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A NOTE ON ‘ HINDOLA

BY

Mr. TIGER VARADACHARIAR,

It is a matter of common knowledge that
modern ‘musical practice is drifting away
from theory at an hlarming pace and that
the situation is getting further complicated
by the existence of & duality of schools—to
put it at the least—and a maultiplicity of
doctrinaires. One of the immediate achieve-
meats of the marvellous musical awaken-
ing ofthe past decade, has been the focus-
sing of all attention on the need for the
reconciliation of theory and art on the
one hand, and the various schools clubbed
together under the neme * South Indian
Music” on the other, and the energetic
endeavours of the several conferences held
inrecent years have been solely directed
lowards such an end. My object in the
present paper is to refer to a few ragas
that have been so transformed (I had al-
most said vulgarised) by modern practice
that they offendalike against the theoretic
Mumools as well as ‘the ‘Gectas ani Varnas
It was therefore timo some one drew
attention to the divergence with a view to
It will nat be within

cle,

its carly rectification.

AND ALLIED RAGAS.

»
are due to actual differences of musical
texts nor need I enter into the polemicy of
the Srutis; for the present, I shall consider
the ragas in terms of the twelve svaras
only about which there is an overwhelming
agreement of opinion. '

Messrs. Subbarama Dikshitar and Singa-
racharlu treat Raga ‘ Hindola'as derived
from Mela ' Nata Bhatravi’ and both classify
it as Oudava. Mr, Dikshitar gives out the
Arokana as Sa, ga, ga, ma, dha, ni, sa,
which Mr. Si ngarachar]u makes more

- explicit as Sa, ma, ga, ma, dhe, ni,za.” A dlS-

ctiminating scholas and "a fine aesthete -
that Mr. Dikshitar was, I have not the
slightest doubt that he meant sa, ma, ga,
ma,—the ‘ga’ in fact being a gamakik'ga’,
and having the force of ma.

Inasmuch as the presént day student
is likely to miss the point and seriously

-misunderstand Mr. Dikshitar, I suggest that -

we can perferably adopt the unamblguous

sa, ma,, ga, ma of Mr. Singarachar A note- :
worthy feature of this raga is that ma is & ..
pivotal svara and the very life of the Raqa

|y scopg .to_discuss:divergences such as ; depends uponsitiss jt_werey.A. gldnce, at
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the Hmdustani Raga ‘ Malkaus'’to which
this Raga ie generally equated—and I think
correctly—would bear out the significance of
the central svara; and any -combination
that tends to diminish the importance of.
ma or conceal it should be discouraged. It
is worth remembering that neither Dikshi-
tar nor Singarachar hor dncient tradition,”
has assigned to this raga any Dha other-
than Suddha, as by its very nature it
could mnot have as a Janya of Nata

Bhairavi and the present day tendency to

sing Chatusruti ®Hha finds no warrant either
in theory or practice and tends to extinguish

the melodic identity of the Raga.

Equally unwarranted is the employment_‘

of Chatusruti Dha in Ragas' Marga Hindola,'
‘ Hindola Vasanta,” ‘Suddha Desi,’ and ‘Sara-
‘mathy,-in place of Suddha, which elone has
‘the'support of time honoured practiceas well
a8 of the. text books on the subject. We
don't know who was primarily. responsible
for . this. lapse, --but. whoever he was, the
fashion has reacted disastrously on the in-
dividuality of the Ragas and defeated. the
‘very purpose for..which the flugas were

valready overburdened with confusion,
j I wwould-advert to just one more

before I finish. In his

.assigns an occasional -Rishabha, and
Ni, dha, =i, sa, for rare employment,
unable to give illustrations for the
I am afraid this
' Dikshitar had. lei

practice.
instances where Mr.

=) = MUSIC @D@

:I pant for the m_usic'wl_u'chj is divine,

'My heart in its thirst is a dying flower,
:Pour forth the soun;i like enchanted wine,
~ Loosen the nptes in a silver shower ;

“Like a hérbless plain, for the gentle rain,.

ff]asp, I faint, till they wake again.

Let me drmk of thc spzrtt of ]

More, O more,

descriptio

* ‘Hindola Vasanta,’ Mr. Subba'l'a'i‘na D
tar 'relying on & dictum from Mr Ve

isone of

!

Tam ﬂiir;ﬁngI y ,
It loosens the serpent which care ha

Upon my heart, to stifleit;

The dissolving strain, through every
‘Passes into my heart and brain.

SRUTIS AND SUDDHA SVARA MELA *
5:1's
MR, HULGUR KRISHNACHARYA OF HUBLI.

It wad detided by the All India Music
Conference of 1927 that only the system of

- 92 Srutis is -practical and consistent with

the 12 svarasthanas of our Vina. Since then
many suggestions have been made to alter
their number which have all been proved to
be impfacticable and unnecessary during
the last year's conference, as they go against
the spirit of our current practice of musio
as well as its theory. We find ev®n in an-
cient literature a lengthy discussion about
the number of srutis admissible in the musi-
cal scale. Different authors, all admitting
the system of 22 srutis, differ themselves in
enumerating them as essential_ svarasthanas
and théy are misled into putting down the
number of srutis variously as 12, 14, 17, 19,
24,29, If we admit that all these are reaso-
nable, why should we not accept a greater
number to which the Western Sound Theory
of infinite harménics is applicable and leave
our Ragas to be sung by means of Srutés of
one’s -own individual choice? There ‘are
people. who are for the-enrichment of outr

music and who say we should never reduce. .

the .number of Srutis but increase .their
number ad infinitum. This would mean the
total destruction of melodies which survive
in current practice; thaunks to the pains-
laking study scnentxﬁcully conducted b_v
the ancients.

The following facts should be caréfully
borne in mind while talking of increasmg
the number of- Sruhs i— v

(1) They must not be complicated ; i.e.
they must be eas'ﬁ" to sing and play corréctly

without the assistance of any instrument

- specially designed for laboratory purposes.

(2) They must not be such as only could
be obtained by measurement and calculation;
even the most illiterate adults and children
must be able to illustrate them in practice.

(3) Tbey must be suitable for fretted in-
struments like ouc Veena.and - should -be

easy to manipulate correctly -even in the

fullest speed of Alapa.

(4) Whenever any acale or Mela is re-
peated s0 as to obtain all its modulatiors
or murchanas, sll the seven svaras of the
seven murchanas, must fall wﬂ:hm the
values of the original system of Srut

(5) When svarasthanas are to produce
more than one sruti how are the other srutzs
to be reproduced ?

(6) We know our music will be insipidl
if it is devoid of Gamaka, which is defined as:
TICT & AAF: aﬁa(a?)f‘aag@ra: n
FerAgwan ag7 R TREEaC 1 & T
A-<1 & <% Whatis the exact limit of
the slight (quarter—tone) raising or lowering ..
of the note to obtain the two points between ’
which the ITHF or®oscillation takes’ place
and what are the values of the highest and
lowést points thus touched ¥

"(7) When the srutis are prolonged to any
length of time they must «create a harmo-

nious eﬂ'ect on the ear . gt

-'(8) The system- of srutis must "cont;in"
above and below -each sruts, three notes’ at
the mharvals of8:9,8:4 and 2:3,

CA paper read at the Experts .Coaference in the Easter week of April 1930, ~ . . Pl
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I now proceed to place before the pubhc
o fow observations regarding the melas of
our system The confusion as to the num-
ber of srutis will not ‘end until we kaow the
gecret of the ancient arrangement of (ramas
_and Murchanas. Ho I suggest to this confe-
rence not to decide the melas and their
component srutis hurriedly, until a sound
theory of their (the Gramaus and Murchanas)
explanation is worked out. "Meanwhile I
propose to discuss in this conference the
important problem of the natural or Suddia
scale of our system.

1 have tried torshow in & paper I read in
the last year's conference, that the Sriraga
mela of the ancients or the modern Hara-
priya mela is the scale of the Simagdihs
aa well as of Bharata, Sarngadeva, Ahobala,
Srinivasa, Hridaya and Lochana. This being
go, an _error was first committed by Rama-
matya in taking Mukhari (the present Kana-

kangi) to be equivalent to the Suddha Svara -

.Saptaka of Bharata and Surangadeva. This
error was repoated in succession by Soma-
natl)a Pund.\nka. Tulajendra and Venkata-
makh, | none of whom, with the exception of
Somanatha, seems to have understood the
Natya Sasira and Ratnakara correctly, but
simply to have heard the theory through

foral tradition. ,The following . few quota-’

tions from the works of the above mentioned

authors will support this statement. Soma- -

natha had studied the Retnakara thoroughly
but failed to interpret it carrectly in his own
words, in many places being misguided by
the Svaramela Kaldnidhi of Ramamatya.
But the speoial merit of that genius is un-
doubtedly shown 1n his treatment of many
imporlant problems,” the author himself
having writien & commentary on his origi-
nal and built a beautiful theory of Mela
Prastara, which no other Sanskrit authorin

ny oplnlon. lms b_een ab&
w.
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‘s che one mentioned in the verse ™

to do up to this . Hﬁﬁﬂ')usthkethatofhls precedmga

minds of the authors on the questlon of i
Suddha Méla :—

Afkw-4y gards qUETETe irera
aa: GELAT THA ﬁmfira- Il Re

tya in his ¥. . 7.

spme without a pause; his description of
Sri Raga is of much importance and is
found in verses 1—84 to 88. There Sri .Ragq
is mentloned as a Grama Raga, as Ragaraja
ond in * @A qaggtgs! AuFETAIRA
asthe first Raga. Againindescribing Q@lfl
q7, hesays @AY TIHEY HETA W3
-aTRA: | TATEATTET. This fact shows that
he must have noticed Sri Raga to be the first
and natural scale of some people at least
and it must have appealed to his mind as
being reasonable. But being unable to con-
demn his predecessors he has become
peutral and has only indirectly glven ex-
pression to his views avoiding cntlclsm on
the previous authors. During the eentury
between 1750 and 1850 Mukhari Raga came
under the Mela of Harapriya or Sri Raga of
all the above mentioned authors, It is a
mystery how this change of Mukhari coming

show that Ramamatya had some donb .
taking Mukhari for the Suddha scaiey
Sarng&deva. In the list of 264 Ragas

all authors Ramamatya, y
Pundariks, Venkatamakhi and Tula;eﬁa

1 now point out some quotatlons Tofl
Chaturdandi Prakasa, the esteemed a t%
ritative work of Venkatamakhi to ;
that he had not actually seen Nalya S i
s eRaE gard ve S ERTEY
3:«8@“(3%&1 qard ke I=TX I ¥-
TATFATAA etc.
{TIYAT: -ﬁa'rf‘mf%tﬂaar Il ¥-o%
QA wREAEAL LA TAAT 7A: ) 8-1
AT T wtar?n:"t&ar %t

In the last passage he rafers to Bhara%

Inafew days the promised Kathq per-
formance by the famous Sarabha Sastri came
off in the house of Mr. Seshagiri Sastri ; and.
Mr. Vydianatha Sastri and myself were
smong the invitees. There wasa pretty large
gathering of friends and other listeners;
and we had toawait the arrival of the per-
former for some time. As we were wait-
ing, a grown-up man brought a blind boy on
his shoulders and deposited him in our
midst. At first I did not take much notice
of this. After a few minutes, I enquired of
Seshagiri how long it would take for Sarabha
Sastrj to comg, He told me pointing to the

is snmply a fancy of his.” There is
tion of the word Raga and its sorts '
Sastra. Venkatamakhi however me

which shows he had not seen the
Sastra.

‘1n the same way Tula]endra, the'las
authoritative . author of q. ET(T'I Fi
{probably of the 2nd half of the 18t‘h cqnt\ur. )},
has misinterpreted garﬁ T to be_} M
Suddha scale of Sarngadeva. His scale g}s 0] .
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under Harapriya ot Bhatravi, has come about
during half a century, having stood as
Kanakangi for more than two centuries i.e.
1550 to 1800,

If we ask a modern student what will be
the Mela of Mukhari he will say on an ana-
lysis of its component notes that it must
necessarily be put either in Harapriya or
Bhairavi. In the same way Sri Raga was
considered a Sempirna Raga and also a
Janaka mela for more than 2 certuries
though at present it be regarded as a janya.
raga with @ R aafx eto., as its Ar6hdva-
réha.

In the light of some of the reasons poin-
ted out in the above essay a careful cor-
rection of the existing nomenclature is ver)
necessary in order that musical reform may
proceed on right lines, just as we arg all
anxious that it should go op at a swift pace.

. (Continued from page 187.)

blind boy, “ This ls Sarabha Sastri. ” Being -
estonished, T cried out, *! Indeed .””: I tould. -
not believe that Sarabba Sastri could be so,
young, for the boy did not look above 17
years of age. And then it was the first time
I learnt that he was blind, and blind from
very early youth. But for his blindness, he
would have been a fair and handsome youth;
and might have successfully -personated Sri
Krishna himself, playiog on the flute. ¢ The
performance soon began,and Sarabha Sastri
recited the story of “ Seetha Kalyanam ”in .
‘his own inimitable manner in Tamil. He
had a look of simple innocence which added
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a charm and grace to his speach. The
recital was interspersed with pretty soags,

mostly from Tyagayya, well sung. BSans-
krit slokas were also recited and explained
in familiar Tamil. When he came to the
description of Sri Rama, he resorted to the
usuel, but well-worn device of comparing Sri
Rama's eyes to the beautiful lotus, and then
he gave a realistic description of the Intus
flower itself. Qn hearing this, I was un-
_consciously moved to tears when I thought
that Sarabha Sastri was not blessed with eye-
sight to view the very flower whicb he so
graphically described. “Alas! What an
irony of [ate!” thought I. What karma could
such a meek soul have committed in its
previous bicth ? For it was clear that he
could not hava committed anything in this
life to deserve such a fate. Assurely it see-
med that he must gat a fair batterstart in
his next life for the punyam he is gathering
by the sweet happiness he spreads among
his inaumerable hearers by his inimitable
(so I'was told) flute performance. It’salla
big mystery.” And soI stopped my train of
reflections, being enraptured by his music.
" The performance was a sucsess, especially
when we consider that he was a youth who
had not passal his ‘teens ! The title of
Sastri he wore, seemed not mappropnate
for the Sanskrit knowledge he ‘brought to
bear on his recitations and the, feeling of
Bhakti which he succeeded in mfusmg into
his audience, for after all, this is the final
test by which we should judge of all such
performances. At the close, I was kindly
fntroduced to him by Seshsgm and he'
welcomed my acquamtance thh a smlle "
Another evening, it . was Saral:ha Sastn s
. turn to play on the-fute and this wasina
big upstair building. Large crowds eagerly'
rushed to listen to the master ﬂutlst s per—
formance - Ther was no doubt that on the
{gu;e hé was et pgldlﬂy. hoss erforma.uce
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was a splendid flow of melody, Ragas, Krgi}
and Svarus coming in sweet and unin
rupted succession and inundating the son
of the listepers. It was without the sligh
est appearance of effort and without s sing{f
harsh or dissonant sound. God who to
away his eyes, compensated him with he
eye of the mind viz, imagination, whicl
possessed in an abundant measuré
which he liberally used in his perform
for the benefit of the world. 1 have Leifs
several flute performers since, but I belig}
none would come up to his’ level in 8
ness and melodic flow.
" Before dismissing the charming pe
lity of tlis great musician from our mi
I would refer to one more incident wln
took place when all three of us, Mr. Vyd o
the Sastri, Mr. Sarabha Sustri and myse
happened togo inone jutka. Mr. Sa.rab
Sastri had been standinz in the cornalil
of a road waiting for a jut, when M
Vydianatha Sastri and myself were pa
sing by in one, my friend called ou
Mr, Sarabha Sastri to come and join ¥
which he gladly did. Mr. Vydla.natha Sas
whlspered privately to me, "“Mr. Pnllu. __'
would you like to fest the wonderf -
power. of memory which God hes’ vou -
gafed to this young musician?,” ' Cﬁrtamly
Isaid. Mr. Vydianatha Sastri then revitef
a certain rather big Sanskrit sloka t'ron;n v
book which Mr. Sarabha Sastri confessed he
bad never read. The latter wasthen a.sk A
all of a sudden to repeat the sloka. - Mg
Sarabha Sastri, who never suspeoted lhat (l
would be asked to repeat it, then sai
“ would you please recite. it for: :me ,. onfel
more 2" Andwhen he did so,.out came the £
sloka from Mr, Sarabha Sastri’s lips exa.c l’“
as it was recitedwithout a single.flaw. .T -
feat produced a thrill of adairation in ma
Ont more experience will close my o .

iremm,gscence ‘of noteworthy musm Ry
N : ,*{ .‘_~ e

,-\

_musie.

,erup of. ass!siants!' gatﬂ ;EE
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Madras. It wae my listening to the Nagas-
raram performence of the famous Sivak-
kozhundu of Kumbakonam at the Partha-.
sarathy Temple, Triplicare, during the
annuaal festival there, Sivakkozhundu was,
I was al:tei'wards given to understand
greatly admired by Sarabha Sastri him-
self. Odge evening, a number of _clerk.s
in the Accountant General's Office, after
office-work were preparing to go to the

_ Parthasarathy Temple to hear the great

piper, and one Mr. Tirumalayya Naidu, (the
same, I think, who afterwards became a
distinguished musical ¢ritic), who was much
attached to me in connection with music,
came running to me and asked me whether
Iliked to hear the great Sivakkozhumlu'a
It was then I heard of that great
musician's name, and, being afraid of los-
ing a splendid opportunity, I atonce agreed
toaccompany him.” Off we went with the
buoyant eagerness of boyhood, and when
we came to the temple, we found it most
difficult to get an ingress, so thick was the
crowd. We pressed forward and passed
tirough a sea of heads, and, though we were
literally jammed in on every side, we made
our way slowly but steadily to where the
musncxans were seated. It was in a pandal
enclosed with a strong fence against which
the crowd. was_flocking and pressing for-
ward with tremendous force. What was
the magic about Sivakkozhundu's music
that there should be such a rush to hear
him ? Truly, here was proof positive of the
Divine power of Music! I was excited to
the point of frenzy by the very enthusiasm
shown by the people. Tirumalayya,- my
good friend, was so eager ‘to make me hear
the music well that he was not satisfied till
he set me in a prominent place on” the *
granite staizcase below which was - the
Pandal where the great musxcmn, thh lns
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lictened as Sivakkozhundn elaborated the
.Raga Bhairavi. 1t is difficult to describe my
state of feeling then. Each ‘driga’ that he
played sent a thrill of enthnsiasm into my
frame, as if an electric current passed
through me. The graces (gamakas) which
lie produced may be likened to the billows in
the sea which raised and rocked my mind .
fo ard fro. And his magnificent combina-
nations were eimply panoramic <in their
sweep and variety, His playing, whether’
it was in the Mandra Sthayi or Tara Sthayi,
whether he played trills or crescendoes or
decresoendoes, whether' his pace was
Chowkkam or Duritam, was refreshingly
clear and elegant, without blur or blemish.
And it appeared to me that it was extremely
difficult, if not impossible, to .reproduc'e
many of the combinations with the ordinary
powers of the human voice. His raga
elaboration lasted for nearly an hour,
Pallavi half an hour and Kritishalfan bour
and the whole perfomance passed away too
soon like a joyous dream which it is im-
possible to depict or analyse. Sivakkoz-
hundu was tall, well-built and richly dressed
and had more the appearance of a zamindar
than a nagasvaram player. He had a gen-

tle and coutteous manner, net easily recon-

cileable with his august and imposing
personality. He"made a great fortune, but
not having been blessed with a son, he
dedicated most of his wealth to temples.

I now change my scene to Trivandrum
and shall try to describe the famous musi-
cal combat between the two celebrated
vocalists Raghavaierand Maha Vaithi Iyer
before His Higbness Rama Varma, Ayilli-
um Tirunal, Maharajah of Travancore. But
béfore I do so, I shall give m brief sketch of
the life of Raghavaier, s his. Jife-jncidents
are not generally known to the public,
Ravhavaner was born in *Vadasseri, néar
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year 1002 m.g. (1826 A.D.). His father wasa
Nattavanga Brahmin, that is, one who
trains danoing girls for nautch parties. He
used to go round the village on Unchavritti,
sometimes taking with him his gifted little
son who was afterwards to shine as one of
the greatest vocalists of Travancore. The
father Tater on placed his son under the
tuition of the celebrated Parameswara Bha-
ghavatar of Trivandrum. The boy soon
mastered all that the Guru had to teach him
and yearned to know further. He showed
such great precogity in singing as compelled
the admiration of his own Guru, He then
married at Haripad, e small town ia middle
Travancore. While he was at the -latter
place, he used to visit Mr. Cherunni Koil
Tawpuran, a great music lover and the elder
brother of the late great Kerala Varma,
(C.8.1; F. M. U.) Valia Koil Tampuran. At
Haripad he also got acquainted with one
Chinnambi Bhaghavatar, 8 much inferior
Both of them once sang at the
Kandujur temple, and each got 10 fms.
(Re. l-as 7) as remuneration. Raghavaier
got disgusted not so'much with the paltriness
of the reward as with the equal treatment
meted out to him and the other Bhaghava-
tar. He theun “conceived the idea of quit-
-ting the place and going to Coimbatore. By
taking such e step, he thought he could
not only advance bhjs knowledge and
practice of music and meet with better
patronage, but also get over the necessity
of returning to Vadasseri with the danger
of reducing himself to (so it was then
thought) & disreputable Nattuvanga Brah-
min. Being extremely poor himself, he
applied to Cherunni Koil Tampuran to help
him to realise his cherished object of going

singer.

to Coimbatore. The Koil Tampuran gppro-

ved of the idea and gave himm some cloths
q.n_'t\i a sum /»f Rs. 10 for his travelling expen-
et
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4’“{ this;humbloyequipméntiRaghaiys singing Raghavaier blaborated fom

pnd sang the pallavi proposed by his com-
batant, and in both respects he outshone
him in the splendour of his imagination and

Reghavaier, in his turn, proposed his pallevi
and Subba: Rao, failed to sing it, Ragha-
vaier asked him promptly, “Are you the
.man who challenged my Guru to sing?
Fie upon youl” At this Subba Itao is
said to have quietly got out and soon made
bis exit from the town, never to return to
itas long as Raghavaier was there. This
fest won immediate fame for Raghavaier
} who was duly honored by the Gounder.
Old Paramesvara Bhaghavatar was not a
little pleased with his faithful disciple
whom he blessed for having saved him
from an awkward and critical predicament,
which, but for the disciple’s timely and
courageous action, might have well nigh
wrecked his own reputation. *

Raghavaier was thence invited by
another Gounder at Madras who was a re.
lation of his Coimbatore patron, te go and
slng at the Parthasarathi Temple, Tripli-
cane. His professional friend there was
L his old combatant, Bhikshandar Koil Sabba

] Rao with whom he was now reeonciled.
Subsequently, His Highness Ramz Varma,
Ayillium Tirunal, Maharajah of Travan-
tore, happened to visit Madras and fn his
‘mpany was Kunjari Raja of Mavelikaray,
the gifted player of Travancore on the
Sva'rabat. On the introduction of Kunjari
o e sang befoe Hie High

: : raja being a grest con-
Moisscur and singer himself, was much
:’lilll;lr:ssed \?rith l?nghava'ier 8 singiog, rea-

pprecited his
lo Trivandrum,
Pinted as Mylla
Musician),

His Highness became passionately fubd of

iR Hagl fop s
b E»,l,a.v“;‘.' § music, and felt.proud. ghat he.

mediately under the splendid training he
ceived from the reputed Chidambara NettH
van, grandson of the great Vadivelu Natt¥
van, of Trivandram. This Chidamba ‘

several others. For nautoh parti
vaier used to sing as assistant
mbara Nattuvan. By his lo

‘I shall narrate here just oneep[hGHE
which occured during his stay at ! (il
batore. Paramesvara Bhaghavatar offfll
vandrurm, a native of Palghat near:f

and sing before the Gounder there
then he was challenged to sing a’
by one Subba Rao of Bhikshanda
{(near Trichinopoly), a musician of -1
who happened to come undér the_baf
of the same Gounder. A day was fis
the duel. When Raghavaier came tc
of the proposed duel, he was ‘anxiol
prevent any possible ‘disaster that’
in ‘that connection, befall his Guru

the place and was ready to take upji
gauntlet against him, Subba Rao’s first
was to fight the disciple and win'/a {
over him, beforo he thought of fig
Guru. This challenge being~a
Raghavaier, on.the appointed day, @ ¢
the lists like some young lusty'glad_izft‘o ‘

ancient Rome, prepared to¢ fight ¥
Rao t5‘the finish. After the latter

where he yas swon ap-
mood Bhaghavatar (eourt
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genius and invited him -

243

was a Travancorean. His Hignees used to
visit the Trivandrum beach often and, in
the beautiful moonlit nights, make Ragha.

rhythmio varlety and accuracy., When' vaier sing there. On one such night, His

Highbess sat on the white sand close to the
sea-shore and asked Raghavaier to elaborate
the Raga Sankarabharanem in which he ex-
celled. He did so. Close to His Highness
sat the celebrated court-poet Ramaswamy
Sastri of Elathoor. His Highness was so
much taken up by the singing that he often
ejaculated, “Bhalay Raghava ! Bhalay Ra-
ghava I”, Inepired by the JBoene and fired
with uncontrollable admiration, the poet
improvised a Sanskrit sloka on the spot,
with which His Highness was much de-
lighted. The meaning of the sloka would
run thus:— . ‘

" O Proud Sea! Art thou not ashamed of
being so vainly vociferous, when thou hast
listened to the magnificent singing of this'b
surging sea of music, this Raghavaier?
Fie! Hold your peace!."”

Some of the other court musiciaas na.
turally grew jealous of the exéeptioualt
fayours shown by His Highness to this
master-singer and lost no opportunity to
carry tales, to blacken him and lower him
in His Highness’ estimation® Once wheﬁ
e sly and clever court musician went and
-teported to His Highness that Raghavaier -
used to sing at Merugvami’s house, and in
such and such other places, and the sing-
ing in several cases was superior to his
singing at the palace, His Highness's jea-
lousy was roused and he issued a general
command that palace musicians should
notsing abroad without His Highness' per-
mission. But Ragthaier's personal liberty.
could not thus be controlled. He sang
d‘nywhe:e provided there was the incentive
andrelied on His Highness’' regard for him
to condone such infringements of the rule,
obdinen Baebayaier sang at; 8 private



844 THE JOURNAL OF THE. MUSIC ACADEMY

house, the matter was forthwith reported
to His Highness by the same sly Bhagha-
vatar, and His Highness commanded Ra-
ghavaier to go out of Trivandrum for open
violation of the rule and his allowances

SOUTH INDIAN MUSIC PAST AND PRESENT,
BY
Mr. G. V. NARAYANASWAMI AIYAR, B.A,, L.T,
First Assistant, Hindu High Schod, Triplicane.

pose herein to take a bird's eye-view Bharata Indian music seems to have en
on a new phase of its existence.

In the 4wo centuries that followed,’”
progress of music was closely bound I
o dovelopment of the art, which  with that of Sanskrit, which then flourishEs
in the Royal Courts.
patronised by kings, began to comp
Sanskrit verses on various subjects and
Every succeeding cent
saw the springing up of musical literatlg
which was an improvement of that of G
preceding one. There were many attemps
made at classifying the ragas. and plad
them on a scientific basis. An attemptof

I pro
of the progress of South Indian Music from

the earliest period down to the modern age,
to take stock of the very many improve-
ments in th
we owe to the marvellous contribution made
by the immortal saint musician Tyagaraja,
and finally to expose the excrescences in the
music of the present day and to suggest
remedial measures for their removal.

A close student of South Indian Music
can easily discern three distinct stages in
jts progress. The Gundharva Veda had its
birth in the Vedic age in its Sama

chants.
took a definite shape and the Jay people who

listened to th%d chants at the time of the century, was continued by the composi
religious sacrifices of our ancient sages of - Ragatarangini by Lochanakavi ig

fourteenth century, and completed by
dit Venkatamakhiby the publication of Jii}
Chaturdandi Prakailf]

began to cultivate the art, separating them-
selves from the religious band. The

accompaniment of the time honoured Veena monumental work
in the seventeenth contury-

age of Indian Music may be said to begit]

seems to have increased the number of the
musical notes from five to seven. Thus the
famous Sapta Svaras referred to in our
earliest Sanskrit works came into existence.

But, the art was in a very crude and progress of music
mechanical form. Thenextimportant land- should like to say a word about the progred]
of our music is the of theartin the sccond stage of its “\
No doubt the art could not keep pace Wi
Nevertheless the®

mark in the history
composition in the sixth century, of Natye

Sasira Ly Bharata, who has given in this the science of music. !
‘began to find a free use in dramas and}

.t K
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wore stopped. Thus Raghavaier lived:
exile at Haripad till sheer necessity,
duced His Highness to recall him to
What that necessity was ‘%

appear later on.

Musicians, who will

them to music.

As time advanced, Sama chanting kind begun by Sarangaderva
cation of Sangitarainakarain the thirteed

Before I proceed to give an account of
in the modern agel]
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ki"d is the composition of a series of devo-
tional songs, named Gitagovinda by Jaya-

deva at the close of the twelfth century.

The number of ragas used is very limited
Though attempts were made to popularise'
music and inc_'rease its literature in this age
in which ample mention is made’ of th;

graces of music in the form of gamakas
yet tlrere were no good compositions ilJustr-
ating the same, Another characteristic of
this second stage should not be lost sight of.
Ragas were credited with supernatural
powers and were classified as morning ragas
' midday ragas, evening raggs, male ragas

snd female ragas. There are vary man;'
legends and stories connected with ragas

of .the kind of the rain-producing Mizglza-'
ranjini, the fire-producing Deepak, and the
rock-melting Gundakriya, which are too

well-known to need repetition here. As for

the improvement of.the artistic side of our
music, it was-left to the musicians of the
modern age.

The development of the art in its third

s;flgc revealed itself in the composition. of
Gitams, Alankarams, Prabandhams by P;ll‘
andara Das, who was alse the author ;'
mauy devotional songs in Kanarese 55 l?
laid the foundation for a regul.ar an;
sysEe'matiq teaching of musie, To add
lo this, a number of Lakshana Gitams were
composed by one Govinda; Dikshit 'whi:l:
\ve're regarded as an authority by Tyaga-
faja. Besides, one Kshetrigulu composed
:0 lr:;ge number of love songs dedicated
B uvvagopala thit are sung and a
preciated now for their wonderful melodp:
and  raga-bhava. Lastly, the .. Rama .
padm.us by Arunachala Kavi-were ver”anta '
:;‘:_,Ctl,veand pc.)pular. Thus we see how, \}\'rht;;-
e g,rea.t saint musician Tyagaraja, who -
n::y.dt:itllnl?: fg) become the brightest -lumi.-
rmament of music
the ﬁelc} g,gyﬁ,tﬁ_e,},_n_ﬂddl‘e ic, errt.eljed"

tho 18}

the ground had been cleared and much
spade work done by Venkatamakhi, by his
publication of the great work Chaturd.audi'-
prakasika, in which the progress of the
science of musio reached its zenith. The
seventy two Melakartas came into existence,
as well as a large number of derivative or
Janya rajas. So a large scope was created
for Tyagaraja for the exercise of his genius.
Tyagaraja, as soon as his discipleship
under Sonti Venkatramaniah (who, discera-
ing germs of the future greatness in 'the
young pupil, gave a proper shape to his
musical talent) was over, cdt out a new line
for himself. At the beginning of his career
however, he followed in the footsteps of hi;
predecessors and composed a series of devot-
h'n'al songs called Divyanamavali, Bhakte
Vijayam, and Nowkqa Charitra belonz to this
period. Soon he realised that aKt’rtaﬁam un-
less it were freed from the- encumbranc: of
verbjage, could never be made artistically
beautiful. So he set himself to compose
Kirtanams of quite a novel type, drawing on
his fertile imagination and introducing
exquisite variations of wusical phrases
called Sangaties. Thus South Indian Music
owes to him (as has been rightly observ-
ed by Mr. M.S. Ramaswami Aiyar in his
' Tyagaraja’) its elevation from a recitative

to a lyrical stage.. - R

The yeoman service he has rendered in
giving a new and inarvellous turn to the
development of the art cannot be o-ver-
estimated. Some say that Tysagaraja
composed two thousand Kirtanams. Very
many seem to have been lost.  Narasimha
Bhagavatar's edition contains. about -five-
hundred of his Kirtanams. An ~efemi-
nation of these, shows that he has

‘made use of forty-seven out of the

seventY-two melakartas of Venkatamakhi.
Besides, a number of Apurva janya raga:

jbavegpeenyused by him. in his:composi- *
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Varnams. Ishould not fail to mention
the names of Ponnayya, Chinnayya
Vadivelu, who left the Court of Tanjo
that of Travancore, where they compos
number of Swara jatis, Tillanas, Va
‘and Ragamalikas. Vndivelu'. was i
Vocalist but was more popular as a Vi
The credit of the introduction of the
into South India is given to him.
The most important of the musicia;ns *
flourished then in the court of -Tamj
were Ramaswami Dikshitar, Muthu
Dikshitar, Syama Sastri, besides
Sitaramier of Todi-mortgage fame, Ar
chala Kavi, whose Ramayana padams
well appreciated to-day. The two Di
tars, who seem to have been players -
Veena, composed a large number of Krif
Sanskrit, besides Varnams and Ragamali,
which seem to partake more of a recit
kind than a Iyrical one. Syama Sais
composed his songs and Varnams in Tela
They seem to have attached very |
importance to Tgnams and Tala Vi

in the composition of songs. Theic. ki
nams are not so popular as those
Tyagaraja. A writer of Tyagarajg's
says, “The high ordér of his in*pirati

tions. The number of ragas used by
his predecessors in their songs was very
limited. Raga-Alapana, Pallavi and Svaram-
singing, which play a prominent part in the
music of the present day, we owe to Tyaga-
raja and his marvellous compositions. Itis
said that the great musician taught his
disciples only his Kritis and witha jealous
care prevented them from attaining Svare-
gnanam, lest his Kirtanams should be muti-
lated by them. If this is true it may be
jushﬁed ina way.when we see how some of
his songs have been hopelessly spoiled by
-some of the preSent day musicians, Thisis
by the way. It may notbe out of place
here to enquire how Tyagaraja was able to
achieve this unique success in the cultiva-
‘tion of the art. Unlike the present day
musicians he cultivated the sacred art not
‘a8 p means to an end but for its own sake.
Besides, the saintly life he led and his
{ntense Vishnu Bhakti made him seek his
self-realisation, in spontaneous outbursts of
the intense spiritual longings of hisheart,in
the shape of Kirtanams of quite a new kind,
-which have becomea treasure to us, both an
account of the great Upanishadic truths that
-they contain and on accouant of the wonder-
ful variety of dighly artistic melody-types was the eavy of his contemporaries, whg
~that they exhibit. ‘So it is no wouder that . poor productions resembled the elepha.n‘ i 0
he is considered by many to be an dvatar ':.gambols, heavy, awkward a.nda ‘artiBaAl
and deified year after year in.the annual  jn the extreme.” For my part, I can i
celebrations that are held in his honour. subscribe to this wholesale condemnatidgy
He had a number of contemporarties, " thioHd
who adorned the courts of Tanjore and
Travancore. The most prominent of those
that graced the Court of Travancore were
-Govinda: Marar,...known:. -as Shatkala
.Govindan, whose well-known  encounter -
with Tyagaraja gave rise to- one of his,
Pancharatnas: and Paramesvara Bhaga-
vatar, who was a good songster, a Success-
ful player on: the Violin, - Veena e.nd other,,.
: n&iruments,fi

§a:9§§%2'&2° e -
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Garried to the several parts of South India. become popular. As a contemporary of
The most important of them were Mauain- tbese, there flourished Krishna Iyer of
buchavadi Venkatasubbier, who, hesides Tbhirukkodikkaval, who has immortalised
being & good Violinist and a good teacher éf himself asa marvellously exquisite player
music, comp?sed many Kirtanams in honour on the Violin. His high attainments both in
of Sri Venkatesa, and Nangavaram Nila- the art and in the scisnce of music, enabled
kanta Aiyar, who was a very capable him to keep up the traditional purity of the
teacher of music and produced two gems of classical style of Karnatic Music. His
musicians. One of them was Bhikshandar music was adorned with all the graces of an
Kovil SBubbarayar, who, possessing a singu- ideal kiad, melodious Gamakas Ragabhava
larly wonderful and melodious voice, be- and 7Tala Vinyasa. As already' mentioned
witched his audience with his exquisite though it was Vadivelu who introduced the'
musio, ‘their only fear being, that he should Violin into South India, "‘the potentialities.of
make an end.’ ‘The other was Anthanellur the instrument were destided to be brought
Subbier, who -was equally popular as a out only by this-master artist. So it is no
vocalist, being an expert in Tanam, and Tala wonder that the Violin has since become
Vinyasa in Pallawi. There was also one very popular.
Coimbatore Raghavayya, a disciple of I should not fail to make meation here
Paramcsvara Bhagavatar, who with a good of Sarabha Sastriar of Kumbakdnam, the
and well trained voice was holding his famous flutist who wasa pupil of Mana,mbu-
own in the fleld of music. chavadi Venkatasubbier. His play on the
! flute was as exquisite as that of Krishna Iyer
famous Maha Vaidyanathe Iyer and ©n the Violin, Though the flute was one of
Patnam Subramania Iyer. Maha Vaidya- the time-honoured musical instruments of
natha Aiyar possessed an inimitably melodi- South India, it had not gained much popu-
ous voice with. a good knowledge of the Jarity before histime. Itwas given only to
science of musio. 8o it was no wondegthat bim to popularise it by playing on it in a
he was a very succéssful and popular musi- marvellous manner. Though he was short-
cian. Besides, he had the unique cre- lived,the signal service rendered by himn to
dit of composing ‘a 4Raga-malika, a monu- the musical world has made him immortal.
mental work-contdining all the seventy-two & J. Though I havetill now dwelt on the pro-
nelakartas. Over and above all these, he, * gress of music with reference to ‘musicians
as an ardent worshipper of Stva, led a very

. _ : alone, yet I feel strongly inclined to make
pious and austere life,: which secured him a special mention of Krishna Bhagavatar
the respect of all with ‘whom he came in

of Tanjore, whose music was ofa high order
contact.

) _ of excellence, and who systematised and
. Patnam Subramania Iyer, his successful popularised Hartkatha - Kalakshepams con-
rival, was a marvellously good hand at

siderably, Further, the art of music during
singing T'anams -and Pallavi.’ -His wusic . the last century, which .shows a macvellous
was full of Gamakas-of various kinds, ' He

expansxon in all its branches by producing
would sing the Kirtanams of Tyagaraja end va master artist in each, reached its climax
others without changmg their form. He when'lt gave birth to Tirumaruhal Natesan
also composed a large number of Kirtanams, whose play on his Nagasvaram was as ‘ra-'

In the next generation, flourished the

ﬁu‘f,gg)gl:{.  Varnams and gl'dlanas dwhich.have gyishing s that of Orpheus of o}t on his lyre,”
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Ot the artists that entered the field in the
beginping of this century, there werea few
who preserved with jealous care the purity
of the classical school, the most prominent
of them being Ramnpad Srinivasa Iyengar,
a disciple of Patnam Subrainania Iyer. He
possessed a fine voice and had a sound
knowledge of the science of music; so,
besides his being a successful Vocalist, he
was a composer Kirtanams, Varnams and
Tillanas. There were others who, though
not well versed in the science of music,
were good popular songsters.

As regards the(quality of the music that
we hear now, those that have had the plea-
sure of enjoying the music of Maha Vaidaya-
natha Aiyar and Patnam Subramania Iyer
say that there is o great deterioration. The
old classical style is not so strictly kept up
asit-vas done by the musicians of the last
generation. Besides, the introduction of
accidentals in the elaboration of a 7aga and
in the doing of a song is a target for criti-
cism. If this is true, a thorough exami-
hation of the circumstances that brought
about the present condition of the art is
flecessary

‘During the last three decades conditions
have undeuzoue a thorough change Oune

~"who has closely studied the progresss. of ;¢

music during the lest thirty years, can not
but appreciate the rapid diffusion of musical
knowledge among the people. Time was
when a kind of odium was attached to music
and the musical profession. Now music
has come to be recognised as an accomplish-
ment that every one should feel proud to
possess. In olden times the Goddess of
Music seems to have taken a farcy only to

the palaces of Kings and the mausions of the.

nobles who were patrons of the art. Zeople
in those days had very fl,\w opportunities to

hsten. ko, good music, oo
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Now, on the other hand, many musjd
Sabhas and music halls have come intg
existence, which have brought music withl
in easy reach of all. As a result of thi
many take interest in the art and are cagil
to cultivate it as a hobby. The so-called
amateurs in tho art show sometimes a ﬁq
taste than the professionals. Their lovd ol
the art is so great that they make it the[}
life-study end come to possess a Y
knowledge of the art and science
music. What is the result? Intelligell}
criticism springs up, which will surely haYAN
its own influence over the professionals,

I know }hat there is a loud complai
some quarters that the sacredness of the,
is gone as music has been made very ch
by the starting of music Sabhas. Re
lovers of the art should, on other hand,f
keenly interested in spreading the know!
ledge of this divine art, so that all can pag

take of its enjoyment. They may be jus
fied in saying so, for some of the prese
day Sabhas are not managed properly buf
being run on commercial lines, they pla¥
to the gellery and put up all kinds ;of
com:;nodxtnes for sale. -

_ Again, the musicians of to- day with a.fe

honourable exceptions have not been tl'aln

under the old Gurukula system The prase Iy

ready made thmgs in everytluug Musxc
no exception. A person with a liKing f
music- seeks & short cut to qualify himse}
for the musical profession. He learns a fe}s
Kirtanams and Varnams from one who h
a smattenng of music, and somet:mes fro

tilated versions of the Kirtanams of Tyag .

l‘dJl and otlers. In th) absonce of authe.

whose motive is.onlyito makegmongy,
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8 Sabha in which a musician began the song
of ‘Sanatana Parama Pavana’, but for anupal-
Javi used that of ‘ Chénnanadana ', which did
not attract the notice of the Sabka euth riq
ties.- I could quote a number of such insta-
nces, but thex_-e isno need. This goes to prove
the. necessity of having a few experts in
music on the directorates of music Sabhas.
Otherwise musicians will find it very easy
to sell their dirty wares and pass for men
of real merit and Jearning.

[ shall now proceed to draw your atten-
tion to some of the excrescences now discer-
nible in the music 6f South India. In the
first place, the harmonium is displac'ing the
time-honoured Tembura for the drone. I
need not detail the disastrous effects of this
on our music. The voice of the musician
is drowned in the noise of the harmonium,
e_md the musician, who cannot be credited
with much Sruti-gnanam now-a.days, goes
on recklessly crying himself hoarse with
the result that his so-called music becomes
& mockery. So the use of the harmonium
should be put an end to.

In the second.place, some monstrosities,
are cpommitted by some musicians in the
name_ of Tala-Vinyasa, which is eatirely
different from that of the popular school of
Anthanellur Subbier and Patnam Subra-
mania Iyer.’ Vinyasam in Talam at the sacri-
fice of Raga-bhava, is nothing but a muti-
lation of musie. To'prepnre a labyrinthine
series of all kinds of unnatural jatis divor.
ced from raga-bhave, and to vomit them on
the platform, require no real knowledge
of music. Probably this course is
resorted to only by people whose
knowledge of Ragas is extremely poor
and who are put to the necessity of
mrstifying their audience - with
feat; of Svara gymnastics. Asill-luck would
have it,a few orgenisers of rare corncerts,
N~k

their ving
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c.aourage thiskind of monstrosity by arrang-
ing music parties which may well be styled
as 'Saptha Rishis’. It is indeed a pitiable sight
to witness this murder of music committed
by a flutist or vocalist at the centre, accom-
panied by six others arranged in the form of
a semi-circle around him, players on the pot,
kanjeera, dolak, moorsingh and what not. A
large number of people gathering to witness
and enjoy this murder, reminds one of the
gladiatorial fights of ancient Rome enjoyed
by the Romans of that time. I take object-
fon not so much to the use of percussion
instruments other than th'e time-honoured
Mridanga, as to the ludicrous combinatjon of
a number of them in a musical performance,
In the middle of a Kirtanam or Pallavi, when
the musician gives a turn for his acconi-
Paniments, the time consumed for'one round
is so long, that it often happens thai the
musician forgets the piece of music h: be-
gan, and one hes to re:nind him of it.
Tbirdly, in singing or plasing Kirtanams
in.the elaboration of a raga, and in 1)allaut"
accidentals are introduced, and the purity'
of the Karnatic style is hopelessly violated
by ignoring the Jeeva-Svaras and Murchanas
of Ragas and mixing up variations of Hindu-
stani melody-types. There should not be a
.mixing_ up of the Karnatic and Hindustani
methods. If a musician learns a few Hindu_
stani songshe should not spoil a Kirtanam of
Tyagaraja or Synma Sastri, by thrusting

in a few variations of Hindustani
Gamakams. The purity of each should be
strictly maintained. Freedom  within

limits is wholesome, but an absolutely
limitless one is nothing but anarchy.

Again, 8 few of the present day musicians
want to show off their skill by perform-
intellectual featz in raga-alapana,
resorting to what is called ‘SRUT/-
BHEDA’, \\.rhich marthe ruyi-bhava greatly.

ig3kind, 8¢ Deayaiadhef am conbe pasily,

-
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practised and great skill can be attained in
it. If-an expert in music indulges for a few
minutes in this kind of jugglery for the sake
of introducing a novelty, it will take root
in the minds of hearers, who will mistake
the husk for the grain. The public taste
will be spoi'led. I here make a request to
the musicians who resort to this, not to waste
their intellect, in sowing nettles in the
fleld but to use it more profitably in explor-
ing the many untravelled regions in the
wide world of South Indian Music.

There are a number of problems awaiting
golution at our hands e.g. the much-vexed
sruti problem and the much-longed-for_
notation, besides a host of others. These
can be successfully tackled only by those
who are well-versed both in the art and in
the science of music. They must be brought
together by holding annual conferences in
which the several problems - should be
discussed, with practical demonstration.
I am however glad here to note that, so far
at least as South India is concerned, the
Madras Music Academy has solved the
Sruti problem.

Academies of South Indian Music on
sound lines should be established all over
the land in egreater numbers and the
patronnge of RaJahs and Zu.mxndars secured
to ensure their permanance.”
the several departments of music should be
employed as profesqors to train gifted
youths for the musical profession. Their
services should be availed of to give free
lectures on music, with demonstration to
educate the public taste. Experts in the
‘profession should be enroiled as members
of the Managing Committee. This scheme
can be carried out only with the munificent
help of royal patrons of the art. In thisr
connection, I hail with gSateful delight the
establishment of a College of South Indian

Music .at Chldambnram by the' mumﬁcmt
5&! : D SR
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Sir Raja Annamalai. The Raja has pl "
us all under the deepest debt of gratit mr '
and I wish the institution all success: g
prosperity. H
I acclaim with equal joy, the
duction of music into the curriculam
subject for the University coursé. We I
strengthen our agitation in this matte )
bring -the full weight of public opiiﬂb
bear upon the .University authorit_'!e'" s

a healthy co-operation of the Ac¢ _
in the lapd with the University will.

music among the people.
There is one more point to which I

like to draw your attention viz. the p!. J

of musical llterature We have no !‘;‘t

Sanskrit, which are a sealed book to‘
So it is high time for us to take steps
prove the state of our musical lite

exlsts between the music that we
the one we read of in "the few

I shall close w1th a fe
observations for the improveme
art. We can make our vocal musi
appeals most to us, more )
by giving a good training to the:
Our friends of the Hindustani |
pay fnuch attention to voice-tr
. which #e shal do_ well to adopt.3

1
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they use oniy the T'abala in & musical per-
formance and do not go in for a number of
percussion instruments in arranging fo

party. We can learn a lesson from th'

and if at all a number of musical instru-
ments should'be played together,an attempt
at an organisation of orchestral music
may be made. The emotion of the sublime
in Indian Music is aroused only by the
words of a song. To produce the same
effect by s ounds alone we sfjould have re-
cource to orchestral music. Besides, sing-
jingin chorus has not received its encour-
sgement in our system. It bas'its own
importance and steps -should be taken to
develop this branch of the art.
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Ancient Indie has been the mother of
numerous arts and sciences and has nghtly
, elicited the admiration of the other nations
of the world for its advanced state of civili-
sation even in prehistoric times. It is in-
deed deplorable that the art of music alone
has not kept pace with her sister arts and
sciences. We have no history of our music
and our musicians, Unless earnest ntempts
are made to raise the status of our music by
effecting improvements oa the lines sugg-
ested above, I can say without hesitation
that we are living only on our past reputa-
tion and shall net be contributing anythiog
to deserve the high praise that is lavished
ob the glory of our civilisation.

SVARAMELAKALANIDHI.
(remeTiai:)
INTRODUCTION
BY
MR. M. S. RAMASWAMI AIYAR, B. A, B.L,, L. T., MADURA.
| (All Rights reserved to the Author)
(Coﬁtinued from Page 181.)

The old seven Suddha-Svarasand the Sud-

Yet we have now Saand

N¢, are Vikrita Svaras, masmuch as each of

:dhg-scale formed. thereby have, doubtless” -them admits of .two! clear varieties, viz.,
become obsolete; 3
Po as Suddha (or better, Prakrita) Svaras,
Inasmuch as they are fixed and admit of
o varieties at all; while Ri, Ga, Ma, Dha,

Kémal and Tivra, that is, flat and sharp.

These modern Suddha- Vzkrzta Svaras,

twa_yg” in number, may be tabulated thus:--

o T | [ I l I L I I
a If‘l Pils Gl&x (_iiu l!flx__ Mlﬂs Pa Dlhax Dha, Ni;  Nig
- 2 3 — 4 — 506 — 7 —8"" 9 — 10— 11 — 1'2‘
(Fig- 5.)
]

A third varfety is added by Venkatamgkhi. 3. Cf. syrgey 21

-0 . . ool

FITEAT: 53T 5T F03aT |
- tacurdandt Prq].a.nka .
RN

; 2
Syt

7
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And, again these modern Suddhq-Vikrita
Svaras enable us to formulate, according to
the principle of Lakshya, the following
working scheme which may be sty led Laghu

THE JOURNAL OF THE MUSIC ACADEMY

Mélakartd, ( as dlstmguis

from the Brihanmélakartd (iﬁ?ﬂf)

Venkatamakhi;—

—-a @ g 5 . -gs
228l = Poorva Mélas, Svaras. Uttara Mélas. z |28
EL=| & ) : = |52
- I ; I £
s E o %
it :
i S |R,|G,|M| P|DyN,| Bhavapriya 1 :
g ; %%délnuka s R: G:M P|Dy|Ng Subhapantuvarali llg _éﬂ
10 3 | Natakapriya S |R,|G:{M| P|D; N1|-Shadv1dh9mérglm b
11 4 | Kékilapriya 8 |R{|G;|M| P|Dg|Ngl Svarnfngi 4
i 21 <§
14 5 | Vakulabharanam S |RiGyM| P|Dy(N, Nilmanﬁraynn_n 1
15 |- 6 | Mayamalavagowla | S |R;|Gy/M| P |D;|Ny Kdmavardhani gg :g
16 7 | Charkravika S |Ry|G¢/M| P|DyN,| Ramapriya o %5
1w 8 | Suryakénta S |R;|Gy{M| P (Dg|Ny Gamanapriyu %
f iravi S |R,G,M| P|D,|N,;| Shanmukhapriya 25 | 5
g(l) lg Il%?:::)rl\]i“raw S RzG: M| P Di N.; Si!lméndr.amadhya %? g
22 11 | Xharaharapriya ' S|RaGi|M| P|DgN,| Hemavati iy 5
23 12 | Gowrimandhari S |R.|G1[M| P|DyNy| Dharmavati
- iy 29 [6
2% 13 | Charukesi S [Ry|GyM| P |DyN, Rnsllab\)apn)&
27 14 | Sarasangi S 1Ry/Gy|M| P |D{Ny| Latdngi g({ :‘_6
28 15 |“Harikambhoji 8§ |R,Go{M| P|DyN,| Véchaspati Itk
29 16 | Sankaribharanam |S§|R,JGaM| P Dg[Ny M.echakalyalm |
’ {Fig. 6.) R

Inorder to be able to compare the Mélas of
Fig. 6. with those of Rimimatyus, it is de-
sirable that we should, first, know how
Fig. 6. was worked up and, secondly, learn
how ‘the Mélas of Svaramélakaldnidhi wero
formulated.

Now, Ri and Gu may be combineddn four
ditferent ways, viz. (1) Ri & Guy (2) I
3 ] Ga 4 RL and o,

and Goy (3) Riy ond Gay () Fia and. ¢

.Suddlza Mudh yama or Poorva Mclas,

AL,

N

Similarly, Dha and Ni may be combme
four different ways. By tacking the: -fq
varieties of Dha and Ni to each of 'the f
varieties of Ri and Ga, we have six
varieties of Ri, Ga. Dha, and Ni. . Th
sixteen varieties, when further msmpula
with the two varieties of Ma, yield thir
two working Mdélas for which see Fig.
whera, it will bz scen that Mlas 1 to bt are

!!:

RO L NIREE SRR PO J S JESEE

.!.a ¥pecialists can do, I'try to bring ipto prominence
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Mplas 17 to 32 are Proti-Madhyama or

“I sball now (first) specify the names (of
Uitara Mélas'.

the Mélas) and then (secondly) explain-their

Pt characteristics. Of all the Milas, Mukhiri
Ramamétya, on the other hand, merely s the first. Other Mclas are as follows: —

specified the names of his Twenly Mélas and Maldvagoula, Srirdga, Sirangandta, Hinddla,
stopped with explammg their charactristics. Suddhardmaknya Déscikshi, Kannadagouwla,
Hert.: is what he wrote :— Suddhandti, Ahars, Nidarimakriya, Suddhq-
. vardli, Ritigowla, Vasantabhairavi, Kéddira-
FRA0T FET lul&%“: iﬁi!%\sg:u l gowla, Héjujji, Sdmavardli, Rivagupti, Sdi-
ﬁg tmﬁ-ég g{a’f&ﬁg arr&-q; i marta, and Kdmbhdji. Thus there are twenty
. 5 L Mélas.

adl ATSIATITET AS: WEOTHTT: |

areATER @ WS fefrewe I

YTTAGRATSHS JTraframioT: |
rewaEfe gEmETE Yow |

AEAASHAT AT(AO TR |
¥ gEaTea Qfymieea dew:
FGANTNE Nereg geifaa: |
kritonaa Ygaht Yoneaa: |
#Z: QTATTATLT A FoF: |
QAT TR ATH FATA NEwEaT: |l
wEifaTiidaa

And continued R&mamAatya ;:—

AN A=Y |
TEEEER L HT TATEREHT 944

*“ And their characteristics are explaiued'
thus: the Méla of Mukhdri, for instance, con
sists of seven Suddha-svaras.” v

In this way RimaAmitya went on. Evi.
dently he did not care to deduce his twenty
-mélas from any kind of punctples but per.
haps recorded such of the mélas as were in

vogue during his time. Even in so doing

1. In this arrangement, Venkatamakhi's Poor-
v Mélgs 1to7, 12-13, 18-19, 24-25, 30 to 36
slong with their corresponding Uttara Mélas
3to 43, 48-49, 54-55, 60-61, 66 to 72—have
ull disappeared. Let me not be misunderstood
that I récommend the total. disappearance or
even destruction of the non-selected forty Malus. .
By all means, retain them ; but reserve them, for
the time being, to the specialists; and do not

the Laghumdlakartd of 32 Mélus, as distingui-
shed from Venkatamakhi's Brihanm ’aL(u(u
of 73 Mélas, only in accordance with the
principle of Lakshya, which Ramanmatya toovk
pains to elaborate. An analysis of 505 songs of
Tyagaraja, published by Narasimha Bhagava-
tar, shows that so many as 455 were placed in
Laghumeélakarta, while only 20 were relega-
ted to Brihanmdlal:arts .

Even  in singing

consign them to the care of careless persons. the latter twenty, there i warked tendeney
. -t . . N

Sitging the non-selectod  (or  reserved) Melas  forordimary porsans to Lol them under Laghn.
I8 like cycling on a wire, which noae Lut th.. wdlalhailid, s i s s ts Soeling

8002 18 noy suxJ in g Cirauema Lt
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to two of his twonty Mélas, viz. Sdranga AT
and Keéddragowla thus : —

he happened to slip into a palpable mistake

of giving thesame identical characteristics

Sarangandta Kedaragowla
TP YT FRIRTAATIAT | ayavsr ST ORI SRR R
g Rrirraer SEATEAFTITE: | ;@qtqqnimgamﬁm:

STAATATAE T&: qaeadda: |

QARSI ST TATATERA FRaa: | E
“The Meéla of Kédaragowla consisis gy
these Svaras, viz., Suddha Sa, Panchasrult iy
Chyuta Malhyama Ga, Suddha Ma, Su

“ Ramamatye characterises the Méla of
Siranganita as consis_ting‘of these seven
svaras, viz., Suddha Sa,”  Panchasruti Ri, Y Dhaand Chyuta She
" Chyuta Madhyama Ga, Su'c’ldha Ma, Suddha 11:’ ‘:-“ Panchasrutt >
Pa, Panchasruti Dha, and Chyutae Shadja Ni.” y ..

(Fig. 7))

The veriest tyro will not fail to note the Venkatamakhi in juxtapos'ltlor.l — .
identical sameness in the characteristics of (1) As re‘gards some de“"“'lv‘e's °
both the mélas. Inasmuch therefore as “SRIRAGA J}WE[“{:S...7 4
Sarbnganata and Kédaragowla merged, in Ramamatya:—The Mela Of' I.IS‘”dzil:; °T\., :
point of their characteristics, into one, ‘how sists of thes.e seven SL:aras, (v}lz-. g l;dh "~M
could Ramamitya count twenty ditferent Panchasruti Ri, Sithirana Ga, Suiche Ky

. P .
mélas? Quickly therefore did Venkata- Suddha Pa, Panchasruti Dha, and Kaisilg
makhi hasten to lash him on this vulner-

Ni. Then do [ enumerate some of ¢
able point and wrote: ~ According to Rigas d?rived fl‘°f“ .thisll;l.cl;; "";Jit
yourself (addressing RamaAmatya) Saranga ure:——Sr.trag.a. B{la.”‘“'-.". GO“_’ 4 )lf'l_"i::i;‘a :13
nata and Kédaragowla merged into one ddhabhairavt, V‘u{uca.h, .’Utllaf)(.l.all, da-’;;{ 1
Mila. How then could there be twenty bharanal{l. Andoli. Dévaganthiri, an pr
mélas 2" ' yamadi.” * o . E
. Venkatamakhi:—" You said that. B g

ravi, Sankardbharanam and Gowii were @]
rived from Srirdga Méla. [nasmuchas BhAge

Nor did Venkatamalkhi stop here; but he :
] ravi has Suddha Dha, Sankardbbarnam h ]

proceeded to attack Ramamatya, using even '
rough language, o nine more points. We Awtara Ga, and Gowlt has Kdlca{t _
shall deal with them, one by one, and place and inasmuchas (the last mentioned
the views, thereon, of both Ramamatya and Gowli may (rightly) be derived from M‘ila‘ ‘

oi: grEig: e T 3eE:
SR ST AT geaTel IEATEtE
Yeradh arEad oy sie = [
AT FATCATE AR AT T
QAT F (A AZ A TRAETT L

* Bas .
-+ Svaramélakal4nidl
PO STARI TR T E 3

L Of. s IR QAT FRAATHALALZT: |
+ . - - o N\ .
HAAARHSE AST T AT T
Chaturdandiprakasika.
L CL pZaEes SFYAHRTIE T |
THLFUIAMATC TR TLAAHT
LEpitEece EateatSRtLteRt

amd
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qowla, how can you (dare to) say that these
dyus were derived from the Méla of Sri-
riga? O! Rama! Rima! Ramal.

confused (is your head) 1!,

is one point of difference wiz., the latter
(Kannadagowla) has Kaisiki Ni, as practised
qu 1 by the experts (instead of Chyuta Shadju N¢
of Ddsdkshi).”

Venkatamakhi—" The statement that
Dosikshi, when it attains Kaisiki Ni, be-
comes Kannadugowla leads to an absurdity.
The fact is Lhat Kannadagowla belongs to
the Méla of Srirdga®.” :

(2) As regurds some derivates of
“SUDDHARAMAKRIYA MELA.”

Ramamatya :—* Some of the Rdigas deriv.
ed from the Méla of Suddhardmakriyy are:—
Suddhardmakriya, Pddi, Ardradési, and
Dipaka.’’ ’

Venkatamakhi:-* Inasmuchas you (wron-
gly) said that Pddi and Ardradési were
derived from Suddhardmakriya, and in- Ramamatya::“ Some of'the Rdégus deriv-
asmuch as the truth is that they were ed from this AMila (of Kunnadagsula) are
derived from the Méla of Gowla, O! Rima, Kannadagoula, Ghantirava, Suddhabangdla,
you have committed a great sin, to remove Chhdydndta, Turushka T'odi, Nagadheani, and
which, you should contemplate the name of Dévakriya®.” :
(that great) Ramad.” .

Venkatamakhi:— *“ The statement that

(3) As regards the Mela of

“"KANNADAGOWLA.'

Ramamatya:— As between the character-
istics of Désdfkshi and Kunnadagouwla, there

(4) As regards
“GHANTARAVA RAGA.”

Ghantdrava was derived from Kannwlugowl
has involved you in a heinous sin, from
which, O! Rama, you caunot cscape even

though you go (on a pilgrimage) to

1. Cf. Zorrefirai ey @l A371zaq |
FEFASTET TEATEASRA w237 1|
N - -~ s -
FirvareriangIsa gTeat Iy T -

1. CL gt R ;‘“qt;q’\tm: [RTATIREGET |
aitformer % Rrateerar siraniesr: |
o« D o
awT WO gRATaATRaarEg |

FCRTCOT ST I & | . fi1:

FRTHSHATT tﬁa’it:rmaw g | Svaramélakalinidhi.

T ATEAAteTer TaaTRatEa:

TN gARAT FFHACTAE T | 2 Cf Rmmdine oI R TE T T |

F9 AFAY TH TAAR & 97 || ATFATINE: T IS EATIRAGTITET Il

Chaturdandiprakdsika. FATNE: SACTHEAAT T 7 T?-EH‘\ ]

EASH a@(fqﬁﬁqf q’rgﬁﬁﬂi’iiﬁ T qEw: | Chaturdandipra’cisila-

QAT EITTA T T 7 |l .

3. Cf. fEngn® QMA@ E] 27 |

O FASTISTETETATTVTREISIT T ||
TFAMSACAT T FOATRTZETT: 9T |

Svaramélakaldnidhi.
3. C. eIy @7 TR TIRSF: |
TS QEMEETTET TSR WA 1l

AETATFY THITHEATTATE | HAT EEATE T AT Ave i
- LN N o Y =Y - = » ~ ~ w_r. . :
qrearZ g iR Sfagiateiss o ETRIRITRTAT A0 Hl T |
R R N s : B e AT .

' Pdtindandiprekdsito,, Sigramfakalanidhi. .
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The fact is that

TEY)

Ramasétu (Ramesvaram).
Ghantdrava is devived from Bhairavi®.

(5) As regards
“NADARAMAKRIYA RAGA."
Ramamalya: —The Mélq of Nidardmakriya
consists of these Sturas, viz., Suddha Su»
Suddha Ri, Sidhirana Ga, Suddha Ma, Sud-
dha Pa, Suddha Dha aud Chyuta Shadja Nit.”
Venkatamakhi:—" The statement that
Nadardmakriya has Sidhdrana Ga discloses
~ O!Rama, your senility. The truth is that
Nadarimakriya has Antara G‘u "

(6) As regards
“ RITIGOWLA.”

Ramamatya:—" The Méla of Ritigowla
consists of these seven svaras, viz., Studdha
Sa, Suddhd Ri, Suldha Ga, Suddha My, Sud-
dha Pu, Panchusruti Dha, and Kaisiki N

Venkatamalkhi:—“While Ramamatya has
spoken of Ritigowla as a Méla with Suddha
Sa, Ri, Ga, My, Punchasruti Dhu, and

THE JOURNAL ,OF THE MUSIC ACADEMY

Kaisikt Ni, the truth is that Ritigowla
(not @ Méla) but a Riga derived from th
Méla of Bhairav.”
(7) As regards

“KEDA RAGOWLAU’

Ramymatys,—" The Méla of Kedmagou.{
consn:ts of these svaras, viz.,, Suddha '

ta Shadja N
Venkalamakhi:
name (of Rama);

—"“1 feel sorry for yo
for, you mistakenly pld;

ced Chyuta Shadja Ni in the Méla of Klddrd R‘

gowla. Tha right svara of the Méla is Kawz A
N'ﬁ " H

(8) Asregards
“HEJUJJIL”

Ramamatya:—"’l‘hc Mela of Hejujji consiste;

Antara Ga,
Dha, and Kikali /\“‘ ”

4. CL. pEaTII®ET H3 QEIATIA |
TUICT T O TEFATATGA: i
g5 ATy U UG Ta(sty a
AT Y TW G w@G N
Chaturdandiprakdstka.
L. Cf. s7gr: gAqarier SgaTes WA+ |
qrsIrTati syiare: TRi: g Faa)

qTCA TS
Svaramlalalinidhi.

2, Cf.

T Y0 ATTARF T, |
JOIOTOET AT qArd T 9730
ALITTERTIAITG TR H )
AITTACRAINS AT STFATRI: 0
Chatur: luml//;l(1/\u~1'/ul-
3.CL gpEy mivagr: 0 'T"’leH"“-qu

10

:J’

4 m’rr*mew %‘TTFL Il
. NPT Suaramdla]»ald"'fdh'-

4. Cf. ety GfFTZTeT TURZET TN 1LY
Z0: glwan: o trgfasdaa: | g
FRrprrerRTrzA O ARy eaar 1.

Soehgnaged QfTlE: TRGT N 3

Cltaturdaudwrakastka;

1. Cr.

Zer WA Gy TawdaEat |
SATATH AITCEIITLS ﬁwws:.
ricntEhe: TaeERthn: gafaa)

Svaranula/\ulumdht ‘

T8 FEEIAETET ITRTRSET S5 |
FATE A AT
aTEAIAT A 7 Tarhinal ga: |

4, Cf.

FETFETRA R ¥ FIramta® ||
Clmtun!uudipml\(isika 3

TIE1T TEHETAL FTT ATIEA N LS

FSALATE TIRSTIET ROITR:

5. Cr.
Lt '11"

CATETLA LT G FREACEC Y]
“.Svaramél akaldmjh

zfx whvag 1

B~ e 5 e i = e
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Venkatamakhi:—"It is stupid to place Kd-
l:ali Nt in the Méla of Hejujji, for the right
svara of the Méla is Suddha Ni.™t P

'(9) As regards
< “KAMBHOJI

Ramamatya:—" The Mia of Kdémbhoji
consists of these Svaras, viz., Suddha Sa, Pan-
chasruti Ri, Antara Ga, Suddka Ma, Suddha
Pa, Punchasruti Dha, and Kdkali Ni,"™!

Venkatemakhi:—* Does not even the
maid-servant of a Vainika know that Ka-
mbhoji has Kaisiki (and not Kdkali) Ni 9."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 Swaramdlakaldnidhi and Chatur-
dandiprakdsika, there elapsed a Jull century
and a little more, that the musicul 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
suthors might, therefore, be right and
wrorfg—right in their own times, and wrong

in otker times.

Living, as I do, three centuries after
Venkatamakhi who insisted on having
only Kaisiki Ni fov Kdmbhsji, I may repay
the author of Chaturdandiprakdsika in his
own coin and retort: * Does not even the
cook of & Vainika know that the Kdimbhaji
of the present day has not oniy Kaisiki Ni

257

but also Kdkalt Ni as in the case of the.
phrase @fdqrarET(Sa--Ni—Ps—Dha—8a)2.
Again, in your chaptsr on Rigus, you dared
to write—

st uuisenay 7 & afqa:

(Kambhoji Raga, though Sampurna, leaves
out in the ascent Ma and .¥.')

From this heirous tin, O! Venkata, you
cannot escape even though you go on a
pilgrimage to Tirupati, the abode of Lord
Venkateswara. For, whether your Kémbhéji
corresponds to our Kambhiji or Harikd-
mbhdéji, Ma is never left out, though Kdmbhdji
leaves out N7 in the ascent.”

Surely, then, Venkatamakhi threw stones
at Ramamitya, while himself was living
in a glass house; and his strictures on
Svaramélakaldnidhi are unjust, uncalled
for, and even offcnsive to a degree. &

Still, a Venkata may persist in reminding
us as to why Ramaméatya, having merged
into one, Sdranganita and Kéddragowla, ven-
tured to count twenty A/¢flus? This, as I
said, is no doubt a vulnerable point, But
be it at thesame time noted, that during
the long period of a full century, after
which Venkatamskbi criticjsed it, Heaven
alone knows what changes or modifications
the manuscripts of Svaramélakalinidhi un-
derwent in the hands of different indiffe-
rent copyists and what sort of a copy finally
fell into our critic’s hands. Even assuming
that Ramamatva commitied the blunder
attributed to him, I am disposed to think

1. Of. qgog® Wm%ja*cnﬁ?% !
mrcurmwa ara 7t aega:
-‘rﬂa'ﬁ":’-}" mrm‘n’ ’T’T—'TF"T 1]

' Chalurdandiprakdsika.
1.Cf oy ft wiqcwtasat (a9} qaerat a4ar |

'.‘:

TR AR A B Yo
Svaramélakaldnidhi.

g2 Cf. Ti;:ir:ﬁryqlr?": FinFTe ﬁ"TT’T'I
yfa« drfa i FmEan gegrea il

! Chaturdandiprakdsika, -«
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quoted at least a few instances from him in tances from Kohala, I?nttila, thu::a a 1
support of their théories. We are thus Nandi, leads us to believe that : elonge
made to believe that out of the five Bhara- to the latter date of the fo}u- ato:,;:r m:
tas, Nandi and Bharata were powerful and tioned Bharatacharyas. It 1sbr11]0kc " ecat 3
had their influence among the latter clas- hold, as a later autho.r Kumb dal\;rt:, dji g
sical authors on music. According to King that Kohala and Nandi fol]ov:r,eh.- th: :bgav'
Raghunatha of Tanjore, Umapati a later school. Matanga along. wit . bov g
usic, followed the school of four authors had mentloned- another ,'b
aumo'r “Hes ' name.Chetura whose identity is yet to b
Nand . investigated.

frera His work ‘Brihaddesi‘.}i
5 (I‘gf\ﬂ' e A= monumental one and deals with the Sl.lb] o8
Aatgara |

in a Sastraic manner with Purvapakshalf
Umapati's work was also considered asan , 4 o gponsam He discusses any subje

He says:

ERREL SRRt ST

hera

epitome of the criginal work of Nand'i. It to the last and finally establishes -his
appears Raghunatha borrowed some ideas opinions and theories on sound basis.
from Nandi's treatise which might ha?’e instance he discusses' the origin of &r :
heen in existence in his time i.e. t'll from the standpoint of Sankhya Vada, ‘>
1620 A.D. from which, we could not tracg its nama Vada, Vivarte Vada and lastly. @
existence till now. Some have ascnbec! Utpatti Vada.
another book * Nandi Bharatam'' to Nandi
and it is to be ascertained whether the
latter is the self-same author of ' Nuandees-
ware Samhita’. It is also held thz.at
one ' Bharaturnava’ of unknown authorship
is a concise form of that of Nandi.

b

LTt i ety AT v

» ¢ - X
arged T rad T weder qRofyar i
afyzaawar Tofy gaar alRwwa

Matangza had originated what is calle

Duadasa Svara Murchanas which came intg

Matanga. disuse soon after him. A later authopl

The last of the Bharatas Matanga, wrote Kumbhakarna of the 15th century sagei— g
*“ Brihaddest,” o :
important work oslled ** Brika \ ) . o
f::icll;npis priuted at Trivandrum. Some HI T I{\Eja'[ sr.ra:'gra‘f'\{[ %(mﬁ “ )
hold that Matanga is older than Silppadhi-  RAIFET HA &4 GzT afaw
a3T TreeraEt atgivac T T )

i i i tes to 200 B. C.
Laram in Tamil, which da i ;
It wentioned Matanga and his theory. But nag gﬁr %‘i’} Enirgtaf%z T
holds bis theory as corredd

historians hold that he was a contemporary
and quotes fromm Nandi in his support thus

of Mahendra Vikrama. He was patronised DBut Matanga
i {i y he hislorians
. this Pallava King whom the . . ‘ |
E‘ -iu]ned to 300 A.D. It is too dillicult to aﬁ?a?gitq{chgﬁ—m{ﬂ@(mﬂ :
tclﬁl:)d reconcilietion between the two kinds A=Al 3;.1 \ ﬁ'f%‘ql"ﬂ& &{’Eﬂ'i‘l ;
of historians viz. those of\xrg.l{\PPudlulca{-‘c;m Z;: ﬂ':?{l'f;{ P :7

f the King Mahendra Vikrama. e . . 3
X -\f ve hold that the five Bharatas lived i had dealt profusely about Desi Ra'ga
. | his chapter on Natya is no

) . vo o dr rentury s work ane "
S siee oxtending from the 3rd century 4 : -
ixx the tine extending s Ll Aatare available now. Rumbhakarvae notices thusi
B.C. up tu the 2nd century AD.aiid deaia avaitaide now,

: i i 3rd cenlury N RN )
a the last of them lived in the J) ar N - fa 3z {ﬁﬁm "l
;gA’D', The fa,‘ct __ﬁhat\-";‘b‘dﬂ"ﬂﬁl‘Egﬁgggfgggn.siﬁ.},rmq? 3 qlggilﬁgl& —,".'gukidm ind Ul

Abhinava the commentator thinks that
these were prior to Bharata, which fact is
incorrect as has been explained now.

A

1 ¥ & gETH FrEeREegiEdRARhr
TR ey Rrag 1+ Abkinavagupta,).

after the time of Matanga who, while
mentioning all his previous authors, did not
state about these writers on :rusic.
to be seen 1n this connection that the great
Ml Kodimiyamalai inscription is based on the
@ theory of Kasyapa, Abhinava and Nanya-
deva each quoted, it is said, about two
M hundred verses from Kasyapa's work, the
disappearance of which, is really deplorable.
Some held Vrddhakasyapa and Kasyapa
were not different. Visakhila's work also is
not forthcoming and
knowledge about him is not to be had.

randa,’
Sarangedeva, of the early part of the 13th
century, mentions Brahma as an authior on
musie. It is not kuown who this Bralima
was.
across, with the name of ‘ Gundharva Veda.
Saram’, which treats of Sangeeta, Nrtta and
Nutya.
o e Upa e fas, This also has Leen ascribed
H Brahma, who might I}nvg been mentioned ) ) ] v
by Narads, the suttior’ol Makiranda ws is:, Motdm a4 brought forth the Roga Ragini'-.
v r
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. Kasyapa and Vieakhila.

As has already heen said that though the
works of Kasyapa and Visakhila are ndt
available till now, yet the two names are
found in many of the classic works of the
Jater writers on music. Kasyapa was stated
in one as the greatest authority on Ragas
and their usage (Viniyoga), whereas Visa-
khila Wwas considered an authority on
Svaras, Veena, Vamsa(flute) and the like.

stated now. The extent and contents of the
‘ Gandharve Veda Sara™ are available, says
IMr. Ramakrishna Kavi Garu, M. A, at the
University Library of the Punjab.

Vyala.

It is stated that a summary of the lour
Vedus (by one tenth of the original) was pro-
duced by Vyala whose date is not certain.
Narada of ‘Samgeeta Makaranda' had
mentioned him as a writer on music and 8o
he might have lived prior to even Sankuka
and Keertidhara, whom some have assigned
to the 8th century A. D. Asitis held that
Narada lived between 550 and 1030 A. D.
we can as well assign Vyala to the fourth or
fifth century A. D.

T CRARY T | ¥ AzEaaaTE

Sadasiva or Rudra,

In many treatises of the classical authors
on music do we find the name of Rudra or
Siva as a writer on music. It seems he, in
combiaation with Gowri, wrote on Gandharva
Veda, which purports to deal with celestial
music. A portion of “ Gandharva Veda " is
to be seen in the Mysore library.

It is to be believed that they lived just

It is

Tumburu.

It is mentioned that Tumbure in associ-
ation with Narada produced a work on
Gandharcam dealing with virious topies
relating to music.

therefore further

Anjaneya or Hanuman.
King Raghunatha sf Tanjore gives some
details about Aujaneya.
had mentioned his name.

Brahma.
Narada, the author of ‘Sungeeta Mulka-
who lived in

Even Abhinava
the time prior to Anjaneya’s work
is not traced. 1n treatises on TulaLakshanam
the school of Anjaneya is often followed.
Itis held that the present day music is
based on two schools viz., (1) The Narada
Muatam and (2) the Anjaneya or Hanuman
Matam. The Narada Matam is prevalent
This lias been considered as one of (1

In some classical works we come

i« saidYip the conth, whils thae Thinumn

Mot s cnmant inothe no

Daniodara a

later writ:r on music followed }:.funun.:.mi_
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classification of the Ragas according to
his Matam. 1t is not easy to trace the time
and history of Hanuman, whose work is in
oblivion. Whether he is a writer who existed
in some bygone times or is only a mythical
personage connected with the epic Rama-
yana is not known.
Dakeha Prajapati.

Abhinava, the commentator had men-
tioned one Daksbha-Prajapati as an author
ou music. Even Simha Bhupala the great
commentator on Sangeela Ratnakara of
Sarangadeva, had mentioned the above
author and it is yet to be ascertained what
his work was. It stated that he is the
author of Brahma Geetas (Vedic music). He
might have belonged to the 8th or 9th
‘century A.D. as Abhinava lived in the
10th century A, D.

4

THE IMPORTANCE OF MUSIC.*
BY
MR. P. R. NATESA AIYAR B.A., B.L.
Tanjore.

Ladies and Gentlemen,

I must thank the gentlemen of the work-
ing Committese of Raja Sir Anopamalai
Chettiar’s College of Music for the privilege
they have conferred on me, of deliveringan
address in connection ivith the Aunniversary
of that College. I am sorry that I am
unable to fully justify their choice. I am
neither a public speaker nor a music expert.
Besides, I have passed the age alter which
according to a ‘Tamil adage, ‘a manisin
his dotage . You must take me, therefore
“subject to all equities,” as a lawyer would
say. As we grow old we shed our enthusi-
asms, but [ for one, am urable te pare
my love of music, a love which I have, irs-

Wi

(To be continued.)
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Satatapa. =
< .
Though Sitatapi was menlioned by som

whether he wrote any work on music,
research scholars on the subject investi
and make a report of his w'.rit.,ings tost
Academy.

Umapati. . A

The work of Umapati has been identifi¢
as the Aumapatyam itself. It is said the
the work is a catalogue of technical te
on music and is based on the theoy

argar ,
An epitome of the great work Auma:
yam is available in forty chapters. He t
might have belonged to the 8th or ,

century A.D.

wh
pite of the somewhat disturbing influenceg
of a professional career. This is my onlgs
justification for accepting the invitation.-’;
The college of music, as its full nam
indicates, is an institution for which we a.
indebted to the princely benefaction Q@M
Raja Sir Annamalui Chettiar. Even among
millionaires it is not every one that found@
and endows a University and a College lik§
this. I must take this opportunity of exp'res
ing the profound gratefulness, of the publ g3
in general and of music lovers in particulag
to Raja Sir Annamalai Chettiar for thig
magnificient foundation. A college ¢
music was the dream of many of us, lover§
ol muasic, and our dream las become an

7" An address delivered on 9:11-30 at the Auaiversary-of th

o Music College at CLidambaram,
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accomplished fact. It must be a matter of
gratification to every Indian that the dis-
appearance of much of our ancient learning
and culture is being arrested and that stgps,
have been taken to preserve and develop
them. The . Annamalai University has
chairs for Sanskrit and Tamil.

Our Music is a precious inheritance. An
institution like this College which has for
its objects the developing, preservation and
dissomination of our Music, has a high
function to discharge. '

The college of Music is appropriately
situated on a spot, the mneighbourhood of
which, is rich in Sangeetaic assocjations, if I
may say so. JWH oneof the three branches
of Music—Jd, TTT and Fd—is illus-
trated by the perfect Divine dance of the
image of the presiding Deity of the Temple
at Chidambaram. The 108 kinds of dances

described by ¥{d in his ATZATTE are depi-
cted in the figures on one of the Gopuras of
that Temple. The autnors of the Csanrsw
derived their inspiration from the God at
Chidambaram and sang there some of their
finest hymnsin praise of that God. Many
of tlie scenes including the concluding one
of that immortal musical drama, ‘Nandanar
Charétram’, have been laid in Chidambaram.
Here lived and died Ramalingam Pillai alias
Ramalingaswamy, whose bymns in praise of
the God at Chidambaram sung in appro-
priate Ragas, are exquisite music tothe un-
sophisticated ear. These associations must
quicken the musical sense of the teachers
and students of this college.

The origins of our music are lost in anti-
quity. Our textbooks on music tell us
that Music or TIFI a{ is an 3‘!%7{ and
that it is an off-shoot of Hf‘ﬁ"{, that
five out of the Searas  of
octave had their erigin, each one fram one
of the five faces of Parama Siva,-thattie

feven our

‘

[,
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remaining two Svaras proceeded from
Parvati Deri and that the six primary Ragas,
Sri Ruga and five others, also proceeded
from Param . Siva aud Parvali Devi.

The existing Glﬂa’{ consists almost
entirely of sclect verses of the sgig
HF@T set to music. The Gﬂ"ﬁﬁ( thus pre-
supposes the Sﬁ'a? H&a'l' Many of the
hymns of the 5'1"%!"{ G’ﬁ?n' refer (o a race of
ancient sages named WPWE (claimed by
many of the Eﬁﬁl’s of theiﬁ‘%ﬁﬂ'&?ﬂ as
their anccestors), to @TH hymns sung by
them in honour of T} m'zf-?r, IqY
and other deities. The ﬂf%’tﬂs must have
preceeded those ﬂ?ﬁ's of the mﬁm

by several generations. The antiquity of
the age of :‘-Tf%"(ﬂs might also he inferréd
fromn the fact that they are referred to in
terms of veneration as ancient sagas in
one of the I’arsi Scriptures. (Whether the

m?affrﬁ? originated from the m?ﬁ as
chanted at present or the @IHs, as sung by
Wf}ﬁ?aq of still greater autiquity, it is
for the scholars to decide.)

The ®THAIL is said to have had 1000
AT of which only two now survive, It
is probable that each of fhe 1000 TIT@Ts
had slightly differant methods of singing.
It is for the experts to trace the evolution
of our secular musie from the G’W:??[-

The TFITs were the frst exponents of
our secular music and the ¥<FLs of the
dance. There is a story in the %’%’ﬁq
i?l'f%ﬁT—(\’Ilh. ’FT"'E) to the cffect that \335
sang to the ﬂ:"aT%s and, in retury for their
music, got from the 'T“F-el's the MF creeper
(which, probably, grew on land in their

possession and under their control). This
foaprobrchle cxrianation whe seeular music
.-
anie bo b cwned TIFQY LT P
. e . .
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There are one or two other references in
our Vedas to secular music. The code of
ritual in the %mm ATHT relating to the
AT sacrifice prescribed that the TIARTH
should be daily entertained with vocal
music during the one year's period of his
preparatory 3T, The other reference that
occurs to my mind is the ritual relating to
the day of HETAAH, the penultimate day of
the year-long sacrifice.

There is a long passage in one of the
ATH-Ts of the iﬁ‘a'{ comparing the human
body to n _ﬂ%ﬂ-' The Vina of that period
scemns to have been different from that of
the present day.

It is in the Puranas that we find the first
réference to professional musicians. The
ATTYTT relates that on the occasion of
the coronation of King 34, the %Ms who
anointed King, summoned @ and
HTITY (probably, proper names of
individuals) and directed them to sing the
praises of that king who, rewarded them
with slices of territories from out of the
country of which he was made king. (An-
other set of musicians named af:?s subse-
quently came into existence.) The ATTFLIA
further states that from the coronation
of 94, & and ATTY and their descendants
became the State musicians of kings, and
that part of their duty was to awaken in
the mornings, these kings from their sleep.
Instances of this custom are to be found in
the Ramayana and the Muha Bhuratus
There are strong.reasons to believe that
the ‘T'“;F}s and AT, at least those of
the Puranic period, were.the natives of the
country or the countries on the other side of

him

two

the Himalavas.
!iveH on this side of the Himalayas.

' Purinas record several sthe Lst AT of the TTIHT of EI’W"&’J, to 2
Jintercourses between them and those who
‘ Our
* music'must have come to_ us from thege
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the dance from ¥ q)

‘T:ﬂés and
<

I and the other Royal maidens of theg
family of King ﬁ'ﬂ? had learnt them in a.l «i
probability from TSa@&T and mfﬁ -

One might infer from our 5"‘1"5[3’-
U!f%'a and JeI¥As that the Brahman
daily life entirely consisted in rehglou'
observances and ‘that our ancestors had .l
time for any secular avocations, much les g
for apparent vanities like music. Such ail¥ 3
mference would be & Wholly inaccurate one! "

r JUWs FTTs and ATTHs bear ampl
testlmony to the inclusion of music .inj
the lives of our ancestors. Various ﬂiﬁ'g‘
and lesser Brahmans found time for)
investigating into and laying down the
principles of the science and art o
Music. Witness the long list of authod
rities, divine and human, on Music in one of 2§}
the Kirtanas (Vidulaku—Mrokkeda) of the
great composer and singer Tyagaraja.
Then, as now, there were also devotees of'—
Musie, musical enthusiasts who did
miss attendance at musical performances. {
QAATE in his HETITAH refers to such
persons as ¥ Hs, In the Ramayand i
the f¥s who heard T and S sing the]
story of the Ramauyana were charmed with
their music and it is said, that they even}
gave presents to the singers out of their’
scanty belongings. In the §FTHTUT of the .
Ramayana qremMif®  describes EIAT, as ~:1‘"
sceing some of the ladies of qau’s harem %
asleep, with their musical instruments in g
their arms, after musicial performances M

were over. Similarly EHTI%'{TH refers in ¥

>

 Maade, -

REEY. S ]

Sangecta partiesin Alakapuri. Both Valmiki
and Kalidasa have obviously transferred tcl

Lanks and Alekspuri’ the habits.of thig
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4 ’ people of the countries in which they them-
celves lived. The Vina, the Flute, and the

Mridunge came to be associated with tlie

divine belngsm;ﬂ, STFET and ﬂr”’(
respectively. . AT@A<H¥T in the well-known
2%TRs of his %Eﬁl‘ glorifies our Music and
assures Wﬁﬁﬁ to those who have explored
the secrets of Music.

HW&W{ the Jove of Music is ‘the last

According to the

infirmity of the Human Soul,’ whick even

after its liberation and realisation of its

identity with the & bursts into song. It
is unnecessary to multiply evidence for the
position that Music was regarded,jn the life
of our ancestors, as a source of the highest
and most innocent pleasure and as a means
of elevating the mind.

The richness and variety of South Indian
Music are wonderful. The number of Ragas
is practically unlimited. Our text books
tell us that it has Rugas appropriate for the
expression (to use a mixed metaphor) of
every shade of the Nine Rasas.

For reasons unnecessary to state, such a
precious inheritance as our Music isin
dange.r of being lost to us. An institution
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like this college which brings music to our
homes through our younger generation is
an institution for which we should bLe
supremely thankful to its founder.

It is a matter for regret that high class
artistic music is now some-whatat adiscount
and that the taste of a certain portion of the
public is for inferior diluted music. Artistic
music must no doubt, be also caviare to the
multitude ; but none the less, it is the duty
of our professional musicians to educate the
public into acquiring a taste for high class
music. The College of Music is a young
plant. I have, no doubt, that by Goed’s Grace,
with careful nurture, it would grow, develop
and prosper liko the Sacred Banyan Tree
(s3q=Z) and that under its ample shade,
our young men would imbibe good Musia
from their teachers and go forth’proud of
their posession. It is appropriate that I
should conclude, on an occasion like this,
the * Manchi Dinamu Nede’
of the Pulum of the master musician
Kshetrajna in Ruga ' Ananda Bhairavi’,
which, to the ear of a non-expertlike myself,
is one of the finest Ragasof South Indian

Music.

with words

TR |

THE TEACHING OF INDIAN MUSIC IN SCHOOLS.

(Some Problems.)

BY

MR. P. SAMBAMOORTY B.A., B.L.

Lecturer in Indian Music, Queen Mary's Collcqge,

Indian Music, has after ail found its
rightful place in the scheme of studies both
at the school and the college. More
colleges and schools are likely to start the
teaching of the subject in the wvears
come. I Lopethe day will not

wlien music will come to be taught

pulsonly in all our boys’ and girls’ sc] ools.

om-

Madras.

at least up to the third form. After the
third form, those students having a special
aptitude for the subject might purdue its
study furtlier on as a special subject in the
hocher fa 0l University course.
ool muste dn tue

The mu-

loner Llasscs is quite essential.
sigal illiteracy of our people is sgrpnw‘hn.‘tj-
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appalling and this compulsory musical
education will go a great way in minimi-
sing this evil in the decades to come.

In the West the teaching of music is very
well organised and music teachers are given
excellent theoretical, and practical training
in professional institutions in the methods
of imparting instruction in the subject. In
India there is not a single Training College
to help the music teachers inthis direction,
so that he or she is often left alone to devise
his or her own .methods to deal with the
geveral problems relating to the teaching of
music accordiug to the peculiar requirements
ofthe difterent standards. Nor are there
facilities for the several music teachers sca-
ttered all over the Presidency to meet perodi-
cally and dicuss these problems, so that
every one might have the benefit of profiting
by the experiences of others in the field.
During the last fifteen gears, several music
conferences have been held in South India
and not one of them bestowed any thought
on the pedagogic aspects of the subject.
Hitherto the teaching of music in India has

been confined mostly to individuals. The
teaching of music to groups of pupils in
schoolsis & thifig of recent growth. The

great advantage of regularised and well
planned-out course in music with gra-
ded syllabuses is that the progress of the
pupil will not only be easy and natural
but it will be accelerated. It is erroneous to
think that a good musician is alwars a good
music teacher has to
possess certain [umdamental qualities of head
and heart, a certain amount of psychologi-
cal training, a sympathetic insight into the
mind of the pupil, all these and more, if he
, orsheis to be a succes

music teacher. The

27 a music tegeher /
© There are quatizies which the average i\u-‘
fesstoual musician (whose be-all and cud-
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his remuneration) need not be expected‘z'
possess. N

(1) How to create an int:erest in
mind of the pupil for music.

. voice.

students. ;
(7) The choice of suitable songs
the several classes.

The creation of an interest in’
mind of the pupil for music wmight at -
sight seem somewhat queer. People w
musicians and people who are mus
gified are prone to think thatall people:i
this world are genuinely interested in mus (
If that were so the music-halls at ea
concert should Le overflowing. The "t"o_Ga
number of members of the Madras _Musn
Academy as well as that of all the Mus
Sabhas of this enlightened city of MadriSsl
put together, should form an apprecia
percentage compared with the city’s popnii'§
ot otherwise, In the, *
case o[ the average person 'Vintoresb‘ffor
music needs to be engendered from

I1tion. facls are

all'm life'is to please the . &udlence and get 2yea.rs. 'ﬁ

AHOBALA AND HIS TWELVE

,The magnitude of the problem of creating
an interest for music in the mind of the
pupil can be appreciated only by those wh
have actually faced a music class. In x
class you are'face to face with minds of
different types. There are some who come
running to the music class, minutes before
the other pupils and exhibit an irrepressible
desire to sing. There are others who sing
correctly and well, when called upon to do
so. There are others who sing only under
compulsion and still others there are who
cannot sing at all. It will be a criminal

' neglect on the part of the teacher, if ho or

she, does not strive his or ber best to ear-
nestly endeavour to bring up these latter
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dull pupils to the level of the former ones.
Praclice of svaragnana exercises, interes-

ing anecdotes of great composers and
stories of the marvellous influence of ragas
narrated periodically, team-singing and
and singing in smaller groups, organisation
of the school choir and orchestra, the hold-
ing of music competitions, musical evenings,
periodical concerts by the students themsel-
ves,visiting music classes of other schools,
giving frequent opportunities to hear the
great musicians perform, these are some of
the things, which are bound to be of incal-
culable value in achieving the ideal in view.
[ shall discuss the other problems in the
next article.

AHOBALA AND HIS TWELVE NOTES.

By
PANDIT S. SUBRAHMANYA SASTRIAR, AVL,
Tanjore,
Students of Indian Music know the a-q-?q-[ qETi artg wwr W‘} W’ml

following oft-quoted couplet which presents
in a nutshell the principles underlying the
division of the Indian Musical scale into
twenty-two Srutis:—

* TEAIATGET TERAVIN TFA: |
i&ﬁmmﬁ&ﬁtsnwﬁvﬁtn

From this it will be evident that the three
Svaras, Shadja, Madhyama and Panchama,
have each of them four steps or Srutis, while
the Svaras, Rishbha and Dhaivata, have three
eacli and Gandhara and Nishada two each,

The same idea is elaborated by Somanatha
in his Raegavibodha in the following words :~

‘Rt sgavT: sEAAT BT O Tt 9zt
() grosrzia o

e (9 7 :JT‘ @) gz37 J Zi wm
I AT S mr u

sy ifaaigrfaiy T & egan swa o

Sarngadeva in his Sangitaratnakara de-
signates these twenty-two staps respectively
as shown in the tabular form,below :—

1. gi=ar

2. THEA!
3. #ggr

4. A
T
. (;*,Fﬁ

. TEwT
. T

. FIgT

- atsTr

N

LEHRT:

o @ = Cc

ST

RERTH
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RERE LY

&N
oA

20.
2l. IAT

29. giforoft

Students of music who are conversant
with the European scale of musical notation
may note that the notes of the Indianscale
having four Srutis correspond to the major
tone, the notes with three Srutis correspond
to the minor tone, and those with two Srutis
‘correspond to the major semitone of the
European scale,

g

From e close scrutiny of the Suddha
Svaras as denoted in the' above list, it will
be seen that they are at variance with what
are considered as such, by the modern expo-
nents of music, which would correspond to
Nos. 4, 6, 8, 13, 17,19 end 21.

Ahobala, the author of Sangita Parijata,
accepts Sarngadeva as his authority on
the twenty-two Srutis and then proceeds
“to. ix the 'position of the frets on the
Vine with reference to twelve notes, pre-
sumably because he thought that the other
mutations in the scale could be produced by
tension. The view that there are only twelve
Srutis in the octave, as commonly un-
derstood, is possibly based upon the fact
that there are ‘only. twelve Svarasthanas
fixed on the Vina. No one besides Aho-
bala seems to bave recognised that the
Scaras in the Tina have definite length-
values and this is
the error committed by some in thinki
that the knowledge of the length values )t'
SWras isa -monopolynofoWestern acxen!

mainly responsible fof
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o ‘lengti. between Madh 'aShaBJa 'aﬂﬁlfancha

L} .
and that the ancient works on Indian Mu;
have not investigated in this direction.

ig fixed the 'Rishakba z'.e.;12”+ 3==4" from
the Meru.
Ly - -
TUARTAER g Y AT | |
. At the middle point between Taru Shadja

and Panchanra, is found the Dhaivata, ie.,
1274+ (6" + 2=)3"=15" from the Meru.

7. axrmgIGATTRTITer ke

Nishada is at the end of the second of the
trisected length between ~ Panchama and
Tara Shadja, ie., 12"+ (6" % §=)4"=16" from
the Meru.

8. ArTEFTRY T HA Frwa g

ArTEEEt A FRiEwmE R |
Trisect the length between Madhya Skadja
and Rishabha; at the end of the second part

is Komala Rishabha, t.e., 4" X §=2%" from the
Meru.

9. HTRTATRE AT AT |

Midway between the starting point and
Dhaivatalies Tivra Gandharq, i.e., 153" +2=13"
from the Meru.

lovers of music facts which will go to dig '-.'_f‘
prove the above assumption apd remove the ™
unmerited reproach implied therem Th

exposo the erroneous nature of the abd'
view. For the.first time in the hlstory,r

Indian Music it was left to Ahobala to

1.

note produced on the full wire vibrating sgia
Madhya Shadja.

arrive at the place for Zara Shadja
36"+ 2=18" from the Meru,the left bridge;

2. T SETANH AT T | 10. wrrrafyfRster fantae sz
. - K

< - . . ~ -
TR A 7 dimaw qra<q i
Trisecting the lengths between T'twre Gan-
(l/mra_and Tara Shadja, at the end of the first,
we find Tivratama-Madhyama, ie., 73"+
(103" +3=)33"=11" from the Meru.
1L Jimrsrarfead a9 agata T |
hd R ~ ~.
FINST TTT: WA TIH FAPIOT: |
At the end of the first third of the distance
between Panchama and Twra Shaidja is fixed
Nomala Dhaivata, ie., 12"+ (6" + 3=)2"= 14"
from the Meru.

lies at the end of the first part. i
36”7+ 3=12" from the Meru.

. w:—gawanu‘ﬁr'&r T fafere )

is the mid-point i.e., 127+2=6" from the 12 - .
AMeru. k. b LAAT qEAIHY HIEST3Y -5 |
C o TEAAEmEA g A

In the same way et the ¢ud of the Second
- third, betweenDhatvatganJ T'gra Shadja, can
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be found Tivra Niskada. ie., 15"+(3"x j=)
2""=17" from the Meru.

The above results may be tabulated thus:

. o 2]€ <l .o
2z 29 E 5'.:";'8 Se
S°EIRE g ax
1 q:em; 0" 36" 1
2 | RIAS [ 28" | 33y #
3 [ 4| 3 | g
4 | I 6"'_ 30" _1_
5 |@a T | 28) | i
6 | A 9" | 27" | ¢
7|@EAaw A | 11" | 25" | g
8 |qgA: 12 | ur | g,
9 |wme Y 14| 227 | e
10 | ¥ 15" | 217 | 3p
11 | fA73: 16" | 20" | g
12 |dta fAmrg: - 1w [ 19" | 4§
13 | & TR 18" | 18" | 2

By adopting the classification based upon
the above calculation we find that the in.
tervals in the lower and the upper
tetrachords do not correspond with one
another in three places.®In the lower
tetrachoyd the intervals are §7, ##, 1§, 18
and 1%; while in the upper tetrachord, the
corresponding interyals are found to be 13,
31, 8%, §9 and 18. The two notes Komalu-
Dhaivata and Dhaivata have to be reformed,
if correspondence is to be reached between
the two tetrachords to conform to musi-
cal tradition. If it is contended that
Komdla Rishabha and Rishebha may as well
Le reformed to achieve this end, it may be
pointed out that as the intervals of Komaln-
fishalba wnd Rishabha have long passed
nu.stc} and been accepted asgood harmonic
Jnes in the scientific world, they therefore .
&cnd in no need of such reform. Eﬁi,d'ent'ly_i*
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12. gy fratrey fary éiﬂwra&'eu A

there has beena slight error committed by
Ahobala in arriving at his calculation
regarding Komala Dhaivata and Dhaivata and
the following slokas seek to rectify such
error by making necessary amendments
therein.

In the place of the lines quoted in 7, 6, 10,
9,11,and 12 above, the following may be
substituted : —

7. T qEAEY Wi sTEEa: O |

Nishada lies at the end of the second
third of the distance between Panchama
and Tara Shadja ie., 12"+(6"» §=) 4"=16"
from the Meru.

8. sravgramead Ay fProndmatnf: |

Dhaivata lies at the end of the second
third between Panchama and Nishada ie.
1274¢(4" X § =)23" = 143" from the Meru.

10. qeTR: WTEaA A9 FTIIEIEn |

Tivratama Madhyama lies midway between
Rishabka and Tivra Shadja ie., 4+ (14"+
2=) 7"=11" from the Meru.

9. FEAMTHIUTH AT A= |

Tivra Gandhara lies midway between Rish-
abka and Tivratama Madhya ie, 4"+
(7" +2=)34"=73" from the Meru. ’
11 qrrIaTas ™ RISt dFa: |

ATTEATTT 767 qaareg watfafa: o

Komala Dhaivata lies at the end of the

second third, between Panchama and Dhai-

vata i.e, 12”+(2%"X§ )13"=133%" from the
Meru!

ada and Tara Shadja t.e., 16"+ (2" % §=) 1" 3
17" from the Meru.

The following table would show th
length-values as amended. e

No.
Name.
Distance
of fret
from Meru
Length of
wire on

which
produced.

0 O
o 3
B

w
]

© 00 1D U o

—_
=)

p—t
w

36"
33 i"
32![
30"
28‘}"
27‘0
2 5"
2 4"
22*"
21*11
20”
19!/
18”
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THE JbURNAL’ OF THE MUSIC ACADEMY
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It is a ma._t.ter for great satisfaction to
Jearn that the University of Madras has
afler all decided to start a Diploma course
in music. We feel sure that the ocougse will
become widely papular. We congratulate
the University on its liberaland progressive
outlook.

We understand that the syndicate of the
Madras University recently removed the
disability under which the School Final
cligibles (with music as an optional subject)
laboured, in the matter of getting admission
to the University'courses. This is a wel-
come relief rectifyi'ng a sad mistake.

On the 20th. October last the Music
Academy celebrated the Dikshitar day., An
interesting lecture by Mr. T. L. Venkata-
‘rama Iyer was followed by an able exposition
of the songs of Muthuswami Dikshitar, by
Messrs. Tiger Varadachariar, Sheram.dsvi
SubrahmanyaSastriar, MarurSubrahmanya
Iver and Parur Suadaram Iver. We trust
that the memory of Dikshitar will be cele-
“rated in the years to come, by other insti-
tutions following the fead of the Academy.
~1i is a matter for surprize that while the
kicat composer has left us pumerous com-
positions of unsurpassing beauty, those
which are actually in vogue sbould be so
Celebrations of the niture alvresaid
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Comments.

On the lst and 2nd of November 1930, tho
Academy organised two competitions for
amateur ladiesin Violin and Veena respocti-
vely. The entries were satisfactory both in
uumber and quality. Prizes to successful
competitors were awarded on the 23rd

November, at a function presided over by -

Mr. Justice Pandalai. Periodic competitions
instituted by the Acadenfy have proved
very successful in their object. We hope
many others will follow the example of
Mr. N. V. Righavan, who very generously
offered the value of the prizes m the last
competitions.

We welcome Mr. E. Krishna Iger Back
into our midst and trust that the benefit of
his energetic co-operalion will always be
availablae both to the Academy and its
Journal.

—

The great event of the season for musi-
cians and music lovers, is the ensuing confe-
rence organised by the Music Academy. The
naturc of the subjects in the agenda for
discussion as well as the series of tnodel
performances urranrred during the sessaon,
should be cnough ‘to make the conference
interesting. The inauguration of the same
Ly Her Highness the Junior Maharanee of
Travancore, belonging as she does to a
Royal House that has made a brilliant
contribution to art in general and music in
particular, augurs well for the success of the
session. We hope Her [lighness will
always continue to take an abiding interest
in the Acrdaon

) help to promote it-



