ R&mAmAtya characterises the « The Méla of Kéddragowla con-
Mela of Séranganiéta as consisting of | sists of these svaras, viz., Swudka
these seven svaras, viz., Sudka Sa, | Sa, Panchasruti Ri, Chyutha Madkya-
Panchasruti Ri, Chyutha Madkyama | ma Ga, Swudka Ma, Sudia Pa,
Ga, Sudha Ma, Sudka Pa, Pancha-| Panchasruti Dha and Chyutha Shadja
sruti Dha, and Chyutha Shadja NiJ Nz?

(F1G. 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 Séranganiia and Kédiragowle merged, in point of

1 ¢« T shall now specify the names (of the Mélas) and then explain their
characteristics. Of all the Mé&las, Mukhidri is the first. Other Mé&las are as
follows :—Mélavagowla, Svivéga, Séranganiia, Hinddla, Sudharémakriya,
Desékshi, Kannadagowla, Sudhaniéti, Akari, Nadardmakviya, Swudravarils,
Rithigowla, Vasanthabhairavi, Kédiragowla, Héjujji, Sémavaréli, Révagup-
thi, Sémantha, and Kambkéji. 'Thus there are twenty Mélas.”

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

EEHRIAT TRFACFTESAT: |
gmadaned der: afdafa ey’

Nor did Venkatamakhi stop here. But he proceeded to
attack R&miamitya, using even rough language, on zize more
points. We shall deal with them, one by one, and place the
views, thereon, of both Raméamaitya and Venkatamakhi in juxta-
position :—

(1) Asregards some derivatives of
‘SRIRAGA MELA.

Rémadmétya.—The Méla of Srirdga consists of these seven Swvaras,
viz., Sudha Sa, Panckasruti Ri, Séddhérana Ga, Sudha Ma, Sudha Pa,
Panchasruti Dha, and Kaisiki Ni. Then do I enumerate some of the
Régas derived from this Mélz, and they are :—Srirdga, Brairavi, Gowlz,
Dhanyési, Sudkabhairavi, Véldvali, Malavasri, Sankariblaranam, Anrdéli,
Dévagandhiéri, and Madkyamédi.’? '

Venkatamalkhi.—* You said that Biairavi, Sankardbharanam, and Gowli
were derived from Srirdga Mela. Inasmuch as Bhairavs has Sudha Dira,
Sankardbharanam has Antharva Ga, and Gowli has Kdkali N7, and inasmuch

* Cf. :—* According to yourself (addressing R4méamitya) Siranganita
and Kédidragowla merged into one Méla. How then could there be twenty
Melas?’

2t ARISTHST qEFIIIH TF: . |
IR AFY AeoAg=AY |
mEsfE & REaretiaEs: |
qd: gEElgm: ST | A0 |
srfeane gwafa 3 wearg 13
AR T TS g g |
FSIAA AHIA: PEIONST = |

AFDIS LIATGRY AeanT i |
g sfafegnr degarga: 1

Svaramélakalénidkis.



INTRODUCTION xxxvii

as (the last mentioned) Gowli may (rightly) be derived from Mélavagowia,
how can you (dare to) say that these Rigas were derived from the

Méla of Srirédga? O! Rdma! Rima! Ridma!l. How confused (is your
head) !l 1

(2) Asregards some derivates of
‘S SUDHARAMAKRIYA MELA.’

Rémémétya.—* Some of the Régas derived from the Méla of Su-
dharémakviya are :— Sudkarémakriya, Pidi, Ardradési, and Dipaka.’

Venkatamakhi.—Inasmuch as you (wrongly) said that Pidz and Ardra-
dést were derived from Sudiarémakriya, and inasmuch as the truth is that
they were derived from the Méla of Gowla, O! Rima, you have committed
a great sin, to remove which, you should contemplate the name of (that
great) Rdma.’?

1 ¢t @y T5 AENN: FERIVROREHT |
nfemmey sfaraar SemesT: |
et T gedaaaTEaar @ |
QFAT SR e 1
A MO gA: |
SR AreEereTRERe RgRya: 1
gt gAdast S SRR |
fY Tiged Un T9 T qa ¥
Chrathurdandiprakiésika.
* ¢t gammbrar orfevged @ Quw: |
AN G v T SET 1
Svaraniélakalénidrks.
* ¢t TR 9aaT JEUERNRHSS: |
TR AreawsFd wafkf |
AT I IFEROWTT |

qreIE R 9 ufgg) dreses |
Chrathurdandiprakisika.
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(3) As regards the Méla of
¢ KANNADAGOWLA.?

Rémémitya.— As between the characteristics of Dé&sédkski and Karn.
nadagowla, there is one point of difference, viz., the latter (Kanradagowla)
has Kuaisiki N7, as practised by the experts (instead of Chyutha Shadja Ni

of Désakshi).? _ . o
Venkatamakli.— The statement that Désékski, when it attains Kaisik:
Ni, becomes Kannadagowla leads to an absurdity. The fact is that

Kannadagowla belongs to the Méla of Sririga.’?

(4) As regards
$ GHANTARAVA RAGA.’

Ramématya— Some of the Régas derived from this Méla (of Kan-
nadagowle) are:—Kanndagowla, Ghantirava, Sudhabangdla, Chéydnita,
Turushka 76di, Nagadhvarni, and Dévakriya.’?

Venkatamakhi.—* The statement that Glhaentirave was derived from
Kannadagowla has involved you in a heinous sin, from which, O Réima,
you cannot escape even though you go (on a pilgrimage) to Ramasétu
(Ramésvaram). The fact is that GZantdrava is derived from Bhairavi.'s

' ¢t FmENTATE Sl TgERa |
#e FHASTee aergarsia w1
sReaeafTde ggw seEfhn |

Svaramélakalinidkii.
* ¢f. qENS AN % REarEaEE |
ey SASTI: twﬁmﬁgmasr I

FASTI®: ANAHeTST 7Y 7 R |
Chathurdandiprakidsika.

> cr. wifide A9 daRETERtET 83
Qeh: RS IGIETE@YT SUaRastg 9 1 -
VGTFISAA F SHIAREE: [/ |
a7 JRsare! g e fiwa: gwy )

SaBrar daarr wr: & fagaeaa: 1
Svaramélakaldnidhi.

‘cr. om FmEiTE 49 gEIETE |
Werd i O qawamAr g
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(5) Asregards
« NADARAMARRIVA.

Riémémbtya.~— The Méla of Nidardmakriya consists of these Swvaras,
viz., Sudha Sa, Sudha Ri, Sddhérana Ga, Sudha Ma, Sudha Pa, Sudha
Dra, and Chyutha Shadja Ni.’t

Venkatamakhi—* The statement that Nédarimakriya has Sédkérana
Ga discloses, O! RAma, your strange (that is, un-) fitness to hold the title
of Bayakira (or Vaggéyakara). The truth is that Nddarédmakriya has
Anthara Ga.’®

(6) As regards
CRITHIGOWLA?

Rémémétya.— The Méla of Rithigowla consists of these seven svaras,
viz., Sudha Sa, Sudha Ri, Sudha Ga, Sudha Ma, Sudka Pa, Panchasruti
Dka, and Kaisiki N2 -

Venkatamakhi.—* While RamaAmatya has spoken of Ritkigowlia as a Méla
with Sudka Sa, Ri, Ga, Me. Panchasruti Dha, and Kaisiki NI, the truth is
that Rithigowla is (not a Méla) but a Raégae derived from the Mélz of
Bhairavi.’

g fend T wmEq e
JErsgadl W wErd: @ |
Chathurdandiprakisika.
‘et gan: g R gavgsiiers: 1
grarensfy wer: @T)fa: gafaa: i

_arraERaEe: 1
Svaramélakaldnidii.

' aeg® A AR SR, |
NOTEIiER: g 3t axaa: |
SdaTEREEga |
areTm B M EdsERrfi: 1

Chathurdandiprakisika.
* cr. gar: g o gEsgieRdaa: |
& RFgreTNRENagh: e T: 1
g faeRs: .
Svaramélakalinidhi.
‘o T TfREeTERTTREE SgUM, |
gan: afn: g qeyfEdea: |
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(7) As regards
« KEDARAGOWLA.

Ramématya.—s The Mela of Kéddragowla consists of these Svaras, viz.,
Sudka Sa, Panchasruti Ri, Chyutha Madkyama Ga, Sudha Ma, Sudha Pa,
Panchasruti Dka, and Chyutha Shadja Nz 1

Venkatamakhi.—* 1 feel sorry for your name (of R&ma); for, you
mistakenly placed Chyutha Shadja Nzin the Méla of Kédéragowla. The
right Svara of the Méla is Kaisiki Ni.’ 2

(8) As regards
« HEJUJII.?

Rémamétya.— The Méla of Héjujiz consists of these Svaras, viz., Sudka
Sa, Sudha Ri, Anthara Ga, Sudha Ma, Sudha Pa, Sudka Dka, and Kdkali
Ni’ 3

Venkatamakhi.—" It is stupid to place K&kali NiZ in the Méla of
Héjujiji ; for the right Svara of the Méla is Sudka Nz’ 4

FEEoTentwRd T ynhRTEr |

JErrmer IS aREd |
Chathurdandiprakisika.

1 e
ct. gEr AT TEAA JHAEaat o
sqaregTiaRegaae s fAuEs: |
SERMions: rert: arfaa: o
Svaramélakalénidki.
' Cf. Tg RUSERAAST TG |
wrsganeseataa gfa wfFgay o

qaeTag e qg garfagt qa: |
FhEFaeatae & 48 sgwies |

Chathurdandiprakidsika.
*ct. gEt = SENREAY ggRT Agerer |
MIREgy Fhearer HYEE: |
QEEEEEI R eTSATR WA, |

Svaramélakalénidki.
4

Ct. gErge @1 T EISREHSA |
FHrREaTed MaeE o gt age: o

aifias aowmferde gefes: 1
Chathurdandiprakdsika.
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(9) As regards
« KAMBHOJI.

Rimémétya.~The Méla of Kimbhéji consists of these Swvaras, viz.,
Sudha Sa, Panchasruti Ri, Antharva Ga, Sudha Ma, Sudha Pa, Panchasruti
Dha, and Kdkali Ni.' 1

Venkatamakhi.— Does not even the maid-servant of a Vainika know
that Kdmbhéji has Kaisiki (and not Kékali) Ni2’ 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 Svaramélakalinidhi and Chathur-
dandiprakisika, there elapsed a fu// 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—7ig/# in their own
times, and wrorzg in other times.

Living, as I do, three centuries after Venkatamakhi who
insisted on having only Kaisiki V7 for Kdmbhdji, 1 may repay the
author of Chathurdandiprakisika in his own coin and retort:
¢ Does not even the cook of a Vainika know that the Kén:b/kdyz of
the present day has not only Kaisiki V7 but also Kékali Mz, as in
the case of the phrase Sa-Ni-Pa-Dka-Sa?  Again, in your chapter
on Réigas, you dared to write—

FidaRm: gooifsarde afy afsan’®

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 K4mbkdji corresponds to our

ot ot miwarwedy ) qmyd aar |

s JEE guSl gd: SrafEeE:
Swvaramélakalinidhi.
30t FIITRASE & BEFarETHaEsE: |
fy @1 afw & onarfeat gaareaf o
Chathurdandiprakésika.

8 Cf. Kémbhoji Réga, though Sampurna, leaves out in the ascent Ma
and V7.
6
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Kainblidji or Harikidnibhidsi, Mea is never left out, though Kdmbidsz
leaves out V7 in the ascent.’

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

Still, a Venkata may persist in reminding us as to why
Rimamatya, having merged, into one, Sédrarganita and Kédira-
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 Swvaeraméiakalinidki underwent in
the hands of different indifferent copyists and what sort of a
copy finally fell into our critic’s hands. Even assuming that
Ramimitya 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 Séranganita and Kédivagowla are quite
different from each other?

I said that Ramamatya did not care to deduce his AéZs 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 Mé¢/z, Ramamatya felt that, in actual
practice,? Anthara Gz and Kéakali Vi were not only of very
small or occasional use but also were represented® by Chyutha

1 Surely, Venkatamakhi did live in a glass-kouse ; for, did he not
solemnly record, in his book, without any attempt on his part to inquire, a
mere ‘kearsay-matter, which turned out to be altogether false? In
his Rdgaprakarana, he stated TMENAETIET VIAHREIEAT: 1|5 that is,

‘ Bharata and others say that Régas are of ten kinds.” But in Bharata's
Nétya Sdstra, there is no mention of the word Rége at all, much less of its
ten kinds!

2 That is, according to the Principle of Lakskya.

?Ctf. srevey & sreedn ar: afafrf: s
AT R AN SEER: |

Svaramélakalénidhi.
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madhyama Gz and Chyuthapanchama N7 respectively, and,
therefore, chose to reduce, as an alternative, his twenty—into
fifteen—A4é/as, 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 ; Simavarili,
in Sudhavarili; Révagupthi, in Bowli; Samantha, in Kannada-
gowla; and Kambhoji, in Siranganita.?

Further, the recognition of the theory of represeniation,
referred to, is tantamount to almost identifying Chyuthamadhyama
Ga and Chyuthashadja NVZ respectively with Anthara Gz and
Kakali V7 and also to driving, out of the field, one of the two
pairs of svaras, preferably the latter.

As regards Rdgas, Ramamaitya divided them into three kinds
—Superiov, Middling, and Inferior. The ¢superior’ Rigas are
said to have been free from any kind of mixture and also suitable
for singing, composition, elaboration and for T&ya; and they
were twenty in all. The ¢ middling’ Rigas were employed to
sing fragmentary portions of songs and were fifteen in all; while,
the ¢inferior’ Rigas, plentiful though, were calculated to dazzle
(and not illumine) the masses and were [dis-] regarded as being
unsuitable for compositions.

These three divisions were once repeated by Sémanith in
his Régavibédha; 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,
Senkaribharana—unless it be that it does not tally with our

* Cf. Q9n:gEeEy o7 ST |
FAAERS S SR |
G GrEEvEdE #A 9: GERa: |
I e JEAUSReh 9 @: |
dlegres Ao ST WA Fom: 1
4% wHeTioE SN gMReE: |

GREAEA® 4 om: FEafmes: |
Ibid.
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own—as an ‘inférior’, and therefore disregardable, Riga as

Ramamitya had done?
Let us now tabulate the Meéla and Raéiga systems of

Ramamatya and make a closer study of his work.

1. Rimémitya’s ¢ Gernus-Species’ System

S| Mélas—(20) Janya-Ragas—(64)
1| Mukh&ri Mukhari and a few Grima Réigas
[ (1) Milavagowla (6) Mé&chabowli (11) Kuranji
(2) Lalitha (7) Palamanjari (12) Kannadabangala
2| Milavagowla <4 (3) Bowli (8) Gundakriya (13) Mangalakows1ka
(4) Sourdshtra (9) Smdhuramaknya (14) Malhari, etc.
L (5) Gurjari {10) Chadyigowla
( (1) Srirdga (5) Sudhabhairavi (9) Andoli
Srir4 (2) Bhairavi (6) Vé&lavali (10) Devagandhari
3| Sriraga 31 (3) Gowli (7) MAlavasri (11) Madhyamadi,
L (¢) Dhanyési (8) Sankaridbharana ete.
(1) SAranganita (4) Natanirdyani (7) Kunthalavarili
4] SAranganita (2) Sévéri (5) Sudhavasanta (8) Bhinnashadja
(3) S&lagabhairavi (6) Purvagowla (9) Nirayani, ete.
5! Hinddl (1) Hinddl (2 Marga. Hindbl (3) Bhupala ete.
6| Sudharimakriya (1) Suddhar@makriya (2) PAdi (3) Ardrades1
(4) Dipaka
7| Désakshi DésAkshi
—
(1) Kannadagowla  (4) Chayanita (7) Dévakriya, etc.
8| Kannadagowla (2) Ghantarava (5) Turushka-T6di
(3) Sudhabangila (6) Nagadhvani
9| Sudhanita Sudhanita, etc.
10 Ahiri Ahiri, ete.
11 Nadaramaknya Nadaramaknya, etc.
12| Sudhavarali Sudhavarili, etc.
13| Rithigowla Rithigowla, etc.
14 Va.santhabha1rav1 (1) Vasanthabhairavi (2) Somaraga, ete.
15| Kéd4ragowla (1) Kédaragowla (2) Narayanagowla, etc.
16 He;u]]i HeJ ujji and a few Grima Rigas
17| Simavarili SaAmavarali do
18/ Révagupthi Révagupt]n do.
19 Samantha Samantha, etc,
20| KAmbhdji K&mbhdji, ete.

(F1e. 10).
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e
I71.  The Chavacteristics of a few of Riémémdtya's
Derivative Rigas
. RA Mal 2l g %‘ Time of Reasons -g 2
o gas €las 8| g |« Pang Rank for the S
Z &|<|Z| Sioging Rank 5=
’ [
1) Lalitha ... | Milava- | 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{ DAz omitted .
of the Day. though re-
tained at
times
5| Kannada- Do. Ga | Ga| Ga | Morning ... |M. Sh| RZ omitted.
bangala.
6] Malhiri Do. Dha|Dha|Dha| Day-Break ... |S. O| Ga and N;
omitted.
7| Sourishtra ... Do. Sa| Sa| Sa{ Evening ..[|I. S -
8| Bhairavi SrirAga | Sa| Sa| Sa | Latter Part of [S. S
the Day.
9| Dhanyasi ... Do. Sa| Sa| Sa| Motning ...|S. O| R and Dka
omitted.
10| Vélavali ... Do. |DhalDha/Dhal Day-Break... M. S| R and 2Pz
omitted in
descent.
11| Sankara- Do. Sa| Sa| Sa ? o 8 Resem-
bharana. bles
Saman-
. tha.
12{ Andoli Do. Pa| Pa| Pa ? w|l. O}Ga and N
omitted.
13| Madhyamidi.| Do. Ma| Ma | Ma| Latter Part of M. O| R and Dka
the Day omitted.
time.
14| Milavasri ... Do. Sa|Sa| ? |Always ... |S. Sh
15| Savéri ... | SAranga- |Dha|Dha/Dha| Day-Break ... [I. O | Gz and Ni
nita omitted,
16| Sudha- Do. Sa| Sa Fourth Part [S. Shi Pz omitted
vasantha. of the Day. though re-
tained in
descent.
17| Bhinna- Do. Sa| ... | SajAlways .. |I. Sh} Ma omitted.
. . Shadja.
18| Nirdyani Do. Ga | Ga | Ga| Morning ... M. S{ R omitted
in descent.
19| Bhfipal Hinddl | Sa| Sa| Sa | Morning .M. O|Ma and Ni
omitted.
20 Ghantirava. Kannaida- Dha|Dha|Dha| Always I. Sh{ Ga omitted.
gowla
21{ Nigadhvani. Do. Sa | Sa| Sa{ Always I. S .
22| Sémarfga ... |Vasantha-| Sa| Sa| Sa| Always ... |I. S|Sounds with
bhairavi Ma nicely
in Mandra.
23| Padi ... | Sudha- | Sa| Sa| Sa|Fourth Watch |M. Sh| Ga omitted.
ramakriya of the Day.

(F1c. 12)
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IV, Rémimitya's 20 Mélas, intevpreted in tevms of the
Moderrn Mélas

N.B.—In this Figure 13, three points should be remembered :—
(1) Anthara Gz and Chyuthamadhyama Ga should be deemed to be practically
identical ; and so also, in the case of Kikali /7 and Chyuthashadja V7.
(2) Panchasruti Rz and D#ka should be deemed to be the modern Chathusruti
Riand Dha. . )
(3) Venkatamakhi’s Sudha and Shatsruti Svaras should be deemed to be
the same as RA&mAmAtya’s.

B Modern Mélas
-g Rémémﬁtza’s
é Twenty Mélas Carnatic Hindustani
1 | Mukhiri ... | Kanakangi
2 Mailavagowla .. | Mayamalavagowla ... | Bhairava.
3 | Srirdga ... | Kharaharapriyva ... | Kafi.
4 Siranganita ... | Sankaribharana ... | Bildval.
5 Hindbla ... | Niatabhairavi . | Asivéri.
6 Sudhardmakriya ... | Kamavardhani ... | Poorvi.
7 Dé&sikshi ... | Soolini .
8 Kannadagowla .. | Vigadisvari
9 Sudhanita ... | Chalanita
10 Ahiri ... | Girvéni .-
11 NaAdardmakriya ... | Dhénuka cen
12 Sudhavarili .. | JAlavarali -
13 Rithigowla ... | Vanaspathi ...
14 | Vasanthabhairavi .., | Vakuldbharana
15 Kédaragowla ... | Sankaridbharana )
16 Héjujji ... | MAyamailavagowla ...
17 Sdmavarali .-« | GAnamurthi
18 | Révagupthi ... | GAyakapriya
19 Simantha ... | Chalanita
20 | Kidmbhoji ... | Sankardbharana ...
(F16. 13)

Inthe above Fig. 13, Mayamalavagowla occurs twice and San-
kardbharana thrice! If Ramamatya had given Kaisiki Nz to Kam-
bhéji, we could have interpreted that Riga in terms of the modern
Harikambh6ji. But he chose to give it Kakali V71! We feel puzzled.

Again, as regards the twenty-three Derivative Ragas delinea-
ted in Fig. 12, most of his arrangement seems to have been upset
by his successors. Though, for instance, La%tha, Sourashira and
the like are, even now, retained under the same category as Rama-
matya’s ; most of the other Ragas, such as for instance, .Sdvérz,
Dhranydsi and the like, have been made to change their categories.
Further, what did Ramamatya mean by proclaiming Blairavi and
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Sankaribharana to be each a Sampurna and, yet, a derivative of
Srirdga, which was (also as it ought to have been) a Sampurna?
Furthermore, Ramamitya’s Srirdga corresponds, as per Fig. 13,
to the modern Klarakarapriya. Could, then, Bhairavi or Sankari-
bharana come out of Kharaharapriya? We feel, again, puzzled.

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

Inthe first place, I would put you in mind of what I had said in
connection with Venkatamakhi’s unwarranted onslaught on Rama-
mitya, namely, Heaven knows what changes or modifications the
manuscripts of ¢ Svavamélakalinidhi’® wundevwent in the hands of

> different indiffevent copyists and what sort of a copy finally fell into

our-own-hands. In the second place, the names of the Régas and,
for that matter, of the Thalas, of the Svaras, and of even the 22
Srutis—have been from time to time changing, like chameleon’s
colour. Here are, for instance, two sets of names, given in two
different periods of time, to one and the same time-honored 22
Srutis, wherein all the names differ, except Ugra, even which
figures itself in the 7th Sruti in the one case and in the 21st Sruti
in the other :—

B |Svara Narada’s Names Shirngadév’s Names | Svara
1]
1 Sidha I Thivra
2 Prabhivathi Kumudvathi
3 Kanthi Mandi
4| Sa Suprabhi Chanddvathi Sa
5 Sika Dayévathi
6 Dipthimathi Ranjani
7| Ri Ugré Rathikd Ri
8 HIAdi Rowdri
9| Ga Nirviri Krédha Ga
10 Dira Vajrika
11 Sarpasaha Prasarini
12 Kshinthi Prithi
13 | Ma Vibhuthi MaArjani Ma
14 MAlini Kshithi
15 Chapald Rakthi
16 Bila Sandipini
17 { Pa Sarvaratna Alipini Pa
18 Shaintha Madanthi
15 Vikalini Rdhini
20 | Dha Hridaydnmalini Ramya Dha
- 21 Visarini Ugré .
22 | Ni Prasuni Kshobini Ni

(Fic. 14).
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Hence, Ramamatya’s Sankardbharana is not the modern
Sankarabharana; nor is his Bkairavi or even Syivéga our own.
The only sensible inference, that we can draw under the circum-
stances, is that we should not allow ourselves to be [mis-] led by
the mere names of Ramimatya’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 FZwna help us to understand
his Raga-system, especially as he assures us it would ? Let us, then,
take up the subject of Vina, 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 Régas; besides
being a means of attaining Dharma, Artha, Kama, and Modksha.

Be it noted that Ramamatya fundamentally differed from
Sharngadév in the matter of constructing his Vine and thereby
cut a new path for his successors to follow. While Shirngadév
presented to us a Vina of twenty-two strings ; Ramamitya simpli-
fied the process by requiring only four strings to produce all his
Swudha-Vikvitha svaras in all the three registers. While, again,
Sharngadév’s Vina was only of two kinds, viz., Sruti Vina and
Swvara Vina ; Riamamitya’s Vina was of six kinds, which may
conveniently be tabulated thus :—

Rudra Vina

Sud}aa Méla Madhya Méla Achyuthardjéndra Méla
VlnT (D Vi‘nT an Vina (III)
N l
u | .
Sarvardga FEkariga Sarvardga Ekariga Sarvariga Ekalrﬁga
M @) ©) ® (5) )
(F1c. 15.)

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

As for the construction and characteristics of Ramamatya’s
Vina; first, there was a Cross-Bar, called Daendz, on the left-hand
side of which there was a Gourd, called Z4uméa, attached thereto
by means of a round piece of metal, called Ngéki. Over and
along the cross-bar, four metallic wires were fastened between the
left-hand bridge, called A2 %, and the right-hand piece of wood at
the end of the cross-bar, called Kwkué/ka ; and these (four) wires
were also made to run over a metallic piece, on the right-hand
side, called Patiriki. The Dbraka-strings intervened between
Pathrikd 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 /iza, 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, .Sdrz£as, 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 Srxti-purposes.

What Swzeras 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-
ridjéndra Méla. For, while the order of the three lower-wires was
the same in all the three kinds of the Vina, namely, Madhya Se,
Mandra Pz, and Mandra Sz, except an additional Madhya Pz was
tacked on to the lower-wires of the third kind of the Vina; the
order of the four upper-wires, in Swdia Méla Vina, was:—
Anumandra Sz, Anumandra Pz, Mandra Se, and Mandra Ma
that, in Madkya Méla Virna, was :—Anumandra Pa, Mandra Se,
Mandra Pz, and Madhya Se ; and that, in Ackyutbarijéndrva Méla
Vina, was :~—~Anumandra Sz, Anumandra Pz, Mandra Sz, and
Mandra Pa. .

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

1. Sudha &: 4. Chyuthamadhyama Ga
2. Sudha Ga 5. Sudha Me
3. Sadhirana Ge 6. Chyuthapanchama Mz ;

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

1. Sudha D/a 4. Chyuthashadja Nz
2. Sudha Nz 5. Sudha Sz
3. Kaisiki Nz 6. Sudha R:z;
by the third ( Mandra Sa-) wive, the following svaras :—
1. Sudha RZ 4. Chyuthamadhyama Ga
2. Sudha Gea 5. Sudha Ma
3. Sadhirana Ga 6. Chyuthapanchama Mz ;

and by tke fouril (Mandra Ma-) wire, the following svaras :—

1. Chyuthapanchama Ma 4. Sudha Nz

2. Sudha Pa 5. Kaisiki Nz

3. Sudha DZia 6. Chyuthashadja MNVz.

Even for other registers, such as, Madhyathira 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 fourzZ
and not any of the other three upper-wires. )

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

Finally, Rimamitya made reference to what were called
Svayambhus, which were self-produced svaras or which, in the
language of Rimamatya himself, ¢ emanated of their own accord.’*
Could Ramiamaitya’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 Aarmonics on a string, only
one of them is implied by the term Svayambius. How far this
statement is true can be judged only by studying the Harmonics,
at first, and by seeing whether and, if so, how far they tally with
the Svayambhus. )

What are the Harmonics 7 If you strike a string of any
instrument—provided it is in a proper state of tension—you will
observe that it vibrates not only in its entire length but also in
segments. All these motions are simultaneous and the sounds

L Cf @A §W: g 7 SEEAT SR |
Svaramélakalinidki.
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proceeding therefrom are blended into one note. The funda-
mental Se, that is struck, is the loudest and is called the gréme or
the prime partial tone, while others are called the upper partial
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
in the same time; and it is S4. 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 P4. 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 Sd.
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 G4. The fifth upper partial tone is the
fifth of the second octave and makes six times as many vibrations
as the prime in the same time; and it is 2. And so on and on.
Thus, the relative numbers of the vibrations which make the
Harmonic Series of sounds, are as 1: 2: 3: 4: 5: 6and soon. You
can hear this series in the wire of any instrument—say, of the
sonometre—if you vibrate it after it has beend successively
shortened %, 4, %, %, 3, etc., of its whole length.

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

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

We, thus, find that the striking of a wire, the production
thereby of the fundamental Sz and the detection, with a trained
ear, of the upper partial tones which sound of their own accord
by a natural process on the same wire—all these jointly form the
first or natural way to hear, and thereby recognize the existence of,
the Harmonics.
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It is not, however, impossible to arfificially produce and
distinctly hear each of the upper partial tones. If, for iflstance,
you strike a wire and touch the said wire at its middle with your
finger (or better still with a feather); you will distinctly he.ar
the higher octave of the fundamental .Sa. 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 .Sia. Now, set the whole wire A in vibration and make it
produce the fundamental Sz. You will note that even the neigh-
bouring wire B, though untouched, vibrates of its own accord and
produces the harmonic first higher octave Sa. This remarkable
fact that a vibrating body may cause another elastic body, in tune
with it, also to vibrate is called the Co-vibration.

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

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

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

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

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

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

1 In every one of those ways, only the first few partials will be loud and
heard, while the other ones become fainter as they rise higher in pitch.



INTRODUCTION liii

Before we proceed to compare the ¢ Harmonics’® with the
¢ Svayambhus,” we will do well to study the connotation imported
into the term Svayambhiu by Ramiamitya. And on this point, I
shall let Ramamatya himself speak :—

¢ The Mandra Sudha Pg, 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 AV,
produced on the second wire by the second fret, is of the same
value as the Mandra Sudha &z, 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
Ni, produced on the second wire by the fourth fret, is of the same
value as the Mandra Chyuthashadja Nz, 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-Ma svaras, produced (on the first
three wires) by the fifth fret are all Svayambhus. Inasmuch, again,
as the Mandra Kaisiki Nz, 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 Ramimitya determined the
values of all the svaras produced on all the four wires by all the
six frets.’?

* Cf. ggdaw 99 3T AETE: |
fedramat arfteat edaffa Feud i
gemfedaEat g sran gasty & & |
SEaa: GAOTET: A TEA T qOAT |
fedrgurat sragy o =Tl faren |
ATHEE Y5 Aege sHE:
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In so many words, Ramamitya 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

Fadarat g arear =1y aET |
7% YefIared guAm &3 gt |
sdfarat derar: e\ 89 @dad |
STOTSRT: hATIY & TET: HaARTT |
atrgrat asee § dstrae fadremn
SAISSANTE AITFZIAE: |
segrat affamar sgeat st & |
GavestiuEed a3 ATgd 39 0
sgarat e | g @daa: |
QHIOIRI: WFTEE AT SAEar |
qEwT Qi § SEswengaE |
astat sfwmme d @9 &g |dua:
vt GritehEt g aeeT SR adar |
wEEd fuserer fren soE:
aamarat et sd amar AT |
FTTR S TR AAEd 1
= gft agERA: @ 9 @i |
qaraEt gritsrai deraes gl 1
T TR YEET ST SAE: |
ARETT g e |ty fxdgew
sTeEThn 8 873 aaefafy o

T gft gy g5 gt @ 6
Y gEHR: I TEYTACED: |
SRTROTOEG Tamae <R i

Svaramélakalénidhi.
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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 # the Sudha D4z in the third fret on the
fourth wire.

Evidently, therefore, Ramamaitya’s Swvayamébhus had a close
affinity with the Aarmonics, inasmuch as the former belonged
to the second, and perhaps even third, category of the latter,
mentioned above. Further, does not Rimimitya’s method of
merely tuning the four upper-wires, as well as the three lower-
wires, of his Vina into Sa—Pa—Sa—Ma, on the one hand, and
into Sa—Pa—Sa, on the other, testify to the fact that he &id
recognise the Zarmonic relation between those svaras? Soémanith
too, harped, in his Régavidédia, 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 Ramamaitya and Sémanith, knew, each in
his own way, the (modern) Harmonics; 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 Zeory of Sound in velation
fo Music: ‘A note, not accompanied by its harmonics, may
sometimes be sweet; but it is always thin and poor and, there-
fore, but little musical. This is the case with tuning forks
(and even with the flutes). The richest in harmonics are
the sounds of the human voice and of strings’. And Sémanith
adds, in his Rdgavibédia: ¢ The larger the number of the har-
monics in a musical note, the more sonorous (and agreeable)
it is’.t

Having studied the subject of the IV#xaz in almost all the
aspects pointed out in Svaramélatalinidki, we shall now revert to
the original question as to how far that study helped us to under-
stand Riméamatya’s Riga-system.

' CY. HIAURINTAT SAWATHRET ST JuE 7 daa |
Commentary to I. 1# of Rigavibddha.
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The following Diagram,? which represents Ramimatya’s
Vina-system, shows that, from among the fourteen svaras which
Ramamatya had originally taken up to build his Swara-systen,
Anthara Ge and Kikali /V; were eliminated, for the reason that

Frets

Names of tl}e four

Upper-wires 1 1T 111 v v A4
Anumandra Sz ... S. R. S.G. | Sa.G. Ch. G, S. M. | Ch. M.
Anumandra Pea ... S. D. S. N. K. N. Ch. N. S. S. S. R.
Mandra Sz ... S. R. S. G. Sa. G Ch. G. S. M. Ch. M.
Mandra Ma ... Ch. M.| S. P. S.D S. N. K. N. | Ch. N.

(F1c. 16)

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

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

Names Twelve Svaras
RaimaAmAitya’s. S.S!S.R S G. {Sa.G|Ch. G|S. M Ch M|S. P|S S.N |K. N{Ch. N
Modern . IS, SlS.RCha. RiSa.G| A. G|S. M M (S. PS Cha. D|K. N|Ka. N
(FIG. 17)

1 The abbreviations used in this Diagram Fig. 16 and in the next

Cha. D.

Fig. 17, are explained as follows :—

S. R. = Sudha &z

S. G. = Sudha Ga Sa. G. = Sidhéirana Ga

S. M. = Sudha Me |S. S. = Sudha Sz| Ch. G. = Chyuthamadhyama Ga
S. D. = Sudha D%a |S. P. = Sudha Pa| Ch. M. = Chyuthapanchama Mz
S. N. = Sudha N7 Ch. N. = Chyuthashadja VZ

K. N. = Kaisiki V7

* . sggneAntaRe AN g ! |
SRATE=ERTReaY: T4 uiafEsSy B 1+

%‘varamé‘lakaldnz’d/zi.

3 The five new abbreviations introduced in the Fig. 17 are explained

as follows :—

Cha. R. = Chathusruti £z
= Chathusruti DA«

A. G. = Anthara Ga
P. M. = Prathi Ma
Ka. N. = Kakali V7
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and if you refresh your memory of the special instructions given
in connection with Fig. 13; you will not find it difficult to
interpret almost all the Rigas of Rimimaitya in terms of the
modern Réigas. Suffice it, therefore, for me to repeat once again
and emphasise the importance of what I said a little while ago,
Viz., we should 1ot allow ourselves to be [mis-] led by the meve * names’
of Réimimitya’s Réigas but should delve deep and study ihe
¢ chavacteristics® of ‘each of them and find out its modern profotype
and tts modern name, as well.

- It now remains for us to estimate the nature of the services
rendered by Ramamitya to the music world.

Ramamatya, SO6manith, and Venkatamakhi, the respective
authors of Swaramélakealinidki, Rigavibddia, and Chathurdandi-
prakisika, were all South Indian musicians and wrote for South
India. They might, therefore, be grouped together and called by
a generic name—the Carnatic Tvio. All these three authors were,
alike, shrewd enough to realise the futility of writing a v-o-l-u-m-i-
n-o-u-s treatise, as Sharngadev had done, on the ever-progressive,
and therefore ever-changing, art of music; and they prudently
chose to be agreeably brief in their works and confined their atten-
tion to the most fundamental portion of the Carnatic Music, viz.,
the Rdga-system. Hence the ¢ Ragaprakarana’ of each of their
works formed, as it were, a pivot round which all other pratara-
nas or chapters revolved. Ramamdtya, no doubt, led the way, by
comprising his book into five short chapters dealing with (1) Pre-
face, (2) Svara, (3) Vina, (4) Méla, and (s) Raga, by not allowing
the number of his verses to rise over 328, and by making each
successive chapter lead ultimately to the last. Sémanith went
one step further and made the very name of his book indicate the
object of his writing.!

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

't A7 aERYrEed e Y ARE Feges: (—
Réigavibodha.



lviii SVARAMERLAKALANIDHI

Calculating at least from Sharngadév’s time, this Principle
of Lakskya’ is, to-day, about seven centuries old. But long, long
ago, Kalidas had given us, in his Mdélavikdgnimitra, a popular
version of the same principle in the following inspiring verse :—

woifada & @ @
a qisfy wrsd aata@mag
g GRETEaESA
g: woEaRTEtE: 1

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

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

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

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

1¢ All is not good, because it is 0old ; nor is a poem bad, because it is
new. The wise men examine the things, old or new, and accept what they
approve of ; while, the fools allow themselves to be [mis-] led by others.’

2 The reader will do well to refer to Fig. 4, while perusing the state-
ments,
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Why, then, should any one demur—if, to-day, we proceed, on
the strength of the same time-honored Principle of Zakskya, to
break loose from Venkatamakhi’'s Mélakartha-systens and
advocate, on the plea of merger, the elimination therefrom of his
four (unnecessary) svaras, viz.,, Shatsruti &7, Sudha Gg,
Shatsruti D/a, and Sudha Vi? Hence it was that I suggested
the formation of a new working scheme, called Laghumélatariia,
as distinguished from the Brikanmélakartha of Venkatamakhi. On
this controversial point, however, I shall reserve a full discussion
to the Introduction to my edition of Chatsurdendiprakisika
Suffice it, now, for me to state, once again, that we feel highly
indebted to Ramamatya 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 fows-stringed
Vina, instead of the old, antiquated fwensy-fwo-stringed one, surely
belongs to Ramamaitya;? and the tuning, especially, of his
Madhyaméla Vina, almost corresponds with that of the modern
Vina. I say almosé, because the order of the three lower-wires
of the Madhyaméla Vina seems, as per the following diagram, to
have undergone, from time to time, a little change; though the
order of the four upper-wires thereof remains intact even to-day—
as for example :—

Th - -
ree Lower-wires /& -
Four Upper-
No. wireé) P Réma- S6manath Venlia}.fa- Modern X/
1550 to 1932 métya makhi time P
( ) (1550) (1609) (1660) (1032) &
1 | Anumandra Pz| Madhya Sa Mandra S¢ | Théira Sa Madhya Sa
2 Mandra Sae Mandra Pa Mandra Pa | Madhya Pz | Madhya Pa
3 | Mandra Pa Mandra Sa Madhbya Se¢ | Madhya Sz | Théra Sz
4 Madhya Sa ®
(FrG. 18)

1 Mr. K. B. Déval fondly attributed this credéz to SOmanith, forgetting
that Rimimitya preceded S6manith by more than half a century.

2 Never mind Venkatamakhi’s unfounded charge against Rimématya
that the latter called the fourth upper-wire, Mandra Sz, instead of Madhya Sa.
This, again, furnishes us with an additional reason that the mistake, if any,
should be attributed to the different indifferent copyists of the manuscripts
of Svaramélakalinidhi, rather than to its author. R&mamaétya who must, in all

e
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Again, of the eighteen szaras which appear in the seventh
column of Fig. 11, it will be seen that Panchasruti 27 and Sudha
Gz overlap each other; and so do Shatsruti &R; and Sidhirana
Ga, Panchasruti D4z and Sudha N7, and Shatsruti D4z and
Kaisiki Nz.! 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 Ge and Kéikali V7 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 Réguprakarana, irrespective of the
number of svaras described by them in their Svarepratarana.?
Indeed, in his Svaraprakarana, Ramamatya professed he would
make use [at least—] of fourteen svaras® in his Riga 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. Jf Rémdmitya was the first to vecognize the
convenience of using only twelve svaras to build the Riga systems ;
Ahkbbale was the first to describe those twelve svaras in teyms of
the length of the speaking wire.

As for the Mé/as, Ramamatya rightly discarded the antic and
antiquated method of deriving Rigas from the complicated system
of Grdma—Moorchana-Jati, as well as the later puerile method of
bringing them under the fanciful system of Riga—Rigini-Putra.
On the other hand, he had the genius to discover unity in variety,
that is, a unifying principle in the variety of Ragas that came
under his notice; and he therefore felt that the old cataloguing
method of enumerating the Rigas must give way to the new
¢lassifying method of reducing them into what might be called the

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

! For such overlapping, see Fig. 4.

24Vide Report of the Second All India Music Conference, Delki,
page 42. )

*Cf. JadgE @ I TR e |
Svaramélakalénidhi,
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Genus-Species system.! Indeed he was the first to open, in his
book, a separate chapter on AMéa, called *Mélaprakarana.’
Sémanath and Venkatamakhi but followed him in this respect,
though the latter formulated the Mélas into, and thereby raised
them to the dignity of, a regular code. So far, however, as
Ramamatya 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 /zns that he threw; for, it enabled
Venkatamakhi to work it out to its logical consequence.

As for the Rigas, Rimamitya avoided getting into the
labyrinth of their ancient classifications or of their ancient
characteristics, but straightaway went to mention the prevailing
characteristics of his Ré4gas 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 Mukhirs being the Sudha-Scale; his
whole mind leaned on Mdlavagowla which he described as ¢ the
bestofall Ragas’.2 Could this ‘leaning’ of R4mam4tya have caused
Purandra Dis to heighten the importance of [Maya-] Malavagowla
and enableit, later on, to brush aside Venkatamakhi's Kanating:.

Commit mistakes Ramimatyadid. His slipping, for instance,
into the out-of-the-way AMukkiri, as his Suddha scale, is said to
have created a lot of confusion and involved Pundarika Vittala,
Soémanath, and even Venkatamakhi into the same mistake,
Ahodbala alone escaping. Again, in a vain attempt to follow
Shirngadé¥, he labelled the two-srutied Sudha R7—¢ Trisruti
Ri’ and was therefore forced to call Sudha Ga—* Panchasruti
Ri’—instead of ¢Chathusruti &7 ’'—and thereby misled Govinda
Dikshitar and his son Venkatamakhi into the same pitfall.

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

1 Doubtless, the germ of the idea of the Genus-Species system may be
found to -have existed long before RAmamatya. But it was covered by some
such rubbish as the Réga-Rigini-Putra system. Hence I state what was
allowed to be latent for a long time was made patent by Rimamétya and
was, later on, codified by Venkatamakhi.

" Cf. gl wreaies QMOTTAEIH: |

Svaramélakalinidhi.
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made in the first chapter of his Céczz%urdzna’iprqéd‘siéa,——name!y,
¢ Ramamitya egregiously got down to Anumafldra Sz and restric-
ted his svaras only to two registers of voice, viz., Anur-nandra and
Mandra; while the proper or usual way was to distribute them
among three registers, viz., Mandra, Madhy:il., and. Th.éra '—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 Rimamaitya what they
might—as compared with the good he  had don.e and the lead he
had given, such as for instance, (1) the holding up, for future
guidance, of the Principle of Lakskya, (2) the displacing of ?he 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 Mélapratarana, even
in respect of which Sdomanith and Venkatamakhi followed suit
and (4) the final heightening of the importance of Régapratarana
as the quintessence of the Carnatic Music—all his demerits pale
into insignificance and are, in the language of Kalidas—

T g Qe ol |
s Reifaarg: 1

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

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

Does it not, therefore, surpass our wonder to know that
almost all the later Sanskrit writers on music chose to
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egregiously follow, in this respect, the Mirage of Sharngadév
rather than the Polar-Star of Ramamitya? Why, is it not curious
for us that the very Rimamaitya 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 Z¢rms occurring in the Science of Music should, at
first, be lucidly explained. But I fear that this is not the place
for me to undertake such an onerous task. Nevertheless, I shall
—as.a Test Case—try to inquire here into the connotation of a
pair of oft-quoted, but very-much-misunderstood, musical terms,
viz., Mérge and Dési, especially because Rimimitya 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
the first time, the otherwise feculent matter under consideration.

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

Here are the definitions:~—

Chapter 1.

1. ¢ Music is of two kinds—Mdrga and Dési. That kind
was called Mirga which was sought after by Brahma and other
gods and practised by Bharata and other sages in the presence of
Siva and which would yield everlasting prosperity.’

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

Chapter IV.

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

pleasing svaras; and it fell into two divisions—Gandharva and
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Gina (which were the other names of Mirga and Dés: 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 Génra-music which was sung in Desz-
Ragas and which was scientifically improvised by Vaggéyakaras.’

6. ¢ Gandharve has been described ; now Gdra would be
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 Dész, after all, fails to satisfy a crucial point. Wiat
were the essential chavactevistics of Mirga and Dési? In what way
could they be unfailingly vecognised as suck ?

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 ‘Géna
it was improvised by Vaggeyakiras and was dlfferently 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 ciaracteristics
of Mérga and Dész, by which alone they could be unfailingly
recognised ? An emphatic Ao is my reply.

So, as I said, I shall trace our music from the very beginning
and show how and when Mdrge and Dési came into existence,
what confused mess was made of them, and how Rimamatya de-
fecated the whole situation by one stroke of his. s1ngle (the said
seventeenth) verse and gave us a wholesome lead in the matter
of getting a correct conception of those hitherto-misleading
terms.

Into two natural divisions, music first falls, viz, Andhatka and
Ahatha. < Anahatha’ hterally means that which is zof éeaten, as
in a drum; while, ¢ Ahatha ’ means that whichis éeazer. The real
point of difference between them is that, while the former
represents the sound produced without the intervention of man,
the latter is the very result of man’s work. Hence ¢ Anahatha’

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

In his Saengithamakavandea, Nirada 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 4ndkatha Music, get the rest
they require and attain salvation’.? In other words, nature is loved
as the city of God, although (rather, because) there is no citizen.
No unwanted noise is here or none that hinders thought. The
larks warble and the cuckoos join the chorus; while the mighty
waterfall furnishes a continuous drone. Again— .

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

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

And learning wiser grow without the books .’

Shirngadév, too, harped on the same point and came to the
same conclusion that ¢ the sages worship A#»d/at/ia in the manner
in which they were taught by the gurus.’* Even the music-proof-
brained Dr. Johnson seems to appreciate Andiatha, 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 ’.

1t (1) FTEAY gadlg g ARy fEfeh |
Sangithamakaranda.
(2) sgdsTgafa fFamE FAmEg 1

Sangitharatnikara.

* Cf. susRrgEwET AR T GrsAgaeEa: |
Sanrgithamakaranda.

Cf. afendared a1@ B gy aar: |
DTy AeraTagEEag S |

] it fafigeg darfa afw sgaamen: o
Sangithamakaranda.

Ct. aiTed RIREARI0 F7T: GRIE |

' Sangitharatnékara.
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However much the sages and the high-minded souls might
have been charmed and helped on to meditation by the Axdkatia
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 Andiatha-music
pleasant; while the major portion of the work-a-day world will
ever find it unpleasant. Hence Shirngadev branded it as
unpleasant ;! and Kisinath followed suit.2 )

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 44etbz or man-made music,
the development of which I shall now trace.

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

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

‘ot @y (ie. FAEASH) WRAEDTErHETRESY oy —

Sangitharalnékara.
TCL. G: (le. HAIET:) TWF:—
Sengithasudhikara.
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Oudava of quintuple note, S/iddava 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 ezimal 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., Udétha, Anudithe, and
Svaritha.® Except, perhaps, the Simaganam which, at a later
stage, came to be sung in all the seven notes, all other kinds of
the Védic Chant remain, even to-day, mostly within three notes,

1ot st mfuwds arfuss @wat: |
dtgd sreada wtdfa g |
g grigsm: @sfdad |
R el JafaeEs arfas: |
ag:wq‘raﬁf%{ ey @Uaw: | Brikad 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. IRTAATIEAAE RaarerT&a: |

FFeErATEEN: gag @f@: |
In his Szks%a, Panini dilates on the point thus :—
FErafEnigRY | sqraReadad) | @ Rauvargd qesmegaT: o
That is to say, Udatha includes N7 and Ge,; Anuditha includes &7 and
Dka ; and Svaritha includes, Sz, Ma, Pa. This view fits in with the theory
of Vadi-Samvddi 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 Mirga,! has been described in all the Sanskrit
books on music, such as, for instance, Sengitharatnikera :—
¢ That kind (of music) is called Mérga, 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 Prabendhidhydya, Sharngadév called Marga
by a different name, viz., Géndiarva,® which latter name Rama-
matya adopted and made use of in his Sveremeélatalinidks.

1The word ¢Marga’ is derived from T’[ (Mrig) ‘ to seek or search

after.’ That the searckz was in regard to the Védas is clear from Kallinith’s
- Tw

commentary :—m’r‘ﬁa iﬁiﬁ&ﬁﬁwga&meu Hence the word Marga

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

ey Y wATe: gEfaTRTTEt ARt dger |
2 (a) See page Ixiii.

@ ce ****** guiggsy |
Fwrfiar fafeard: sgey warkhn: |
hn *
QG WNFIARTIIIE: | Syngitharatnskara.
‘ot miud amfeeg deguRiar— 2.
In his commentary, Kallinith interprets ¢ Gindharva’ only as Mérga—

Cf. Tteart: | W q dwrETasTy |
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Gandharva or Marga—the descriptive name given to it by
Shirngadév and copied by Ramiamitya, viz., Anddisampradiya,®
clearly shows that the Vé&dic Chant or, for that matter, the
Méirga-music had been practised from time immemorial and
should therefore be regarded as holy and spiritual as the Védas
themselves.

Hence, I venture to call ¢ Marga’, 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 AM/érga-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 czeracteristic
of Marga-Sangitham.? “

These imperfect scales of the #drga-music belonged, as said
above, to the earlier stage of music which pleased only the
producers and not the hearers. Further, as Rd&mamatya suggests,?
the rules of Sz4s4a (Phonetics) and other time-honored Lakshanas
were scrupulously observed in chanting the Védas; and these
very rules and lakshanas clogged, on account of their infexzble
nature, the further growth of music from its Marga-stage. The
Principle of Za#skya, by which alone the artistic charm of music
could be preserved, was never applied to the Mérga-music but only
to the Dési-music, of which we shall speak presently.* It is no

1 Cf. Kallinath’s commentary on Anédisampradéya.
s aeEtEAa ntede dgriTgatafa gied wfa )

2 That the Vé&das were chanted almost on the systems of Archika,
Githika, and S&mika, is evidenced by such assertions in the Rig-Véda as
¢ Archind Géyanthi’; ¢GAithind Géayanthi’; *S8amindé Gayanthi.’ The
Rig-Veda makes no reference to Oudava, Shidava, and Sampurna.

SCt gATRHEEA Med drgead—
Svaramélakalénidki.
‘or gETERgRAETT AEOdATR aEa |
TENTEeafRE gueere AgwegYT | See Footnote 2, page xviii.
Here, Kallinith interprets GarF=Ef1 to be FIN AT AL |
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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., Owdeve, Siddava,
Sampurna, have been, however, preserved even to-day as being
kuman® music which pleases, alike, the producers as well as the
hearers. To the music of these ‘latter three stages’, our ancients
gave the name of Dési. In the first place, the style of ¢Dési®
varied from province to province ; and it was therefore defined in
Sanskrit text-books, such as for instance, Sengithadarpana :—
¢That kind of music is called Dési, which adjusts itself from
country to country (Désa to Désa), so as to please the fancy of
the people there ".* In the second place, the fact that Sharngadév
and Rimimatya employed AH7idayaranjakba* 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 Mirga-music. If any
proof is wanted for the fact that the first four stages of music,
covered by the generic name of Mirga, 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 ;

" Ct. (1) AFHNd qRATErE—
Sangithasudkékara.

(2) & § aEtwETAEE:—
Régatharangini.
2 As opposed to the animal music.

* Ct. AR AN GESIFAET, |
R9aH g Wi M |
Sangithadarpana.
Ct. TALA AT ag graREy |
W T F1ed g asghnadn

Sangithavatnikara.
*CL 2fnmitefin: S age A |

Svaramélakalinidhi,
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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 Mérga and Déss,
viz., ¢ while the scale of the Marga-music ranged from one to four
notes ; that of the Dési-music ranged from five to seven notes.’

I called this conclusion Zerfative, because, on closer scrutiny,
it seems to need a little reconsideration. Two facts (I was going
to say two premises), viz. (1) Simaginam has been, all along,
Mairga-music, and (2) Simaginam came, at a later stage, to be
sung in all the seven notes (which were, then, called Krusita,
Prathama, Duithiya, 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 Sdmzaz-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 Ramimatya’s
Svaramélakilinidhi, to which, I said at the outset, I desired to
draw my reader’s attention, amply bears out my conclusion and
is, in fact, an authority for my position. It runs thus :—

QANHGHST: IETAFGHFT: |

agtmargR-gITE ez qote: |
which means ¢ All the Dész-Ragas are those of Shadjagrama and
have each its Graha, Amsa, Nyisa, Mandra, and so forth.
Further, they fall into three divisions—Owdava, Skiidave, and
Sampurna.’ Sdmanith followed Ramiamatya in this respect.

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

qGAT AN § 3T R wE)
giarf gagfo o sgorfy f g

' ct. gqort seom: owwr: afyar: rear |ar: |

tgan: &y 3 AR &N | mideatoutiua.

2 But, be it remembered, the Séman seven notes were, unlike the
modern seven notes, in descending order of pitch.



1xxii SVARAMELAKALANIDHI
dyoie aresadigas 9 §al |
ggol: gafn: o: @ g Sea |
oArga: qmfegdr o qafke e |

which means * Dési-music is prevalent to-day, the three charac-
teristical Ragas of which are Sempurna of seven notes, Shidava
of six notes, and Oxdava, of five notes.’

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

(1) The 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 itself, and was therefore
regarded as having been sought after by the gods and practised
by the sages: while the Dési-music had no such reputation.

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

(4) The Marga-music followed the principle of 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 LZakskya
and has therefore acquired a more and more fascinating style of
singing.

(s) The Marga-music is now practically * extinct; while
the Dési-music flourishes to-day.

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

(7) The scale of the Méirga-music ordinarily ranged
from one to four notes but, during the later Sdmaz-period, rose to
seven notes; while the scale of the Dési-music completely

eschewed the scale of one to four notes but confined itself only to
the scale of five to seven notes.

. 1 ] say ‘¢ practically ’, because the MAirga-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) The three-fold classification of Musicinto Gita, Vidya,
and Nyithya applies—not to Marga—but only to Dési.?

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

Just as I called Marga, Vedic Music; so, I shall call Dési,
Modern Music.

The following Table, I trust, fixes Mérga and Dés: in their
proper places (=~

Music
| l
Andhatha Anatha
(Nature-made) (Man-made)

|
Marga Dési
(Védic) (Modern)

I, '
Carnatic ® Hindustani 2
~SER RIS

*Cf. (a) FaQA AT TFT GEIREHY |
Mg aEd I aeRea 1

Sangitharainikara.
() 79 T qfa A Qetfoeeed FRRm aq |
Sangitkasudka.

2 Compare, for instance, Venkatamakhi’s classification of Rigas into
six kinds of Marga-Rigas and four kinds of Dési-Ragas. So also is the case
with the Marga-Thilas and Dési-Thilas.

*Ct. g frd aerfrad se: |
R yatd awd 2 Rewer 1
acfa fefd 3 aforeeiza: |
Foiles sfgol enrfgrgemtr aefraln
Saengithasudhikara.

N.B.—This verse is quoted, with approval, in Abkinavarégamanjari.
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SVARAMELAKALANIDHI

. CHAPTER 1
PREFACE

Benediction

1. May Niriyana protect us all—Néiriyana, whose unrival-
led wealth consisted in Sri-riga, that is, 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 Réije’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 Védinta
Sistra.

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

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

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

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

15



42 SVARAMELAKALANIDHI

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

8. To Sri Ranga Rija and his Queen Thimmambika was
born, as a result of their penance, Rama Raja, the king of
all kings. -

Rima Réjad's Father-in-law and %is two Brothers

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

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

Réma Réja’s Devotion and Prowess

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

11. With only a sword in hand, Rama Rija set out from
Vidy4pura, accompanied by his two brothers; met at Guthigiri
the helpless king, named Sadasiva ; defeated all the traitorous and
inimical princes; placed the said Sadésiva on the auspicious
Carnatic Throne, as Vishnu had done Dhruva; and thereby
became all the more famous. '

rz. And, having got the same energies as actuated Dadhichi,
Radhéya (Karnz), Sibi, Jimlthavihana (/zdra), 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 avaiir of Rama—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 solidy
fame,
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Réima Réja’s Palace and his Enjoyment thevein

15. Having noted that the palace, called Ratnakttz and
built under the guidance of the noble R4mamatya, beat, in point
of beauty, even the palace of Indra; Rama Rija became lost in
wonsder 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—Ilike a circular dance of the celes-
tial nymphs wandering in the grove.-

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

19. It was in this palace that Rdma R4ja, surrounded by
experts and Sé&sha-like musicians, spent his time with joy.

20-21-22. And he (the king) gave Ear-ornaments to Rami-
mitya, 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
Panchathilésvaras, Sriranga, Dvipada, Svarinka, Srivilisa, the
thirty illuminating, elaborate, and very valuable Prabhandas, the
sixteen interesting Dhruvas, the forty-six Salagasudas written in
majestic style, Pancharatnas contalnmg twenty Raigas, and other
works, such as Gita, Alankara, and Aldpana with letters sounded.

Venkatidri's Reguest to Rima Rija

23. When, in the assembly, Rima Rija was enjoying the
pleasure of (hearing, or making, or even helping to make) musical
compositions ; Sri Vénkatidri, the lion of kings, availed himself
of a favourable opportumty 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 v;ews).
and write a (new) science.’
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Rima Réja’s Regquisition to Raméimétya

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

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

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

28. ¢ In the science of music, conflicting views have indeed
arisen. Bring to a focus all their salient features and write an
interesting treatise on music, embodying therein 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 thereby facilitate, the study of Svaras, in confor-
mity with the views of Bharata and others.’

Réma Réja’s Encouragement to Rimdmitya

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

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

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

Rimimatya's Project, tn gratitude,’ of Svaramélakalinidks

34. Inasmuch as the king graciously gave me magniﬁceﬁt
presents from day to day, [—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. Erelong, I shall write Swvaremélabalinidki, 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 Sangithasihithya—undertake to speak
about it, that is, relate the contents thereof.

Contents

37-38. In this Svaramélakalinidki, written by Ramamitya,
there are five chapters, namely, Preface, Svara, Vina, Mélz, 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 Swzarz:—The value
of music, the difference between Gandharva and Gana, Registers
of voice, Srutis, Sudha-Vikritha svaras and their nomenclatures.

41—-42—43. In the third chapter on Viza, 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, Swdia Méla, Madhya Méla, and Achkyutha-
rajéndra Méla.

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

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

CHAPTER 11
SVARA

The Origin arnd Value of Music

1-6. Brahma got this music from Sima Véda. While the
all-knowing Siva, Pirvati’s Lord, is pleased with the Vocal Music;
the eternal Krishna, the Lord of the Gopis, is amenable to the
music of the Flute., While, again, Brahma is fond of the Saman
Chant; Saraswathi is desirous of the Vina. Why should there
be—indeed, need there be—any mention at all of the musical
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tastes of the Yakshas, the Gandharvas, the Dévas, the 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?

Mustc and itts tfwo kirnds

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

7-8—-9. And it is said to be of two kinds—Géndiarva and
Géna. That kind of music is called Gérdkarva, 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 Viggéyakdras (that is, by those
who are capable of composing as well as singing) in Dési Ragas
and in conformity with the recognised rules and which is also
pleasing to the people. The Gidndkarva Music is ever employed
in conformity with the (inflexible) rules of the theory..

T/e 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 prectice of music shall be preferred
to its zkeory. Hence, the Gira Music prevails in this world in
conformity with the rules of practice. Indeed, its chief thing has
been all along the principle of LaksZya and never the inflexible
theoretical rules. .

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

Sound

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

Registers

20-21. The sound, thus defined, falls into five divisions—
very subtle, subtle, developed, undeveloped, and artificial. But, for
all practical purposes,-there are only three kinds of sound, called
Registers—‘ Mandra’ in the chest, ¢ Madkya’ in the neck, and
*T/éra,’ 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 Nidi, are-
also twenty-two. Those Srutis, impinged by the air across those
Nidis, rise up progressively in pitch. So is the case with those
of the neck as well as with those of the head. The Srutis are
thus twenty-two in number.

Svaras

24-25. From the Srutis arose the seven Svaras—Shadja,
Rishabha, Géindhira, Madhyama, Panchama, Dhaivatha, and
Nishida. And their respective symbols are—Sz, Ri, Ga, Ma,
Pa, Dka, Ni. ‘
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26. That is called Svara, 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; Gandhira, the ninth; Madhyama, the thirteenth;
Panchama, the seventeenth; Dhaivatha, the twentieth; and
Nishada, the twenty-second. Géandhara and Nishdda take each
two Srutis; Rishabha and Dhaivatha take each three Srutis;
while, Shadja, Madhyama, and Panchama take each four Srutis.

A Objection

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

An Answer to 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 Svearas

32—-33. These seven Svaras,! beginning with Shadja, are
called Swud/a Svaras. While, the Vz&ritha Svaras are also seven.
In all, there are fourteen Svaras—Sudha and Vikritha.

A Second Objection

33-34. How is it that you have given only sezexz Vikritha

Svaras, while Sharngadév mentioned, in his Raznékara, 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
diffesence 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
merger.

Severn Vikritha 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) Sadhirana Giandhira

(5) Anthara Gindhira

(6) Kaisiki Nishada
and (7) Kikali Nishida

T ety 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
Gindhara Sruti, it is called ¢Sadhirana Gandhira’; but when
the same Sudha Madhyama takes the second Géandhira Sruti, it

goes by the name of ¢ Anthara Gindhara.” When, again, Sudha
) 16
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Shadja takes the first Nishida Sruti, it is called by expert
musicians ¢Kaisiki Nishida’; but when it takes the second
Nishada Sruti, it goes by the name of ¢ Kiakali Nishida’. Thus,
the seven (Vikritha Svaras) have been described.

-

Another Nomenclature

49~-57. In fulfilment of a usage, I shall now mention a few
different nomenclatures to some of these fourteen Svaras obtain-
ing elsewhere. On account of its identity with Nishada, Chyutha
Shadja is also called Chywtia Shadja Nishidde. On account of
its identity with Gandhéara, Chyutha Madhyama is also called by
me Chyutha Madkyama Giéndhira. On account of its identity with
Madhyama, Chyutha Panchama is also called by me Ciyutia
Panchama Madhyama. Inasmuch as Rishabha is, in practice,
known to identify itself with Sudha Gandhira ; the latter (Sudha
Gandhara) is called by me Panchasruti Rishabha. When, how-
ever, Rishabha identifies itself with Sidharana Gindhira; that
Siadharana Géndhira is, in practice, also called Skassrutz Rishabha.
Likewise, when Dhaivatha identifies itself with Sudha Nishada,
that Sudha Niskida is called Panchasruti Dhaivathe; but when it
identifies itself with Kaisiki Nishada, that Kuaisiéi Nzskdda is
called Siatsruti Diaivatia.

Recapitulation

57—65. For the better understanding of the chapters on
Riaga 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 Gindhira, Sudha Madhyama, Sudha Panchama, Sudha
Dhaivatha, and Sudha Nishida. The seven Vikritha Svaras are
declared to be :—Chyutha Shadja Nishiada, Chyutha Madhyama
Géndhara, Chyutha Panchama Madhyama, Sadhirana Gandhiara,
Anthara Gandhira, Kaisiki Nishada and Kakali Nishida. Sudha
Gandhara is known as Panchasruti Rishabha, while Sidhirana
Gandhara is known as Shatsruti Rishabha. In some places,
another view obtains in regard to the association of Ragas accord-
ing to the Gina Music. Sudha Nishada is known as Panchasruti
Dhaivatha, while Kaisiki Nishada is known as Shatsruti
Dhaivatha. These fourteen Svaras occur in every Riga; while,
now and then, the seven Svaras have, in some places, more than
three registers.



VINA

VINA

1—2. The Svaras having been explained, an account of how
the #eélas and Rigas 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 Imporiance

2—4. Dandz (or the Cross-Bar of the Vina) is Sambu;
Thanthri (or the Wire) is Uma ; Kakubha (or the Piece of Wood at
its end) is Kamalipati; Pathrika (or the Metallic piece for the
wires to run over) is Lakshmi ; Z/4umba (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.
Ddérata (or the strings used for fastening the wires) is Vasuki;
Jiva (or Bits of cotton or woollen or even silken threads used for
refining the sound) is the Moon ; and Sé»74as (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. 1t is capable of purifying the wicked persons that com-
mitted the sin of murdering the Brahmins and is also capable of
giving, at mere touch or sight, Svarga and Apavarga (that is,
temporary enjoyment and eternal bliss). Since, thus, the expert
musicians and Munis, like Bharata and others, praised the Vina,
I am also of opinion that the Vina is really praiseworthy.

6-11. This (Vina) is verily a means of procuring (the four
Objects of Life, namely), Dharma, Artha, Kima and Mdksha. It
procures D/arma (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. Yagnavilkya
praised the Vina thus: ¢ Whoe ‘(}WQ;"th‘é'"E@EE of_ Vina-
play, whoever is an adept in the|matter-of Srutis-#ad Jathis, and
whoever is well-versed in Thala | easifyidoes he get info the way
of Mokska,’ o ' \
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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. Itis, in practice, found to be of thre.e kinds,
namely, (1) Sudha Méla Vina, (2) Madhya Méla V.ma and
(3) Achyutharajéndra Méla Vina. Each of these three kinds-falls
into two varieties, namely, (i) Sarvariga Mé&la Vina and (ii) Eka-
riga Méla Vina. That Vina is called Sarvariga Méla Vira, the
frets of which are fixed and, yet, made to produce all the Ragas
in all the registers. Wohile, it is called Erariga 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.

T4e Characteristics of the varvious kinds of Rudra Virna
(a) Sudha Méla Vina

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

21~-23. The arrangement of the Svaras (speaking) on these
seven wires is (now) told. Of the four upper wires, the first—on
‘the left-hand side—may be named A rumaendra Skhadsa ; the second,
Anumandra Panchamae; the third, Mandre Shedjz; and the
fourth, Mandre Madkyama.

24—26. The arrangement of the Svaras (speaking) on the
three lower wires is (then) told. The first (of the three lower
wires) is of the same Sruti as Madiya Skadja (that is, produces
Madhya Shadja) ; the second, Mandra Panckama; and the third,
Mandra Stadja. 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 Sg-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 RZ, Sudha Ga, Sidhirana Gg, Chyuthamadhyama Ge,
Sudha Ma, and Chyuthapanchama Ma.

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 D4e, Sudha &, Kaisiki Nz,
Chyuthashadja Nz, Sudha Sz, and Sudha &%,

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 .Ssz-wire, are, as in the case of Anumandra
Sa wire, as follows:—Sudha &%, Sudha Ge, Sadhirana Ga, Chyu-
thamadhyama Ge, Sudha Mz, and Chyuthapanchama Ma.

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

41-43. ‘The Svaras, which the same six frets produce on the
fourth Mandra AMa-wire, are:—Chyuthapanchama Mz, Sudha
Pa, Sudha Dra, Sudha N7, Kaisiki Ni, and Chyuthashadja Ni.
These are considered to be Mandra-Svaras. )

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

Svayambleus

44-62. The following Svaras are .Svayamébhus, 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 Samwddis to each other. This point
has been well explained in Ratzdkara. 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 A7, produced on the second
wire by the second fret, is of the same value as the Mandra Sudha
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NVi, 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 Nz, produced on the
second wire by the fourth fret, is of the same value as the Mandra
Chyuthashadja Nz, produced on the fourth wire by the sixth fret;
all the Svaras produced (on all the four wires) by the sixth fret
are determined to be Svayambhus ; and they cannot truly be other-
wise. The Sa-Ma Svaras, produced (on the first three wires)
by the fifth fret, are all Svayambhus. Inasmuch, again, as the
Mandra Kaisiki Mz, produced on the fourth wire by the fifth fret,
is of the same value as the Anumandra Kaisiki V7, produced on
the second wire by the third fret ; all the Svaras, produced (on all
the wires) by the third fret are Svayambhus. Inasmuch, further
again, as the Mandra Sudha D/%a, produced on the fourth wire by
the third fret, is of the same value as the Anumandra Sudha Dza,
produced on the second wire by the first fret; all the Svaras have
been shewn to be of definitely determined values. In this manner
Ramamitya 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, Madhyathara 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 /7 and Anthara
Ga may be taken up. If two frets were fixed to produce Kakali
NVZ and Anthara Ge, the resulting sound is a disagreeable beat ;
and hence the absence of the two frets to produce those two
Svaras. How then can they be otherwise produced ? The
learned musicians are of opinion that Kikali A7 can be produced,
in a way, even by the Chyutha Madhyama Ga-fret. In fact, all
the Ragas, in which Kakali Nz and Anthara Ga play any part, may
likewise be sung. Some practical musicians consider Chyutha-
madhyama Ga and Chyuthashadja N7 as the representatives
respectively of Anthara Gz and Kakali V% 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. '

* (&) Madkyaméla 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 Sz; the third wire,
Mandra Pa; and the fourth wire, Madhya Sz; then, Madhya-
Méla-Vina is the result. As for the three side-wires, their
arrangement should be such as to produce the same sound as the
upper-wires,

(¢) Achyutharéja Méla Vina

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

CHAPTER IV

MELA

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

The Name of the fivst Mélx

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

the first.
The Names of other Mélas

4—9. Other Mélas are as follows:—Milavagowla, Sririga,
Saranganita, Hinddla, Sudharimakriya, Desakshi, Kannadagowla,
Sudhanati, Ahari, Nadarimakriya, Sudhavarali, Rithigewla,

Vasanthabhairavi, Kedaragowla, Hé&jujji, Simavarili, Révagupthi,
Simantha, 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 :—

(1) Mukrire

The Méla of * Mukhari’ consists of seven Swdiaz s'varas.
According to the learned Sharngadév, Mukhari and a few Grama-
Ragas are deemed to be Sudha.

(2) Milavagowla

1i—12. Ramaimatya characterises, with the approval of
those that are well-versed in Riga (-Lakshana), the Méla of
¢ Malavagowla’ as consisting of these seven svaras, namely,
Sudha .Sz, Sudha RZ, Sudha Ma, Sudha Pa, Sudha Dia,
Chyuthamadhyama Gez, and Chyuthashadja Vz.

13~-15. Then do I enumerate some of the Rigas derived
from this Mé&la (of Milavagowla); and they are :—Mailavagowla,
Lalitha, Bowli, Sourashtra, Gurjari, Mechabowli, Palamanjari,
Gundakri, Sinduramakri, Chayagowla, Kuranji, Kannadabangila,
Mangalakaisika, and Malhari.

(3) Srirdge

16~17. The Meéla of *Sririga’ consists of these seven
svaras, namely, Sudha Sz, Panchasruti Rz, Sidhirana Ga,
Sudha Mz, Sudha Pz, Panchasruti D4a, and Kaisiki ¢ Az °.

18-20. Then do I enumerate some of the Rigas derived
from this Méla (of Sririga); and they are :—Srirdga, Bhairavi,
Gowli, Danyisi, Sudhabhairavi, Véliavali, Mailavasri, -Sankara-
bharana, Andéli, Dévagindhari, and Madhyamadi. These and a
few others also are derived from this Méla. ’

(4) Séranganiiz

20—-22. Ramiamatya characterises the Méla of ¢ Saranga-
nata’ as consisting of these seven svaras, namely, Sudha Sz,
Panchasruti R4, Chyuthamadhyama Gz, Sudha Ma, Sudha P,
Panchasruti D%4ea, and Chyuthashadja NVz.

22—-24. Then do I enumerate some of the Rigas derived
from this Méla (of Siranganita); and they are :—Saranganita,
Savéri, Sarangabhairavi, Nataniriyani, Sudhavasantha, Poorva-
gowla, Kunthalavarili, Bhinnashadja, and N4rayani. These and
a few others also are derived from this Méla.
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(5) Hindéla

25. The characteristics of Sriraga are equally applicable to
this Méla of ¢ Hindéla’; and the only exception is (that instead of
Panchasruti D/a of the former) Sudha D4z is used (in the latter).
"26-27. I now enumerate some of the Rigas derived from
this Méla (of Hinddla); and they are :—Hindbla, Mairgahindéla,

and Bhiipila and also a few others.

(6) Sudkarimakyriya

27-28. The Méla of ¢ Sudharimakriya’ consists of these
seven svaras, namely, Sudha Sz, Sudha &%, Chyuthamadhyama
Ga, Chyuthapanchama Mz, Sudha Pz, Sudha D/ and Chyutha-
shadja V.

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

(7) Désikshi

30-32. The learned Ramimitya characterises the Méla of
¢ Désdkshi’ as consisting of these seven svaras, namely, Sudha
Sz, Shadsruthi Az, Chyuthamadhyama Gz, Sudha Mz, Sudha
Pa, Panchasruti D/ke, and Chyuthashadja N7, Désakshi and
other Rigas are, here and there, the derivatives of this Méla (of
Désikshi).

(8) Kennadaegowla

33—-34- As between the characteristics of Désikshi and
Kannadagowla, there is one point of difference, namely, the latter
(Kannadagowla) has Kaisiki A7, as practised by the experts
(instead of Chyuthashadja AVz of Désikshi).

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

) Sudhaniti

37-38. The Meéla of ¢ Sudhaniti’ consists of these svaras,
namely, Sudha Sz, Shadsruti &7, Chyuthamadhyama Gz, Sudha
Ma, Sudha Pa, Shadsruti Dka, and Chyuthashadja /7. Sudhaniti
and other Régas are the derivatives 6f this Méla (of Sudhanati).

17



38 SVARAMELAKALANIDHI
(10) Ahari

30-40. The Méla of ‘Ahari’ consists of these svaras,
namely, Sudha Sz, Panchasruti K¢, Sadhirana Gcz, Sudha Ma,
Sudha Pe, Sudha D/ae, and Chyuthashadja V. Ahari and other
Ragas are the derivatives of this Méla (of Ahari).

(11) Niderimakriye
41-42. The Méla of ¢Nadarimakriya’ consists of these
svaras, namely, Sudha Sz, Sudha &7, Sidharana Ga, Sudha Ma,
Sudha Pz, Sudha D/a, and Chyuthashadja Nz, Nadaramakriya
and other Rigas are the derivatives, here and there, of this Méla
(of Nadaramakriya).
(12) Sudhavarili

43-45. The Méla of ¢ Sudhavarili’ consists of these svaras,
namely, Sudha .Se, Sudha &7, Sudha Gz, Chyuthapanchama e,
Sudha Pz, Sudha D/a, and Chyuthashadja Nz, Sudhavariali
and other Réigas are, in different provinces, the derivatives of
this Méla (of Sudhavarili).

(13) Rithigowla
45—-47. The Méla of ¢ Rithigowla’ consists of these svaras,
namely, Sudha Sz, Sudha &Rz, Sudha Gz, Sudha Ma, Sudha Pe,
Panchasruti D4z, and Kaisiki Nz =~ Rithigowla and other
Régas are, according to the views of the musicians, the deriva-
tives of this Méla (of Rithigowla).

(14) Vasanthabhairvav:

47-49. The Méla- of ¢ Vasanthabhairavi’ consists of these
svaras, namely, Sudha Sz, Sudha &7, Chyuthamadhyama Ga,
Sudha Ma, Sudha Pa, Sudha DZa, and Kaisiki Nz. A few
Ragas, such as Vasanthabhairavi and Séma, are deemed to be
the derivatives of this Méla (of Vasanthabhairavi).

(15) Kédéragowla

49-51. The Méla of ¢ Kédiragowla’ consists of these
svaras, namely, Sudha Se, Panchasruti &7, Chyuthamadhyama
Ga, Sudha Ma, Sudha Pz, Panchasruti Die, and Chyuthashadja
MVi. Keédaragowla, 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 Ge and Kikali Nz were excluded; we shall
(now proceed to) deal with the (following) five Mélas wherein
Anthara Gz and Kakali Nz will be included.

(16) Héjujji—1

53-55. The Meéla of ¢ Hé&jujji’ consists of these svaras,
namely, Sudha Sz, Sudha RZ, Anthara Ga, Sudha Mgz, Sudha
Pa, Sudha Dia, and Kakali NVi. Hijujji (Héjujji) and other
Ragas and a few Griama-Réigas too are the derivatives of this
Méla (of Héjujji). This Méla of the Gandharva (or Mirga) type,
which comes under the category of the five (special) Mélas, has
been approved of by Shirngadév.

(17) Sémavarili—2z
55—-57. The Méla of ¢ Samavarili’ consists of these svaras,
namely, Sudha Sz, Sudha &7, Sudha Gz, Sudha Ma, Sudha P,
Sudha D#4a, and Kakali ANz, Séimavarili, Thondi, Purvavarili,
and a few Grima-Ragas are, according to Shirngadév, who was
well-versed in the Marga-music, the derivatives of this Méla (of
Samavarili).
(18) Révagupthi—3
58-59. The Méla of ¢ Révagupthi’ consists of these seven
svaras, namely, Sudha Se, Sudha RZ, Anthara Gg, Sudha Mg,
Sudha Pa, Sudha Dke, and Sudha Vi. Révagupthi and a few
Sudha Riagas are mentioned by Sharngad@v, in his Retnikara, as
derivatives of this Méla (of Révagupthi).

(19) Sérrantha—yg
60—-61. The Méla of ¢ Sarhantha’ consists of these svaras,
namely, Sudha Sz, Shadsruti Ri, Anthara Ge, Sudha Ma,
Sudha Pe, Shadsruti D/ke, and Kakali Nz, Samantha and other
Ragas are the derivatives of this Méla (of Sarhantha).

(20) Kdmbhioji—5
61—62. The Méla of ¢ Kambhdji’ consists of these svaras,
namely, Sudha Sg, Panchasruti A%, Anthara Ga, Sudbha Ma,
Sudha Pa, Panchasruti DZe, and Kakali Ni. Kambhoéji and
other Ragas are the derivatives of this Méla (of Kambhéji).
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A Coniroversy

63~70. The characteristics of these twenty Mé&las have been,
in the main, described. (As for the controversy that has arisen,
namely, whether there are twenty or fifteen Meélas)—I now
proceed to state both the sides of the question, with the help-of a
Vina. If, on the one hand, Anthara G2 and Kikali V7 are taken
into account; there surely arise twenty Mélas. But if, on the
other hand, Chyuthamadhyama G and Chyuthashadja WNZ are
deemed to represent Anthara Ga and Kikali VZ 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; S&mavarili, in Sudha-
varili ; Révagupthi, in Bowli ; Sarmhantha, in Kannadagowla ; and
Kambhoji, in Saranganita. If the (above-mentioned) theory of
representation is accepted, there are only fifteen Mélas from
Mukhari to Kédaragowla, both inclusive.

CHAPTER V
RAGA

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

(1) Superior
2—6. The following twenty Réigas 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 Rigas are :—

1. Mukhiri. 11. Srirdga.

2. Sudhaniti. 12. Xannadagowla.
3. Malavagowla. 13. Séarhantha.

4, Sudhavarili. 14. Désakshi.

5. Gurjari. 15. Dhanyisi.

6. Lalitha. 16. Bowli.

7. Sudharimakriya. 17. Ahari.

8. Sudhavasantha. 18. Malbari.

9. Bhairavi. 19. MaAlavasri.
10. Hinddla. , and 20. Saranganita.
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(i) Middling
6-9. The following fifteen Riagas are called ¢ Middling ’ ;

and they are of little use or, if at all, used to sing fragmentary
portions of songs. Those Ragas are :—

® 1. Kédiragowla. 9. Piadi.
2. KAambhéiji. 10. Bhupila.
3. Kannadabangila. 11. Révagupthi.
4. Veélavali. 12. Gundakriya.
5. Madhyamadi. 13. Heéjuijji.
6. Naridyani. 14. Vasanthabhairavi.
7. Rithigowla, and 15. Samavarili.
8. NAadarimakriya.

liii) ZTnferior
9-14. The following Rigas are called ¢ Inferior’ :—

1. Sourashtra. 18. Bhinnashadja.
2. Méchabowli. 19. Xunthalavarali.
3. Chayigowla. 20. Séarangabhairavi.
4. Kuranji. 21. Sudhabangila.
5. Sindurimakriya. 22. Nagadhvani.
6. Gowdi. 23. Ghantirava.
7. Daési. 24. MArgahindéla.
8. Mangalakaisika. 25. Chayénata.
9. Purvagowla. 26. Deévakriva.
10. SOmaraga. 27. Narayani.
11. Andéli. 28. Gowlariga.
12, Palamanjari. 29. Thodi.
13. Sankardbharana. 30. Varili.
14, Deévagandhari. 31. Thurushkathddi.
15. Dipaka. 32. SAavéri.
16. Nataniriyani. and 33. Ardradési.
17. Sudhabhairavi.

15-16. These mixed Rigas which intervene between the
superior and the middling ones—that is to say, these znferior
Ragas—are plentiful but calculated only to dazzle (and not
illumine} the masses. They are further unsuitable for composi-
tions like Taya, Alﬁpa, and Prabandha. Hence it is that the
musicians do not countenance them.

3

The Charactersstics of the Rigas

17. All the Dési Rigas are those of Shadjagrima and have
each its Graha, Amsa, Nydsa, Mandra, and so forth. Further,
they fall into three divisions—Oudava, Shidava, and Sampurna.

“
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18-20. Whether these Dési Rigas are used, as such, in all
the (three kinds of) ragas or not, I shall now in conformity with
the theory and practice of music, state a few of the characteristics
of the twenty szperior Rigas which are free from any mixture, of
the fifteen mziddling ones, as well as of the zZnferior ones. -

(1) Superior-Sampurna—rio

20-21. That Raga is called N&#, which is Sampurna, which
has Sz for its Graha, Amsa, and Ny3sa, and which is sung in the
latter part of the day.

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

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

23-24. That Raga is called Sudkardmakriya, which is Sam-
purna, which has Sz for its Graha, Amsa, and Ny4sa, and which
is sung after the noon. !

24—25. That Raga is called Mutiiri which is Sampurna,
which has Sz for its Graha, Amsa, and Nyasa, and which may be
sung at all times.

25-26. That Riga is called Biazravi, which is Sampurna,
which has Sz for its Graha, Amsa, and Ny4sa, and which is sung
in the latter part of the day.

26—27. That Riga is called A%aer7, which is Sampurna,
which has Sz for its Graha, Amsa and Nyasa, and which, according
to the wise men, should be sung in the last watch of the day.

27—28. That Raga is called Sé@mantha, which is Sampurna,
which has Sz for its Graha, Amsa, and N yasa, and which is sung
in the last watch of the day-time.

28—29. That Riaga is called Kannadagow:a, which is Sam-
purna, though, in ascent, it sometimes leaves Dra; which has
V7 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 Dézsdkshi, which is Sampurna,
though, in ascent, it leaves Mz and Nz; 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 Riga is called Bow/z, which is Shadava, for it
leaves Pz; which has Mz for its Graha, Amsa, and Nyéasa; and
which should be sung in the first half of the day.

® 32-33. That Réga iscalled Sudhavasantha, whichis Shidava,
for it leaves Pea, though, in descent, Pa is included ; which has
Sz for its Graha and Amsa; and which is sung in the fourth part
of the day.

33-34. That Raga is called Milavasri, which leaves Rz
(and is therefore Shadava); which has Se 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 Pz, which is sometimes retained in descent; which has
Ri for its Graha, Amsa, and Nyssa; and which is sung by the
musicians in the first watch of the day.

36. That Raga is called Lalitka, which is Shadava, for it
leaves Pz; 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-Oundava—r5

37. That Raga is called AHindéle, which is Oudava, for it
leaves K7 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 Gz and AVi: which has D4z for its Graha, Amsa, and
Nyasa ; and which is sung by the wise men at day-break.

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

40—41. That Réga is called Milavagowla, which is Oudava,
for it leaves RZ and Pa, though, at times they are retained ; which
has NVi for its Graha, Amsa, and Nyésa; which is sung in the
evening ; and which is #4e dest of all rigas. -

41—-42. That Raga is called Srirdga, which is Oudava, for
it leaves Ga and Dra, though, at times, they are retained ; which
has Sz for its Graha, Amsa, and Nyéasa; which is sung in the
evening ; and which is the giver of all prosperity.
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() Middling-Sampurna—3

43. That Raga is called Kéddragowla, which is Sampurna ;
which has MV% forits 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 Nédarimakriya, whichis Sampurha;
which has Sz for its Graha, Amsa, and Nyisa; and which is sung
in the fourth watch of the day.

45. That Raga is called Kambrori, which is Sampurna,
though, in certain places, it leaves, in ascent, Ma and NVZ; which
has Sz for its Graha, Amsa, and Nyisa; and which is sung in the
evening.

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

47. That Réga is called Rithigowla, which is Sampurna ;
which has Vi for its Graha, Amsa, and Ny#sa; which is sung in
the evening ; and which is allied with Mukhéari.

48. That Raga is called Héjuj7i, which is Sampurna; which
has Ma for its Graha, Amsa, and Nyssa; which is sung in the
latter part of the day-time; and which sounds nicely with Kakali
Nz and Anthara Ga.

49. That Raga is called Nérdyani, which is Sampurna,
though, at certain places, it leaves, in descent, Ri; which has Gz
for its Graha, Amsa, and Nyasa; and which is sung in the
morning. ‘

so. That Raga is called Vélivali, which is Sampurna,
though, at certain places, it leaves, in descent, RZ and Pa; which

has D#ka for its Graha, Amsa, and Nyésa; and which is sung at
day-break.

(i) Middling-Shidava—a4

s1. That Raga is called Kannadabangilz, which is Shadava,
for it leaves &Z; which has Ga for its Graha, Amsa, and Nyasa;
and which is sung in the morning.

s2. That Raga is called P4d7, which is Shadava, for it
leaves Ga; which has Se for its Graha, Amsa, and Nyéasa; and
which is sung at the fourth watch of the day.

53. That Ragais called Vasanthabhairavi, which is Shadava,
for it leaves Pz ; which has .Sz for its Graha, Amsa, and Nyasa;
and which is sung in the morning.
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54. That Riga is called Gundaénya, which is Shadavayfor it -
leaves D/a, though, at certain places, it is retained ; which has Sz
for its Graha, Amsa, and Nyésa ; and which is sung in the’ gprmer
part of the day. | &

- (iii) Mida’lz’ng—()mm—;:, .

55. That Raga is called Madkyamdidi, which is Oudava, for ;.
it leaves RZ and Dke; which has Mz for its Graha, Amsa, »
., and Nyasa; and which is sung in the Ilatter part of the
day-time.

56. That Riga is called Biupéla, which is Oudava, for it
leaves Ma and NZ; which has Sz for its Ggha, Amsa, a%d .
Nyasa ; and which is sung in the morning.

57- That Raga is called Révagupthi, which is Oudava, for

. it leaves Mz and Ni; which has R for its Graha and Nyisa ; and
.- .which is sung in the latter part of the day-time.
(A) ZInferior-Sampurna—s ‘.

. 58. Now, the characteristics of a few 7nf¢si0r Rigas awe
described. That Riga is called Sourdsktra, which is Sampurnd ;
which has Sz for its Graha, Amsa, and Nyasa ; and which is sung

by the singers in the evenmg.
59. That Réaga is called ANdgadkvani, which is Sampurna,

which has Sz for its Graha, Amsa, and Nyisa ; and which §s sung
by the singers at all times.

60. That Riga is called Sdomariga, which is Sampuma ;
which has Sz for its' Graha, Amsa, and Nyisa; which is sung at
all times ; and which sounds nicely with Mz in Mandra.

‘. 61. That Riaga is called Saniardbhararna, which is
Sampurna; which has Sz for its Graha, Amsa, and Nyisa and
which resembles, as it were, Simantha. .

(B) Inferior-Shidava— 2

62. That Raga is called G/anidrava, which is Shidava, for .
it leaves Ga; which has Dk« for its Graha, Amsa, and Nyidsa;
and which is sung at all times.

* 63. That Raga is called Bkinnaskadja, which is Shidava,
for it leaves Mz ; which has Sz for its Graha and Nyisa; and

which is sung at all times.
18









