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•

It is a matter of common knowledge that are due to actual differences of musical 
modern'musical practice is drifting away texts nor need I enter into the polemiob of 
from theory at an hlarming pace and that the Srutia\ for the present, I shall consider 
the situation is getting further complicated the ragas in terms of the twelve svaras 
by the existence of a duality of schools—to only about which there is an overwhelming 
put it at the least—and a multiplicity of agreement of opinion.
doctrinaires. One of the immediate achieve- Messrs. Subbarama Dikshitar and Singa- 
meots of the marvellous musical awaken- racharlu treat Raga ‘ Hindola'as derived 
ing of*the past decade, has been the focus- from Mela ' Nata Bhairavi’ and both classify 
sing of all attention on the neod for the it as Oudava. Mr. Dikshitar gives out the 
reconciliation of theory and art on the Arohana as Sa, ga, ga, ma, dha, ni, sa, 
one hand, and the various schools clubbed which Mr. Singaracharlu makes m o re  
together under the name “  South Indian - explicit as Sat ma,ga, ma, dha,ni,sa,‘ A  dis- 
Music” on the other, and the energetic criminating scholas and 'a  fine aesthete 
endeavours of the several conferences held that Mr. Dikshitar was, I have cot the 
in recent years have been solely directed slightest doubt that he meant sa, ma, ga, 
towards such an end. My object in the ma,—the 1 ga ’ in fact being a gamakik'ga', 
present paper is to refer to a few ragas and having the force of ma. 
that have been so transformed (i had al- Inasmuch as the present day student 
most said vulgarised) by modern practice is likely to miss the point and serioufely 
that they offendalike against the theoretic misunderstand Mr. Dikshitar, I suggest that 
Mmiools as well as the Oectas and Varnas we can perferably adopt the unambiguous 
rtc. It was therefore time some one drew sa, ma* ga, ma of Mr. Singarachar A note-: 
attention to the divergence with a view to worthy feature of this raga is that ma is fi 
its early rectification. It will not be within pivotal svara and the very life of the Raga~ 

| my scope ..to^discuss ̂ divergences sueh ns^depends jippjkdiiM  jLw ere^A . glance, a tj
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the Hindustani Raga 'Malkaus' to which 
this Raga is 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. 
tna or conceal it should be discouraged. It' 
is worth remembering that neither Dikshi- 
tar nor SingarachaVnor ancient tradition,' 
has assigned to this raga any Dha other 
than Sttddha, as -by its very nature it 
could not have as a Janya of Nata 
Rhairavi and the present day tendency to 
sing Chatusruti Dha finds no warrant either 
in theory or practice and tends to extinguish 
the melodic identity of-the Raga.

Equally unwarranted is the employment 
of Chaiusruti Dha in Ragas * Marga Hindola,' 
'Hindola'Vasanta,' ‘Suddha Desx' and ‘Sara- 
■smdthy,’-in place of Suddha, which alone has 
the'support of time honoured practice as well 
‘as 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 Ragas were

named and classified, not to speak of 
confusion it has introduced into a sub 

^already overburdened with confusion.f 
I would-advert to just one more 

before I finish. In his description 
‘ Hindola Vasanta,’ Mr. Subbavama Di 
tar relying on a dictum from Mr. Vent 
malchi and the evidence furnished by i 
Varna Gitas and Keertanas of a bygone 
assigns an occasional Rishabha, and o' 
Ni,dha, ni, sa, for rare employment, : 
unable to give illustrations for the f  
practice. I am afraid this is one of 
instances where Mr. Dikshitar had le 

- doctrinaire get-the better -of the artist,’.;? 
all due respect to him. I venture to sub 
that the omission of Ri and the latter , 
in the above prayoga, would not alter "t 
physiognomy of'Hindola Vasanta,’ or;!!* 
nish its charm, while the consensus- 
opinion would be in favour of such omissjg 
These and similar problems await euqui 
and discussion and I would appeal tojob 
lars, artists and lovers of the art, to. 100̂  
them dispassionately at the ensuingcOnfe 
ence in the true spirit of scientific resettle.

,  . .  M U S I C

I  pant f o r  the music yohich. is divine,

M y heart in its thirst is a dying flower,

L et me drink o f  the spirit o f  that swe’
sou

More, 0  more,------ la m  thirsting y
.Pour forth  the sound like enchanted wine. It loosens the serpent which care has

Loosen the notes in a silver shower; 

'Like a herbless plain, f o r  the gentle rain,. 

I  gasp, I  faint, till they wake again.

boil
Upon my heart, to stifle i t ;

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

O  T  T T 7 T  T

SRUTIS AND SUDDHA SVARA MELA.*
iBy

Mr. H ulgur K rishnacharya of Hubli.

It waS decided by the All India Music 
Conference of 1927 that only the system of 

- 22 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 impracticable 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 evbn 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 they 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 harmonics is applicable and leave 
our Ragas to be sung by means of Srutis of 
one’s-own individual choice? There are 
people who are for the enrichment of our 
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; thanks to the pains­
taking study scientifically conducted by 
the ancients.

The following facts should be carefully  ̂
borne in mind while talking of increasing' 
the number of Srutis ;— ' 1

(1) They must not he complicated ; i.e. 
they must be easy to sing and play correctly

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 ohildren 
must be able to illustrate them in practice.

(3) They must be suitable for fretted in-, 
struments like our Veena- and - should be 
easy to manipulate correctly even in the ' 
fullest speed of Alapa.

(4) Whenever any scale or Mela is re­
peated so as to obtain all its modulations 
or murchanas, all the 6even svafas of the 
seven murchanas, must fall within the 
values of the original system of Srutisf

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

(6) We know our music will be insipid 
if it is devoid of Gamaka, which is defined as;

%<rt Title: sit5r(u?)feTTg<srr*£: i f
11 sr.

What is the exact limit of 
the slight (quarter-tone) raising of lo wering ' . 
of the note to obtain the two points between 
which the *T*M> or‘ oscillation takes place' 
and what are the values of the highest and 
lowest points thus touched ?

(7) When the srutis are prolonged to any
length of time they must ^create a harmo­
nious effect on the ear. . . .. .

• • j *

- (8) The system of srutis must contain'
_above and below each sruti, three notes at 
the intervals of 8 :9, 3 :'4 and 2 ; 3.

A paper read at the ExpertaVCoaference in the Easter week of April 19301’
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I  now proceed to place before tlie public 
a few observations regarding tbe melaa of 
our system. Tbe confusion as to the num- 
ber of srutis will not end until we know the 
secret of the ancient arrangement of tIramaa 
ând Murchanas. So I suggest to this confe- 
rence not to decide the melas and their 
component srutis hurriedly, until a sound 
theory of their (the Oramas and Murchanas) 
explanation is worked out. Meanwhile I 
propose to discuas in this conference the 
important problem of the natural or Suddha 
scale of our system.

I have tried totshow in a 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 S<hnag<ihs 
as well as of Bharata, Sarngadeua, Aliobala, 
Srinivasa, •Hrvlaya and Lochana. This being 
bo, a n  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 Sarangadeoa. This 
error was repoated in succession by Soma- 
nallja^Pundarika, Tulajandra and Venkata-
makbi, pone of whom, with the exception of 
Somanatha, seems to have understood the 
Natya Saslra and Ratnakara correctly, but 
s haply to have heard the theory through 
oral tradition.-; The following . few quota-' 
tions from the works of the above mentioned 
authors will support this statement. Soma- • 
natha had studied the Ratnakara thoroughly 
but failed to interpret it correctly in his own 
words, in many places being misguided by 
the Svarameia Kaldnidhi of Ramamatya. 
But the special merit of that genius is un­
doubtedly shown'in bis treatment of many 
important problems,' the author himself 
having written R commentary on his origi- 
nal and built a beautiful theory of Mela 
Prastara, which no other Sanskrit author in 

tinynplnion, has been'abl/: to do up to this 
ChVfoUowl ngiqu|> ta ‘

minds of the authors on tbe question 
Suddha Mela:—

gtsmite im w u r a  t e n f
*R : g z r & l  5TT#^r fovfaR : ll Ramali•_ W .'-AON
tya in his h .

The words (certain grama' 'rg,
show that Ramamatya had some donbl 
taking Mukhari for the Suddha scoff 
Sarngadeva. In the list "of 264 Raga$\ 
tioned in the Ratnakara we do not fintfu 
name nor in any other plirce
the work. This error has been repeated 
all authors. Ramamatya, Somanaf 
Pundarik^, Venkatamakhi and TulajenSf 

I now point out some quotations'frog 
Chaturdandi Prakasa, the esteemed autM 
ritative work of Venkatamakhi to shcfl 
that he had not actually seen Natya Ed
3n%T: ’sHfociRi g^ rtf Rci n 

g ^ r d  k® 11 
gg sjjja ig ih r  etc.

ii y -^ o O  
srjtt i r : ii y -^ o £ j 

v r ^ r ^ ^ fe r r :  ll v ? <

In the last passage he refers to Bharafo||jL 
having mentioned 10 sorts of Ragas-rwhiou 
ia simply a fancy of his.' There is nq ĉnet 
tion of the' word Raga and its sorts in/JP 
Sastra. Venkatamakhi however mentiqjS 
Bharata without tbe least hesitatiqnj| 
which shows he had not seen the Na 
Sastra.

In the same way Tulajendra, the lae| 
authoritative - author of trlKlIJ? 
(probably of the 2nd half of the 18th centur^ 
has misinterpreted g^nfl TTU to be tfi 
Suddha scale of Sarngadeva. His scale SlIm 
is the one mentioned in the verse

just like that of his preceding author! 
fteV’eal the j^enU ongd  aboye-^tBut be darê , no t _Bay.t^
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me without a pause; his description of 
Sri Raga is of much importance and is 
found in verses 1—84 to 88. There Sri Raga, 
is mentioned as a Grama Raga, as Ragaraja 
and in ‘ 'W
as the first Raga. Again in describing gW ^t- 

he says Jj«suO ^57
I ^RT®*TPRT. This fact shows that 

be 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 
neutral and has only indirectly given ex­
pression to his views avoiding criticism on 
the previous authors. During the century 
between 1750 and 1850 Mukhari Raga came 
under the Mela of Ilarapriya or Sri Raga of 
all the above mentioned authors. It is a 
mystery how this change of Mukhari coming

under Harapriya or Bhairavi, 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. I d the same way Sri Raga was 
considered a Samp&ma Raga and also a 
Janaka mela for more than 2 centuries 
though at present it be regarded as a janya 
raga with ^  f t  eto0 as its ArGhdoa-
r6ha.

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 are all 
anxious that it should go on at a swift pace.

MY MUSICAL REMINISCENCES.*

BY
Mr. T. L akshmana Pillai, b .a.

(Continued from page 187.)
.In a few days the promised Katha per­

formance by the famous Sarabha Sastri came 
off in the house of Mr. Seshagiri Sastri; and 
Mr. Vydianatha Sastri and myself were 
among the invitees. There was a pretty large 
gathering of friends and other listeners; 
and we had to await 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 
niidst. 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 
Sastri to com^, He told me pointing to the

blind boy, “ This Is Sarabha^astri. ” Bering - 
astonished,I cried out, “  Indeed!.”-1, Could.
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, playiDg on the flute. vThe 
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 speech. The 
recital was interspersed with pretty songs, 
mostly from Tyagayya, well sung. Sans­
krit slokas were also recited and explained 
in familiar Tamil. When he came to the 
description of Sri Rama, he resorted to the 
usual, but well-worn device of comparing Sri 
Rama's eyes to the beautiful lotus, and then 
he gave a realistic description of the lotus 
flower itself. Qn hearing this, I was un­
consciously moved to tears when I thought 
that Sarabba Sastri was not blessed with eye­
sight to view thq very flower which he so 
graphically described. “ Alas! What an 
irony of fatel” thought I. What karma could 
such a meek soul have committed in its 
previous birth? For it was clear that he 
could not hava committed anything in this 
life to deserve such a fate. As surely it see- 
med(that lie must get a fair batter start in 
his next life for tbepungam he is gathering 
by the sweet happiness he spreads among 
his innumerable hearers by his inimitable 
(so I was told) flute performance. It’s all a 
big mystery." And so I stopped my train of 
reflections, being enraptured by his music. 
The performance was a success, especially 
when we consider that he was a youth who 
had not passad his teens 1 The title of 
Sastri he wore, seemed not inappropriate 
forthe Sanskrit knowledge he brought to 
bear on liis recitations and the . feeling of 
Bhakli which he succeeded in infusing 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 
introduced to tym by Seshigiri and he 
welcomed my acquaintance with a smile. .

Another evening, it .was Sarabha Sastri’s 
turn to play on the -flute and this was in a 
big upstair building. Large crowds eagerly' 
rushed to listen to the master flutist's per­
formance. - There/was no doubt that on the

was a splendid flow of melody, Ragae, Ktvtt 
and Sourus coming in sweet and unintep 
rupted succession and inundating the soiSl 
of the listeners. It was without the sligE 
est appearance of effort and without a sing 
harsh or dissonant sound. God, who toe 
away his eyes, compensated him with 3 
eye of the mind viz, imagination, whicO 
possessed in an abundant measure 
which he liberally used in his performahen 
for the benefit of the world. I have lieffl 
several flute performers since, but I beltflB 
none would come up to his' level in svraE
ness and melodic flow. -* i •

Before dismissing the charming perapnB 
lity of this great musician from our m it a  
I would refer to one more incident whin 
took place when all three of us, Mr. Vydiiffl 
tha Sastri, Mr. Sarabha Sastri and my Bell 
happened to go in one jutka. Mr. S a rabbi 
Sastri had been standing in the cornn 
of a road waiting for a jut, when Me 
Vydianatha Sastri and myself were pas 
sing by in one, my friend called out3g 
Mr. Sarabha Sastri to come and join 51 
which he gladly did. Mr. Vydianatha Sastfl 
whispered privately to me, ‘‘ Mr. {Pilltm 
would you like to test the wonderfty 
power of memory which God has voudn 
safed to this young musician?,’ ’ “CSrtainljj 
I said. Mr. Vydianatha Sastri then reoitn 
a certain rather big Sanskrit sloka froijiX 
book which Mr. Sarabha Sastri confessed m  
had never read. The latter was then askM 
all of a sudden to repeat the sloka. • Mo 
Sarabha Sastri, who never suspected Ihat^M 
would be asked to repeat it, then sajffl 
“ would you please recitqit for: me ,;onM 
more ?”  Andwhenhe did so, out came them! 
sloka from Mr, Sarabha Sastri’s lips exacro 
as it was recitedwithout a single flaw. Tb3 
feat produced a thrill of admiration in m&j9 

Onfe more experience will close my old
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■Madras. It was my listening to the Nagas- 
raram performence of the famous Sivak- 

jiozhunduof Kumbakonam at the Fartha., 
saralhy Temple, Triplicate, during the 
annual festival there. Sivakkozhundu was, 
I was afterwards given to understand 
greatly admired by Sarabha Sastri him­
self. One evening, a number of clerks 
in the Accountant General's Office, after 
office-work were preparing to go to the 
Parthasarathy Temple to hear the great 
piper, a.nd one Mr. Tirumalayya Naidu, (the 
same, I think, who afterwards became a 
distinguished musical critic), who was much 
attached to me in connection with music, 
came running to me and asked me whether 
I liked to hear the great Sivakkozhundu’s 
music. It was then I heard of that great 
musician’s name, and, being afraid of los­
ing a splendid opportunity, I at once agreed 
to accompany 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 
through a sea of heads, and, though we were 
literally jammed in on every side, we made 

our way slowly but steadily to where the 
musicians 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 1 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 mq hear 
the music well that he was not satisfied till 
ho set me in a prominent place on' the 
Krapite staircase below which was' the 
pandal where the great .musician, wfth. his

listened as Sivakkozhundn elaborated the 
Raga Bhairavi. It is difficult to describe my 
state of feeling then. Each ‘ briga ’ 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 
to ar.d fro. And his magnificent combins- 
nations were simply panoramic -in their 
sweep and variety. His playiDg, whether 
it was in the Mavdra Sthayi or TarnSthagi, 
whether he played trills or crescendoes or 
decresoendoes, whether his pace jvas 
Phowkkam 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 ^reproduce 
many of the combinations with the ordinary 
powers of the human voice. His traga 
elaboration lasted for nearly an hour, 
Pallavi half an hour and Kritis half an hour 
and the wholo perfomance passed away too 
soon like a joyous dream which it is im­
possible to depict or analyse. Sivakkoz­
hundu was tali, well-built and richly dressed 
and had more the appearance of azamindar *' 
than a vagasvaram player. He had a gen­
tle and courteous manner, net easily recon- 
cileable with his august and imposing 
personality. He'made a great fortune,but 
not having been Messed with a son, he 
dedicated most of his wealth to temples.

I now change my scene toTrivandrnm 
and shall try to describe the famous musi­
cal combat between the two celebrated 
vocalists Raghavaiei; and Malia Vaithi Iyer 
before His Highness Rama Varma, ^.yilli- 
um Tirunal, Maharajah of Travancore. But 
before I do so, I shall give a brief sketch of 

'the life of Ragiiavaier, as his life-incidents 
are not generally known to the public. 
Ravhava'ier was born in ’Vadass'eri, n£ar_
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year 1002 m. g. (1826 A. D.). His father was a 
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 later 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 teaoh him 
and yearned to know further. He showed 
such great precopity in singing as compelled 
the admiration of his own Guru. He then 
married at Haripad, a small town in middle 
Travancore. While he was at the latter 
palace, he used to visit Mr. Cherunni Koil 
Tainpuran. a great music lover and the elder 
brother of the late great Kerala Varma, 
(G. S. I ; F. M. U.) Valia Koil Tampuran. At 
Haripad he also got acquainted with one 
Cbinnambi Bhaghavatar, a much inferior 
singer. Both of them once sang at the 
Kandujur temple, and each got 10 fms. 
(Re. 1-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 then Conceived the idea of quit­

t in g  the place and going to Coimbatore. By 
taking such a step, ho thought he . could 
not only advance h(s 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) a disreputable Nattuvanga Brah­
min. fBeing extremely poor himself, he 
applied to Cherunni Koil Tampuran to help 
him to realise his cherished object of going 
to Coimbatore. The Koil Tampuran pppro-' 
ved of the idea and gave him some cloths 

,.and a sum j if Rs. 10 for his travelling expen-

to

vaier wended his way to Coimbatore  ̂
there he became attached to a Gounder 
was a great patron of musicians. At Col 
tore he developed his practice in musio* 
mediately under the splendid training h 
ceived from the reputed Chidatnbara N« 
van, grandson of the great Vadivelu N 
van, of Trivandram. This Chidambara 
tuvan' was the Guru of the celebrated.BS 
pathi Nattuvan,'Veerasvami Nattuva 
several others. For nautob parties,'] 
vaier used to Bing as assistant __ 
mbara Nattuvan. By bis long: 
Coimbatore (about 5 years), he earns 
name of Ooimbafore Raghavaier.

‘ I shall narrate here just one'^ep 
whioh occured during bis stay atJ 
batore. Paramesvara Bhaghavatar lb' 
vandrura, a native of Palghat near; 
batore, and the old Guru of Raghav 
once went to Coimbatore obviously" 
and sing before the Gounder therd- 
then he was challenged to sing a 
by one Subba Rao of Bhikshandaf 
(near Trichinopoly), a musician of;- 
who happened to come undfer the pafr 
of the same Gounder. .A day was fix 
the duel. When Raghavaier came to'* 
of the proposed duel, he was anxio. 
prevent any possible disaster thaV 
in that connection, befall his Guru, 
advanced in age. So he sent word io'"S 
Rao, that since the disciple of Par 
svara Bhaghavtar, that is, himself,' 
the place and was ready to take up 
gauntlet against him, Subba Rao's first* 
was to fight the disciple and win a ; V** 
over him, beforo he thought of fightin 
Guru. This challenge being -'acc  ̂
Raghavaier, on-the appointed day, en 
the lists like some young lusty glad iatcj 
ancient Rome, prepared to* fight1* 
Rao to the finish. Alter the latter fin

this^umble^eauipmentjJtagfiai^iihging^Raghaya'ierielaboratediSo'
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Kid sang the pallavi proposed by his com­
batant, and in both respects he outshone 
him in the splendour of his imagination and̂  
rhythmio variety and accuracy. When' 
Raghavaier, in his turn, proposed his pallavi 
and Subba- Rao, failed to sing it, Raghe- 
vaier asked him promptly, "A re you the 

man who challenged my Guru to sing? 
Fie upon you I.” At this Subba Itao is 
said to have quietly got out and soon made 
his exit from the town, never to return to 
it as long as Raghavaier was there. This 
feat won immediate fame for Raghavaier 
«ho 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, to  go and 
.ring at the ParthasaTathi Temple, Tripli- 
cane. His professional friend there was 
his old combatant, Bhikshandar K oil Subba 
Rao with whom he was now reconciled. 
Subsequently, His Highness Rama Varma, 
Ayillium Tirunal, Maharajah o f Travan- 
eore, happened to visit Madras and In his 
company was KunjariRaja of Maveflikaray,
Iho gifted player of Travancore on the 
Svarabat. On the introduction of2£tjnjari 
Raja, Raghavaier sang before Hue Higb- 
ness. The Maharaja being a grfcat con-

was a Travancorean. His Higness used to 
visit the Trivandrum beach often and, in 
the beautiful moonlit nights, make Ragha­
vaier sing there. On one such night, His 
Highness sat on the white sand close to the 
sea-shore and asked RaghavaieT to elaborate 
the Raga Sankarabharanam in which he ex­
celled. He did so. Close to His Highness 
sat the celebrated court-poet Ramaswamy 
Sastri of Elathoor. His Highness waB so 
much taken up by the singing that he often 
ejaculated, "Bhalay Raghaval Bhalay Ra- 
gbava 1”. Inspired by the #soene and fired 
with uncontrollable admiration, the poet 
improvised a Sanskrit sloka on the spot, 
with whioh His Highness was much de­
lighted. The meaning of the sloka would  ̂
run thus:—

"O  Proud'Seal Art thou not ashamed of 
being so vainly vociferous, when thou bast 
listened to the magnificent singing of this 
surging sea of music, this Raghavaier? 
Fie I Hold your peace I 

Some of the other court mhsicians na­
turally grew jealous of the exceptional 
favours 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 when 
a sly and clever court musician went and 
reported 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 Toused and he issued a general

aoisscur and singer himself, wa* much 
Impressed with Raghavaier s Binguog, rea­
dily apprecitcd his genius and invfited hltn ■ 
lo Trivandrum, where he^as artioti »p-
heintcd as Mullamood Bhaghavatar (court 
musician).' *

His Highness became passionately fcdbd of 
Raghavaier’s music, and felt proud*

‘ I,!. iTi initijnrtfel

command that palace musicians should 
not sing abroad without His Highness’ .per- 

‘ mission. But Raghavaier’s personal liberty, 
could not thus be controlled. He sang 
eCnywhera provided there was the incentive 
and relied on His Highness’ regard for him 
to condone such infringements of the rule. 

lOndbjwhen -Raghayaier sang at a private
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house, the matter was forthwith reported 
to Hfs 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

were stopped. Thus Raghavaier lived- 
exile at Haripad till sheer necessity 
duced His Highness to recall him to  ̂
vandrum. What that necessity was T 
appear later on. -f

SOUTH INDIAN MUSIC PAST AND PRESENT. 
BY

Mr. G. V. NARAYANASWAMI AlYAR, B.A., L.T., 
First Assistant, Hindu High School, Triplicane.

I propose herein to take a bird’s eye-view 
of the progress of South Indian Musio from 
the earliest period down to the modern age, 
to take stock of the very many improve­
ments in the development of the art, which 
we owe to the marvellous contribution made 
by the immortal saint musician Tyagaraja, 
and1 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 
its progress. The Gundharva Veda had its 
birth in the Vedic age in its Sama 
chants. As time advanced, Sama chaoting 
took a definite shape and the lay people who 
listened to tlffe chants at the time of the 
religious sacrifices of our ancient sages 
began to cultivate the art, separating them­
selves from the religious band. The 
accompaniment of the time honoured Veena 
seems to have increased the number of the 
musical notes from five to seven. Thus the 
famous Sapta Suaras referred to in our 
earliest Sanskrit works came into existence. 
But, the art was in a very crude and 
mechanical form. The next important land­
mark in the history of our music is the 
composition in the sixth century, of Katya 
Saf'ru by Bharata, who has given in this 

«wq :k a detailed exposition of svaras, gramas

Bharata Indian music seems to have ante 
on a new phase of its existence. ' “ 

In the '-two centuries that followed,’ 
progress of music was closely bound 
with that of Sanskrit, which then flouris 
in the Royal Courts. Musicians, who w 
patronised by kings, began to com 
Sanskrit verses on various subjects and 
them to music. Every succeeding cent 
saw the springing up of musical literat 
which was an improvement oft that of 
preceding one. There were many attem 
made at classifying the ragas. and plac 
them on a scientific basis. An attempt of 
kind begun by Sarangadeva by the.pu 
cation of Sangitaratnakara in the thirtee 
century, was continued by the composit 
of Bagatarangini by -Lochanakavi in 
fourteenth century, and completed by 
dit Venkatamakhi by the publication of 
monumental work Chaturdandi Prakas 
in the seventeenth contury- The mod 
age of Indian Music may be said to b 
here.

Before I proceed to give an account of 
progress of music in the modern ag 
should like to say a word about the prog 
of the art in the second stage of its progr. 
No doubt the art could not keep pace 
the science of music. Neverfhelesa the 
began to find a free use in dramas and
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l̂ nd is the composition of a series of devo­
tional songs, named Gitagovindg by Jaya- 
deva at the close of the twelfth century.1. 
The number of ragas used is very limited. 
Though attempts were made to popularise 
music and increase its literature in this age, 
jn which ample mention is made'of the 
graces of music in the form of gamakas 
yet there were no good compositions illustr­
ating the same. Another characteristic of 
this second stage should not be lost sight of. 
gagas were credited with supernatural 
powers and were classified as morning ragas 
midday ragas, e’vening ragas, male ragas, 
and female ragas. There are vtrf many 
legends and stories connected with ragas, 
of the kind of the rain-producing Megha- 

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 
stage revealed itself in the composition, of 
Gilams, Alankarams, Prabandhams by Pur- 
andara Das, who was also the author of 
many devotional songs in Kanarese. So he 
laid the foundation for a regular and 
systematic teaching of_ music. To add 
to this, a number of LakshanaGitams were 
composed by one Govinda Diksbit which 
were regarded as an authority by Tyaga­
raja. Besides, one Kshetriyulu composed 
a large number of love songs dedicated 
to Muvvagopala that are sung and ap­
preciated now for their wonderful melody 
and raga-bhava. Lastly, the Bamayana 
padams by Arunachala Kavi were very at- 
tractiveand popular. Thus weseehow, when 
the great saint musician Tyagaraja, who 
"as destined to become the brightest-lumi­
nary' in the firmament of music, enteredIU.N C. -1 • •• - - -I ------- >111
le fiel.v i ? ^ “ iddIaj>fithe,

the ground had been cleared and much 
spade work done by Venkatamakhi, by his 
publication of the great work Chaturdandi- 
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 ragas. So a large scope was created 
for Tyagaraja for the exercise of bis genius.

Tyagaraja, as soon as his discipleship 
under Sonti Venkatramaniah(who, discern­
ing germs of the future greatness in the 
young pupil, gave a proper shape to his 
musical talent) was over, odtout a newline 
for himself. At the beginning of his career, 
however, he followed in the footsteps of bis 
predecessors and composed a series of devot­
ional songs called Divyanamaoali. Bhakt<f 
Vijayam, and Nasika Charitra belong to this 
period. Soon he realised that a ATir/anam^un- 
less it were freed from the encumbrance of 
verbiage, 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 musical phrases 
called Sangaties. Thus South Indian Music 
owes to him (as has been rightly observ­
ed by Mr. M. S. Riinaswanii Aiyar in hie 
‘ Tyagaraja’) its elevation from a recitative 
to a lyrical stage. v -': 1 . - f

The yeoman service he has rendered in 
giving a new and marvellous turn to the 
development of the art cannot be over­
estimated. Some say that Tyagaraja 
composed two thousand Kirtanams. Very- 
many seem to have been ôst. JNarasimha 
Bhagavatar’s edition contains about -five- 
hundred of his Kirtanams. An exami­
nation of these, shows that he has 
■made use of forty-seven out of the 
seventh-two melakartas of Venkatamakhi. 
Besides, a number of Apurva janya .rage:

,-in jhisjcflunpos/-
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tions. The number of ragas used by 
his predecessors in their songs was very 
limited. Raga-Alapana, Pallavi and Svaram- 
einging, which play a prominent part in the 
music of the present day, we owe to Tyaga­
raja and his marvellous compositions. It is 
said that the great musician taught his 
disciples only his Kritis and with a jealous 
care prevented them from attaining Svara- 
gnanam, lest his Kirtanams should be muti­
lated by them. I f  this is true it may be 
justified in a way.when we see how some of 
his songs have been hopelessly spoiled by 
-some of the present day musicians. This is 
by the way. It may not be out of place 
hero 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 
as p means to an end but for its own sake. 
Besides, the saintly life he led and his 
Intense Vishnu Bhakti made him seek his 
self-realisation, in spontaneous outbursts of 
the intense spiritual longings of his heart, in 
the shape of Kirtanains of quite a new kind, 
■which have becomes treasure to us, both on 
account of tbe great Upanishadic truths that 

-they contain and on account of the wonder­
ful variety of <highly artistic melody-types 
that they exhibit. So it is no wonder that 
he is considered by many to be an Avatar 
and deified year after year in .the annual 
celebrations that are Held in bis honour.

He had a number of contemporaries, 
who adorned the courts of Tanjore and 
Travancore. The most prominent of those 
that graced the(Court of Travancore were 

• Gorinda; „ Marar, ... known as Shatkaia 
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 and other,-

Vamams. I should not fail to mention 
the names of Ponnayya, Chinnayya 
Vadivelu, who left the Court of Tanjor 
that of Travancore, where they compos 
number of S‘iara jatis, Till anas, Far 
and Ragamalikas. Vadivelu was a; 
Vocalist but was more popular as a Ftofi 
The credit of the introduction of the 
into South India is given to him.

The most important of the musicians 
flourished then in the court of Ta' 
were Ramaswami Dikshitar, Muthus 
Dikshitar, Syama Sastri, besides 
Sitaramier of Todi-mortgage fame, -Ai 
chala Kavi, whose Ramayana partan 
well appreciated to-day. The two Di 
tars, who seem to have been players Ou 
Veena, composed a large number of KrU! 
Sanskrit, besides Varnams and Ragamal' 
which seem to partake more of a reciti 
kind than a lyrical one. Syama Sis 
composed his songs and Farnams in Telu 
They seem to have attached very g 
importance to Tanams and Tala Fin - 
in the composition of songs. Their .k 
nams are not eo popular as those 
Tyagaraja. A writer of Tyagarajs ’̂s : 
says, “ The high order of his inspirati 
was the envy of his contemporaries, wh 
poor productions resembled the elephan 

: gambols, heavy, awkward andt- artifl 
in the extreme.”  For my part, I  ca 
subscribe to this wholesale condemnati 
of their compositions. - I should th 
that the cause of this want of popular 
of their Kirtanains, is that men are carri 
away by first impressions, which in t 
case of such compositions, are rarely^ 
their favour. : 

l The learners of the art that succeed 
Tyagaraja and his contemporaries, had 
cellent material to feed upon. Tyagara 
taught his Kirtanains to a host of pupils, If 

[the* torch/of musicalulearning ,W
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parried, to the several parts of South India. 
The most important of them were Manain- 
buchavadi Venkatasubbier, who, besides 
being a good Violinist and a good teaaher Af 
music, composed many Kirtanams in honour 
of Sri Venkatesa, and Nangavaram Nila- 
kanta Aiyar, who was a very capable 
teacher of music and produced two gems of 
musicians. One of them was Bhiks^andar 
Kovil Subbarayar, who, possessing a singu­
larly wonderful and melodious voice, be­
witched his audience with his exquisite 
musio, ‘their only fear being, that he should 
make an end.* The other was Anthanellur 
Subbier, who -was equally popular as a 
vocalist, being an expert in Tamm, and Tala 
Vinyasa in Pallavi. There was also one 
Coimbatore Raghavayya, a disciple of 
Paramesvara Bhaga vatar, who with a good 
and well trained voice was holding his 
own in the field of .music.

In the next generation, flourished tbe 
famous Maha Vaidyanatha Iyer and 
Patnam Subramania Iyer. Maha Vaidya­
natha Aiyar possessed an inimitably melodi­
ous voice with, a good knowledge of the 
science of musio. So it was no wondej^that 
he was a very successful and popular musi­
cian. Besides, he had the unique cre­
dit of composing a ‘Raga-malika, a monu­
mental work'containing all the seventy-two 
melakartas. Over and above all these, he, 
as an ardent worshipper of Siva, led a very 
pious and austere life, which secured him 
the respect of all with 'whom he came in 
contact.'

Patnam Subramania Iyer, his successful 
rival, was a marvellously good hand at 
singing Tanams and Pallavi. His music . 
was full of Oamakas'o f various kinds. He 
would sing the Kirtanams of Tyagaraja and > 
others without changing their form. He 
also composed a large number of Kirtanams, 
Fatu/ts, Fq«7ioff>« aud^rif/ana»U.which have :jj

become popular. As a contemporary of 
these, there flourished Krishna Iyer of 
Thirukkodikkaval, who has immortalised 
himself as a marvellously exquisite player 
on the Violin. Hie high attainments both in 
the art and in the science of music, enabled 
him to keep up the traditional purity of tbe 
classical style of Karnatic Music. His 
musio was adorned with all the graces of an 
ideal kind, melodious Oamakas, Ragabhava 
and Tala Vinyasa. As already mentioned, 
though it was Vadivelu yrho introduced tbe 
Violin into South India, tbe potentialities of 
the instrument were destided to be brought 
out only by this-master artist. So it is no 
wonder that the Violin has since become 
very popular.

I should not fail to make mention herU 
of Sarabha Sastriar of Kumbakonam, the 
famous fluiist who was a pupil of Manambu- 
chavadi Venkatasubbier. His play on the 
flute was as exquisite as that of Krishna Iyer 
on the Violin. Though the flute was one of 
the time-honoured musical instruments of 
South India, it had not gained much popu­
larity before his time. It was given only to 
him to popularise it by playing on it in a 
marvellous manner. Though he was short­
lived, the signal service rendered by him to 
the musical world has made him immortal. 

.'^ Though I have till now dwelt on the pro­
gress of music with reference to musicians 
alone, yet I feel strongly inclined to make 
a special mention of Krishna Bhagavatar 
of Tanjore, whose music wasofa high order 
of excellence, and who systematised and 
popularised Harikatha Kalakshepams con­
siderably. Further, the art of music during 
the last century, which-shows a marvellous 
expansion in all its branches by producing 

i a master artist in each, reached its climax 
when^t gave birth to Tirumaruhal Natesan, 
whose play on his KagasVaram was as Ta- 

.vishing as that of Orpheus of o\\ on Lis’ lyre, *
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Of the artists that entered the field in the 
beginning of this century, there were a few 
who preserved with jealous care the purity 
of the classical school, the most prominent 
of them being Ramnad 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 Iyert 
say that there is a great deterioration. The 
old classical style is not so strictly kept up 
as it'was done by the musicians of the last 
generation. Besides, the introduction of 
accidentals in the elaboration of a ratja and 
in the doing of a 6ong is a target for criti­
cism. If this' is true, a thorough exami­
nation of the circumstances that brought 
about the present condition of the art is 
necessary.

During the last three decades conditions 
have undergone a thorough change. One

Now, on the other hand, many miuil 
Sabhas and music halls have come intdl 
existence, which have brought music w itlj 
in easy reach of all. As a result of tliW 
many take interest in the art and are eagtfl 
to cultivate it as a hobby. The so-callSJ 
amateurs in tho art show sometimes a find 
taste than the professionals. Their lovrf9  
the art is so great that they make it theB 
life-study and come to possess a aopnw 
knowledge of the art and science4m  
music. What is the result? Intellig^H 
criticism springs up, which will surely h aq  
its own influence over the professionals,

I know Jhat there is a loud complaint] 
some quarters that the sacredness of the A 
is gone as music has been made very chej 
by the starting of music Sabhas. Rei 
lovers of the art should, on other hand,| 
keenly interested in spreading the knot 
ledge of this divine art, so that all can pa 
take of its enjoyment. They may be just 
fied in saying so, for some of the preset 
day Sabhas are not managed properly bt 
being run on commercial lines, they phj 
to the gallery and put up all kinds;! 
commodities for sale. .9

Again, the musicians of to-day with a fs j 
honourable exceptions have not been tfaitiM 
under the old Gurukula system. The presen

who has closely studied the progresss. of estate of civilization seems to require..
music during the last 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 fancy only to 
the palaces of Kings and the mansions of the . 
nobles who were patrons of the art. People 
in.those days had very few opportunities to

use of short cuts, and made-easy series, afl
ready-made things in everything. Music J
no exception. A person with a liking fq
music seeks a short cut to qualify himsed
for the musical profession. He learns a fe]
Kirtanams and Varnams from one who ha
a smattering of music, and sometimes froi
books which, more often than not, give
tilated versions of the Kirtanams of Tyag^
raja ami others. In the absence of authen
ticated records of Kritis such a thing wii
necesaarily happen. I remember an instanc

i .of a performance held under thoLauspicesxi tarn

rbl 
ml
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 ̂Sabha in which a musician began the song 
of 'Sanatoria Parama Pavana', but for anupal- 
lavi used that of ‘ Chinnanadana which did 
not attract the notice of the Sabha authpri-, 
ties. I could quote a number of such insta­
nces, but there is no 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 an<} pass for men 
of real merit and learning.

I shall now proceed to draw your atten­
tion to some of the excrescences now discer­
nible in the music of South India. In the 
first place, the harmonium is displacing the 
time-honoured Tambura for the drone. I 
need not detail the disastrous effects of this 
on our music. The voice of the musioian 
is drowned in the noise of the harmonium, 
and 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 
a mockery. So the use of the harmonium 
should be put an end to.

In the second.place, some monstrosities, 
are qpmmitted by some musicians in the 
name of Tala-Vinyasa, which is entirely 
different from that of the popular school of 
Anthanellur Subbier and Patnam Subra­
mania Iyer. Vinyasam in Tatam at the sacri­
fice of Raga-bhava, is nothing but a muti­
lation of music. To prepare a labyrinthine 
series of all kinds of unnatural jatis divor­
ced from raga-bhava, 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 
mystifying their audience with their 
feats of Sva/xyrymnastics. As ill-luck would 
have it, a few organisers of rare concerts, 
whose motiv.e.lsjonly^to ;.TO~aka m oney,

courage this kind of monstrosity by arrang­
ing music parties which may well be styled 
as ‘Saptha R ish isIt 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
ion not so much to the use of percussion 
instruments other than the time-honoured 
Mridanga,as to the ludicrous combination 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 accord- 
paniments, the time consumed for'one round 
is so long, that it often happens that the 
musician forgets the piece of music he be­
gan, and one has to remind him of it.

Thirdly, in singing or playing Kirtanams, 
in the elaboration of a raga, and in pallavi, 
accidentals are introduced, and the purity 
of the Karnatic style is hopelessly violated 
by ignoring the Jeeve-Svaras end Murchanas 
of Ragas and mixing up variations of Hindu­
stani melody-types. There «hould not be a 
mixing up of the Karnatic and Hindustani 

’ methods. If a musician learns a few Hindu, 
stani songs he should not spoil a Kirtanam of 
Tyagaraja or Syama Sastri, by thrusting 
in a few variations of Hindustani 
Gemakems. The purity of each should be 
strictly maintained. Freedom within 
limits is wholesome, but an absolutely 
limitless one is nothing but anarchy.

Again, a few of the present day musicians 
want to show off tb c isk i l l  by perform- 

t ing intellectual feats in raga-alapana, 
resort?ng to what is called ‘ SSUTI- 
BHEDA', which mar the ia<j.i-bhava greatly. 

L'Jhia^nd.jof J ^ a w dhtjj aui canjVe.tasily',
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practised and great skill oan 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 spoiled. I here make a request to 
the musicians who resort to this, not to waste 
their intellect, in sowing nettles in the 
field but to use it more profitably iD explor­
ing the many untravelled regions in the 
wide world of South Indian Music.

There are a number of problems awaiting 
solution at our hands e.g. the much-vexed 
sruli problem and the much-longed-for 
notation, besides a host of others. These 
can be successfully tackled only by those 
who are ^ell-versed both in the art and in 
the science of music. They must be brought 
toge/.ber 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 'greater numbers and the 
patronage of Rajahs and Zamindars secured 
to ensure their permanence.Specialists in 
the several departments of music Bhould be 
employed as professors 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 enrolled as members 
of the Managing Committee. This scheme 
can be carried out only with the munificent 
help of royal patrons of the art. In this 
connection, I hail with g-ateful delight the 
establishment of a College of South Indian 
Musfc at Chidambaram bv, theT munificent

Sir Raja Annamalai. The Raja has pit 
us all under the deepest debt of gratlC 
and I wish the institution all success's] 
prosperity.

I acclaim with equal joy, the iqjj 
duction of music into the curriculam^ 
subject for the University course. Wei 
strengthen our agitation in this mattei^ 
bring -the full weight of public opinion 
bear upon the .University authorities 
expanding the scope of this art to its ral 
degree. Should God be pleased to' ble 
with a speedy realisation of our aspiraj 
a healthy co-operation of the Acaden 
in the land with the University w ill? 
very fruitful source for the diffumq| 
music among the people.

There is one more point to which I st
like to draw your attention viz. thepAra_ •of musical literature. We have no autp 
ticated records in the aYt as well as^  
science of music, except a few treatise 
Sanskrit, which are a sealed book toyn 
So it is high time for us to take steps tql 
prove the state of our musical literal 
We should try to bridge the gulf that 
exists between the music that we hear 
the one we read of in the feW^gl 
available on the science of musiol 

..doubt the . notation problem ..shoiwj 
5*solved first as it! standsmuch in^Mir 

Instead of breaking our heads overt 
knottty problem we shall do well tol 
the staff notation which has the iUM 
qualification for becoming a universalj 
tion applicable to all systems of music!

I shall close with a few *'ge£ 
observations for the improvement^p] 
art. We can make our vocal musio,' 
appeals most to us, more attraoS 

r by giving a good training to the V5 
Our friends of the Hinduftani ; sen 
pay lhuch attention to voice-traimj 
which jjys shalldo...well to adopt.tKA.eell

2 they use only the Tabala in a musical per­
formance and do not. go in for a number of 
percussion instruments in arranging fora 
party. We can learn a lesson from this 
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 sounds alone we should have re- 
cource to orchestral music. Besides, sing­
ing in chorus has not received its encour­
agement in our system. It has its own 
importance and Bteps -should be taken to 
develop this branch of the art.

Ancient India has been the mother of 
numerous arts and sciences and has rightly 

, 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 attempts 
are made to raise the status of our music by 
effecting improvements on the lines sugg­
ested above, I can say without hesitation 
that we are living only on our past reputa­
tion and shall not be contributing anything 
to deserve the high praise that is lavished 
od  the glory of our civilisation.

SVARAMELAKALANIDHI.

INTRODUCTION 
BY

Mr. M. S. Ramaswami A iyar, B. A., B. L., L. T., Madura.

(All Bights reserved to the Author.)

(Continued from Page 181.)
The old seven Suddha-Svaras and the Sud- Ni, are Vikrita Svaras, inasmuch as each of 

.rffa-scale formed, thereby have, doubtless,;; them admits of .two1 clear varieties, viz., 
become obsolete! ' Yet, we have now 51a and ' K6mal and Tivra, that is, flat and sharp. 
Pa as Suddha (or better, Prahita) Svaras, These modern Suddha-Vikrita Svaras, 
inasmuch as they are fixed and admit of twelve8 in number, may be tabulated thus: — 
no varieties at all ; while Ri, Oa, Ma, Dha,

I
I I

Sa Ri! Rij Gai Ga* Mai Ma9 Pa Dhai Dha«
I I l . • I . . I •; I . I . I |

1 ~  2 — 3 — 4 — 5 — 6 — 7 — 8 — 9 — 10 -

I
Ni,
I

II

Nia
I , 12

1 -----------------------------
• A Uiird varfety is added by Venkatamaklii. 3. Cf. I
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And, again these modern Suddha-Vikrita MSlakarid, <rf) as distinguifj^
Svaras enable us to formulate, according to from the Brihanmelakartd 
the principle of Lakshya, the following V e n k a t a m a k h i * 
working scheme which may be sty led Laghu

N
um

be
r i

n 
Ve

nk
at

am
a-

 
kh

i’s
 s

ch
em

e.

Se
ria

l N
um

be
r.

Poorva M&las. Sv&ras. <

8 1 T6di S Ri Gi M P Hi Nr
9 2 DhSnuka S Ri G\ M P N,

10 3 N&takapriya S Ri Gi M P u3Nr
11 4 KOkilapriya S Ri Cli M P L)a

14 5 Vakul&bharanam S Rt G, M P Dj N,
15 - 6 May&m&lavBgowla S R. GsM P Ui Na
16 7 Charkravfika S Ri G? M P L*aNr
1C 8 Suryak&nta S Ri g 2M P U2N2

20 9 Natabhairavi S k2Gi M P Dr Nr
21 10 . Kirvani S R, Gi M P Ur n2
22 11 Xharaharapriya s r2Gi M P d2N,
23 12 GowrimanShari s Rs G, M P Uqn2

2l> 13 Charukesi s R? G-2M P Dr Nr
27 14 Sarasangi s r 2g 2M P Dr N.,
28 15 “Harikambhoji s r 2g 2M P d2Nr
29 16 Sankar&bharanam s r *g 2M P DaMa

Uttara MSlas.

Se
ria

l N
um

be
r.

s £
S i ]
a||

Bhavapriya 17
Subhapantuvar&li 18 J j

i Shadvidharoirgini 19
SvarnRngi 20 -|£fi

'-yjH
NftmaDnrayani 21 •M
Knmavardhani 22
RSmapriya 23 Tis
Gamanapriya 24 M

Shanmukhapriya 25 56
SihmSndramadhya 26 5̂
Hemavati 27 5®
Dharmavati 28 59

Rishabhapriya 29 ’ %
Latangi 30 1 63
Vichaspati 31 • t î#5?*f J
Mechakalyani 32

(Fig. 6.)

In order to be able to compare the Melas of 
Fig. 6. with those of Rimamiitya, it is de­
sirable that we should, first, know how 
Fig. 6. was worked up and, secondly, learn 
how 'the Meins of S varamcla kold nid/i i wero 
formula ted.

Now, Ri and Ga may be combined nil four 
di-fferent ways, vie. ( l)A ’i'r & Gin (l) AYr 
And Ga-r (3) A’fj and Gax (4) Ri$ and .(raj.

Similarly, Dha and Ni may be combine 
four different ways. By tacking the 
varieties of Dha and Ni to each of the fi 
varieties of Ri and Ga, we have six 
varieties of Ri, Ga, Dha, and Ni, ■ Tfv 
sixteen varieties, when further manipula 
with the two varieties of Mi, yield thin 
two working Melas for which see Fig. 
where, it will bj seen that Melas 1 to 11 aft 
puddha-Madhyama or Poorva, .Melas, vs'AA . -.-oL/rt .. . : x. * ’ :...v

}tflas 17 to 32 are Proti-Madhyaina or
(Jttara Melos'.

SVARAM ELAKALANIDHI m

| i
Ram&m&tya, on the other hand, merely 

specified the names of his Twenty Melas and 
stopped with explaining their charactristics. 
Here is what he wrote:—

^ 3  srrf^r: 11

tTcfr trre55nftv5^T i

gg rr irffom frcit i
g^JTrsruar n

arrctffosdbr 5tr^(sTr)JTftRTm: i
ff5r:g«r^r5?TW 11

tracrifcsfttfsft ntfifear: i

irerrliwfHMfo n

1. In this arrangement, Venkatamakhi’e Poor- 
vo Melas l to 7, 12-13, 16-19, 21-25, 30 to 36 
along with their corresponding TJttara Milas 
37 to 43, 48-49, 54-55, 60-61, 66 to 72— have 
all disappeared. Let me not be misunderstood 
that I recommend the total, disappearance or 
even destruction of the non-eelected forty Melas- 
By all means, retain them; but reserve them, for 
Hie time beiug, to the specialists; and do not 
ronsign them to the care of careless persons. 
•Yiiging the non-select.’d (or reserved! Melas 
■a like cycling on a wire, which none bu'f t’.e 

!.-Specialists can do. 1 try to bring into prominence

“ I shall now (first) specify the names (of 
the Milas) and then (secondly) explain-their 
characteristics. Of all the Milas, Mukhdri 
is the first. Other Melas are as follows:— 
Mdlduagowla, Srirdga, Sdrangandta, Htndola, 
Suddhardmakriya, Disdkshi, Kannadagowla, 
Suddhandti, Ahari, Nddardmakriya, Suddha- 
vardli, Ritigmda, Vasantabhairavi, Kiddra- 
goida, Hijujji, Sdmavardli, Rivagupti, Sd- 
manta, and Kdmbhdji. Thus there are twenty 
Milas."

And continued-SAmara&tya :—

g <aif ti4g^T H

“ And their characteristics are explained 
thus : the Mila of Mwkhdri, for instauce, con 
sists of seven Snddha-svaras." »

In this way R&m&matya went on. Evi- 
dently he did not care to deduce his twenty 
melas from any kind of principles but per­
haps recorded such of the melas as were in 
vogue during his time. Even in so doing

the Laghumelakartd 6f 32 Melas, ns distingui­
shed from Venkatamaklii's Brihanindlakarid 
of 72 Milas, only in accordance with the 
principle of Lakshya, which Ramaiuatya took 
pains to elaborate. An analysis of 505 songs of 
Tyagaraja, published by Nai'asimha Bhagava- 
tar, shows that so many as 4S5 were placid in 
Laghumilakarta, while only 20 were relega­
ted to Brihanmelakartd. Even in singing 
the latter twenty, tin..'re is a marked tendency 
for ordinary pi r- w. to lob : tin-m under Lnyltn ■ 
melukaild, as i: . . :  : -o ijbs Soolun
*on£»ia new ecij in fe r ' : raaatn. ’  •*..
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be happened to slip into a palpable mistake 
of giving thesame identical characteristics
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to two of his twonty Melas, viz. Sarangaii'’■ij
and Kedaragowla thus : —

Saranganata
Kedaragowla

?3crffY»TiTnrsm: <&; sriro&fer: i
5r%?n n

“  R&main&tya characterises the Mila of 
SSranganAta as consisting of these seven 
suaras, viz., Suddha .Sa, ^Panchasruti Ri, 
Chyuta Madhyama Ga, Suddha Ma, Suddha 
Pa, Panchasruti Dha, and Chyuta Shadja Ni.”

i

t=wfo?r: j

“  The Mila of Kedaragowla consist 
these Suaras, viz., Suddha Sa, PanchasrutjjJ 
Chyuta Madhyama Ga, Suddha Ma, Siifl 
Pa, Panchasruti Dha and Chyuta Sh 
Ni."

(Fig. 7.)

The veriest tyro will not fail to note the 
identical sameness in the characteristics of 
both the milas. Inasmuch therefore as 
Sarknganata and Kedaragowla merged, in 
point of their characteristics, into one, how 
could Ramamatya count twenty different 
Milas'! Quickly therefore did Venkata- 
niakhi hasten to lash him on this vulner­
able point and wrote: "According to
yourself (addressing Ramfimatya) Saranga 
nata and Kedaragowla merged into one 
Mila. How then could there be twenty 
tnelas ?l”

Nor did Vcnkatamakhi stop here ; but he 
proceeded to attack Ramamatya, using even 
rough language, on nine more points. We 
shall deal with them, one by one, and place 
the views, thereon, of both Ramamatya and

Vonkatarnakhi in juxtaposition :—
(1) As regards some derivatives of

"S R I RAG A MELA."
Ramamatya:—The Mela of Srirdga C(j] 

sists of these seven Svaras, viz., Suddha " 
Panchasruti Ri, Sddhurana Ga, Suddha M&, 
Suddha Pa, Panchasruti Dha, and KaisiT 
Ni. Then do I enumerate some of tn 
Rayas derived from thi s'Mila, and the 
are: —Sriraga, Bhairovi.Gowli, Dhanydsi, S3 
ddhabhairavi, Vilduali, Mdlavasri, Sail lean 
bharanam, Andoli. DivagandJuiri, and Ma 
yamddi.’ ’ 2

Venkatamakhi:—" You said that Bh
ravi, Sankardbharanam and Gow'li were' 
rived from Srirdga Mila, [nasmuchas Bha 
ravi has Suddha Dha, Sankanibbarnam h&_ 
Antara Ga, and Gowlt has Kdksli Afcj 
and inasmuch*? (the last mentioned) 
Gowli may (rightly) be derived from Mdlav

--------------------- ( »
i. of. l

Chain nlandiprakdsika.

’Rot'- g -sT -pn  Tars$;ff3P.'7VTsr cf-Jr’Ti' i

Q&: STR¥T<:̂ tF:: sfrCTTOI g-
sfron i vfcft nWt

m w i iu  ^  iff
sHffrvfT TO im fescm  t o  f l

II.
Svaramilakaldnu

• — .(■ , j> ii ll
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itouila, how can you (dare to) say that these 
Rayas were derived from the Mela of Sri­
rdga'! 01 Rama! R&mal Rama!. Hqw 
confused (is your head) Ml1.”

(2) As regards some dcrivates of
“ SUDDHARAMAKRIYA MELA."

Ramamatya:—“ Some of the Rdgas deriv. 
ed from the Mila of Suddhardmakriya are:— 
Suddhardmakriya, Pddi, Ardradisi, and 
DipakaV ’

Venkatamakhi:-1' Inasmuchas you (wron­
gly) said that Pddi and Ardradisi were 
derived from Suddhardmakriya, and in­
asmuch as the truth is that they were 
derived from the Mila of Gowla, 0  I Rama> 
you have committed a great sin, to remove 
which, you should contemplate the name of 
(that great) R&ma3.”

(3) As regards the Mela of
” KANNADAGOWLA."

Ramnmatya:-” As between the character­
istics of Desdkshi and Kannadayowla, there

1. Cf. SfcTVTOT: tRTOTOTOT*!! I
iftfcTOTO ^faarrccsprr sirt*tTO3it: ii

5f5hA(*i<viiAl<iTS,rR <iri4K'tt^7Tr II

3TTcft II
<TRiorr 3T?iTsffamft5r^: i

TOT 7TJTTOT cT̂  vm : II
Chaturdandiprakdsika.

j. cf. Tr^sjT^sft 5r f t  t o ; i

C^TRIT: TOHrem Kvf T̂TTTKT ||
Svaramilakaldnidhi.

^ ur. totfft g r o W t  tot^ cFtt: i
TT^r TTRITOT VT̂ f̂ f̂ r II
cTjtT3ITn?l TOTTOTTOTOTTTcrg I 
TO^T^TSTTOt'W  STW^tiffetlWjTr || 

haturdandiprtkdiika.

is one point of difference viz., the latter 
(Kannadayowla) has Kaisiki Nt, as practised 

I by the experts (instead of Chyuta Shadja Ni 
of Disdkshi)1."

Venkatamakhi—“ The statement that 
Disdkshi, when it attains Kaisiki Ni, be­
comes Kannadayowla leads to an absurdity. 
The fact is that Kannadayowla belongs to 
the Mila of Srirdga2."

(4) As regards
“ GHANTARAVA RAG A."

Ramamatya:—“ Some of'the Rdgas deriv­
ed from this Mela (of Kannadaynwla) are 
Kannadayowla, Ghantdrava, Suddhabaogdla, 
Chhaydndta, Turushka Toii, Nagadhvani, and 
Divakriya3."

Venkatamakhi:— “ The statement that 
Ghantdrava was derived from Kaunadat/owla 
has involved you in a heinous sin, from 
which, O I Rama, you cannot escape even 
though you go (on a pilgrimage) to

1. Cf. TOrsflTTJTfl-5^ T̂JsTif/T-R) I

• m : II
Svaramelakaldnidh i.

2. cf. i

s/nrm R ^^r jdtt h fk q -1|
Chufan/nn'/ipni Vti•>'ih<i •

3. Cf. '7|- ^  |

Q̂ T: ^^n"W niTOTr<IT5I’JTI^T5pT 5TII
^  ■ -t o  i

cT'Jf 51 •TfRY-THVi~," ITR il
5T*rr: j

.•SvaramAakaldnlJhi. 1
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Ramasetu (Ramcsvaram). The fact is that 
Ghanldrava is derived from Bhairavi*."

(5) As regards
"NADARAMAKRIYA RAG A." 

Ramamalya:—The Melaoi Nddaramakriya 
consists of these Svaras, viz., Suddha Su> 
Suddha Ri, Sadhdrana Ga, Suddha Ma, Sud­
dha Pa, Sudd/ui Oha and Chyuta Shudja AT1.’ 

Venkatamakhi:—“ The statement that 
Nadaramakriya lias Sadhdrana Ga discloses 
O I Rama, your senility. The truth is that 

' Nddaramakriya has Antara <7ua.”
«

(6) As regards
" RITIGOWLA. "

Ramamatya:—“ The Mala of Ritigowla 
consists of these seven svaras, viz., Suddha 
Sa, Suddha'Ri, Suddha Ga, Suddha Ma, Sud­
dha Pa, Panchusruti Dha, and Kaisiki Ni1."

Venkatamakhi:—“ While Ramamatya has 
spoken of Ritigou-la as a Mel a with Suddha 
Sa, Ri, Ga, Ma, Panchasruti Dha, and

4. Cf. I
jtt% TT^JfTgsrrgsr: 11

nfa  farfa ’f a  Tf̂ r nrfrsrr ^ i
TT̂ I STCTCW: II

Chatuniandiprakdsika.
i. cf. ft^r???:: i

m^rcoTisfamsir*;: ^ fa r e r ii
RT■TCTfffaTTR55: II ’

Svarauiilakalanidhi.
•j. or. rrvj-.q#: ?=pn i

fTfarroTftjcr nfaK : rfa  ^ 3:11
zrjd in  sw re?? fa ktr it 1
?t,:TTTrrr%trrir  ̂n fard .s^iR trm vi: 11

Chain r.lantltprakasika-
3. cf. zijax r-rrVrrsrr: t -t ’T^-jft-T&v*: 1

• ^Rifintr^irei^TT^ 11
'■ 4 1 Svardmllakaldnidki.,'

’ -  m -  .......................... .

Kaisiki Ni, the truth is that Ritigowla- 
(not a Mila) but a Ruga derived from the 
Mela of Bhairavt1."

(7) As regards
“ KEDARAGOWLA"

Ramamatya,— “ The Mela of Keddragoui 
consists of these svaras, viz., Suddha ® 
Panchqsruti Ri, Chyuta Madhyama Ga, Sudd 
Ma, Suddha Pa, fanchasruti Dha and Chyv 
ta Shadja Ni V

Venkatamakhi:—" I feel sorry for yo 
name (of R4ma); for, you mistakenly pi 
ced Chyuta Shadja Ni in the Mila of Kiddrii 
gowla. The.right svara of the Mela is Kaisi 
N tV

(8) As regards
“ HEJUJJI."

Ramamatya:-“The Mela of Hejujji consist 
of these svaras, viz., Suddha Sa, Suddha Ri 
Antara Ga, Suddha Ma, Suddha Pa, Suddha 
Dha, and Kdkali AW*

4. cf. q fafa  t iftt ffeR V
rr^f: tr fa m f: 7SJ || ‘
-Tfa^TRTR7r7lJf*mrfffatI*rTtir 1.
vn^fTTmireir^ir 11 ='

Chaturdandivrakdsika
1. cf. 1 f

-,-gifrtzm irrvnrsjgrTTpT 11
^ T cW ctfa : II

Svarantelakuldnidhi
:i. cf. v*r Trrrrnt^rr^ rn T if^ T  otwI i

r̂iTTFT SJ^fTT^RTT^ 'Ml ^faRR^ II
«r  TTmftror g ^  I 

^rVTtfTtiq'R'Tr^T f t  ifa  ||
Chutu id a ndiprakasika. . 

Cf. JTsfal TfTr-f-T+i'r JT^riJ JTT-JPR'Jf r  
TTf'TleTRT ft'Tf?ij;:| 

<r^r^^n:^3Tj7T isgaft ii 4
SvaramBakaldnidh
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Venkatamakhi:—“It is stupid to place Kd­
kali Ni in the Mela of Hejujji; for the right 
svara of the Mela is Suddha Ni.”* | j

(9) As regards
•" KAMBHOJI."

Ramamatya: — “ The Mela of Kdmbh6ji 
consists of these Svaras, viz., Suddha Sa, Pan­
chasruti Ri, Antara Ga, Suddha Ma, Suddha 
Po, Panchasruti Dha, and Kdkali Ni."1

Venkatamakhi:—“ Does not even the 
maid-servant of a Vainika know that Ka- 
mbhoji has Kaisiki (and not Kdkali) Ni ?.” 2 

The reader will, at this stage, do well to 
guard himself against entertaining any 
mistaken notion that R&mam&tya was all 
wrong or that Venkatamakhi was all right. 
He will further do well to remember that, 
between Svaram Ha kal a n id hi and Chatur- 
dandiprakasika, there elapsed a full century 
and a little more, that the musical systems, 
worked out in both the books, must—on 
account of the progressive nature of the art 

be necessarily different from each other, 
and that some of the views of both the 
authors might," therefore, be right and 
wrorfg right in their own times, and wrong 
in other times.

Living, as I do, three centuries after 
Venkatamakhi who insisted on having 
on ly Kaisiki Nt for Kdmbhdji, I may repay 
the author of Chaturdandiprakdsika in his 
own coin and retort: “ Does not even the 
cook of a Vainika know that the Kdmbhdji 
of the present day has not only Kaisiki Ni

but also Kdkali Ni as in the case of the 
phrase S?fttTTOraT(Sa —N i—P&— Dhg—Sft)?. 
Again, in your chapter on Rdgas, you dared 
to write—

tfnVtafkin: tag ftfvv ifts  jt f t  gfaer: 1

(Kdmbhdji Rliga, though Sampuma, leaves 
out in the ascent Ma and Ni. ’ ’)

From this heinous 1 in, 0 ! Venkata, you 
cannot escape even though you go on a 
pilgrimage to Tirupati, the abode of Lord 
Venkateswara. For, whether yourKdmbhdji 
corresponds to our Kdmbhdji or Harikd- 
mbhdji, Ma is neverleft out, though Kdmbhdji 
leaves out Ni in the ascent.”

Surely, then, Venkatamakhi threw stones 
at R&mfimiUya, while himself was living 
in a glass house; and his strictures on 
Svaramelakal dnidhi are unjust, uncalled 
for, and even offensive to a degree. a

Still, a Venkata may persist in reminding 
us as to why Ramamatya, having merged 
into one, Saranganata and Kidaragoida, ven­
tured to count twenty Mi-las’) This, as I 
said, is no doubt a vulnerable point. But 
be it at the same time noted, that during 
the long period of a full century, after 
which Venkatamakhi criticised it, Heaven 
alone knows what changes or modifications 
the manuscripts of Svaramelakalavidhi un­
derwent in the hands of different indiffe­
rent copy ists and what sort of a copy finally 
fell into our critic’s hands. Even assuming 
that Ramamatya committed the blunder 
attributed to him, I am disposed to think

4. Cf. RVTCDT %vjo fR|11Ijgt-4, |

SrftrR-3 tfrnRRR^T^ II
• ' Chalurdandiprakdsika-

1 ci-m  ^ h rm ^ S T l ftvj} q-^sfeft erar i

SJ5TC3 W TTSR TIW1TTT HeRT: II
.*4 vara m ilakahinidh i.

, j. Cf. f t ’TT̂ T::i
sift fa  fa  qroTRiffai q?r7T^mii

1 Chaturdandiprakdsika.
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quoted at least a few instances from him in 
support of their theories. We are thus 
made to believe that out of the five Bhara- 
tas, Nandi and Bharata were powerful and 
had their influence among the latter clas­
sical authors on music. According to king 
Raghunatha of Tanjore, Umapati a later 
author on music, followed the school of 
Nandi. He says :

a'mi d  srsefrcr-
RdljjtifO  I
Umapati'e work was also considered as an 
epitome of the original work of Nandi. It 
appears Raghunatha borrowed some ideas 
from Nandi’s treatise which might have 
heen in existence in his time i.e. till 
•1620 A.D. from which, we could not trace its 
existence? till now. Some have ascribed 
another book “ Nandi Bharatam "  to Nandi 
and it is to be ascertained whether the 
latter is the self-same author of ' iVandees- 
wam Samliita '. It is also held that 
one 1 Bharaturnava' of unknown authorship 
is a concise form of that of Nandi.

Matanga.
The last of the Bharatas Matanga, wrote 

the important work oalled Brihaddesi," 
which is printed at Trivandrum. Some 
hold that Matanga is older than Silppudlti- 
karam in Tamil, which dates to 200 B. C. 
It mentioned Matanga and his theory. But 
historians hold that he was a contemporary 
of Mahendra Vjkrama. He was patronised 
by this Pallava King whom the historians 
assigned to 300 A.D. It is too dillicult to 
to find reconcilirtion between the two kinds 
of historians viz. those of Silppadhikaram and 
of the King Mahendra Vikrama. We can 
therefore hold that the five Bharatas lived 
in the time extending from the 3rd century 
13.C. up to the 2nd century A.D. and 'Matar - 
ga the last of them lived in the 3rd century 
A.Dv,- The fact .that .Matangaquoted ins-.

tances from Kohala, Dattila, Bharata 
Nandi, leads us to believe that he belotige] 
to the latter date of the four above raqi 
tioned Bharatacharyas. It is not correct! 
hold, as a later author Kumbhakarna iiji 
that Kohala and Nandi followed Matanga1 
school. Matanga along with' the abokj 
four authors had mentioned another b' 
name.Chetura whose identity is yet to ^  
investigated. His work 'Brihaddesi' .igL 
monumental one and deals with the subj^ 
in a Sastraic manner with PurvapakahS

THE EARLY WRITERS ON MUSIC

Kasyapa and Viaakhila.
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 
later writers on music. Kasyapa was stated 
in one as the greatest authority on llagas 
and their usage (Viniyoga), whereas Visa­
khila was considered an authority on 
Staras, Veena, Vamsa (flute) and the like. 
Abhinava the commentator thinks that 
these were prior to Bharata, which fact is

and Siddhantam. He discusses any incorrect as has been explained now.
to the last and finally establishes his I

!t *̂155 Mil'll ni«R’r>V4'igfq5T'tf?rrircT'T
trrerefter \S Abhinavagupta).

opinions end theories on sound basis, 
instance he discusses the origin of St 
from the standpoint of Sankhya Vada, Pm 
nama Vada, Vivaria Vada and lastly 
Utpatti Vada.

TiPTrT <Tftorrfo?rr i f
sjeftar ii

Matanga had originated what is calle^ 
Duadasa Soara Murc.hanas which came inti 
disuse soon after him. A later authiu 
Kumbhakarna of the 13th century sa^s:— j

3T3  RT Jjgsrr: STT5  I
Rfr h r  u faqrfer Jr 11

arlrq ^  sr i ’’
Rfrw g f t  ^  11

But Matanga holds his theory as correc 
and quotes from Nandi in his support thun

i f  rfcmrnf^
R 'tfr fg  ii

He had dealt profusely about Desi Ragas ii 
hi< work and liis chapter on Natya is not
avail,idle now. Kumhha kit rue notices thus;

h H  tm ,i i

I It is to be believed that they lived just 
after the time of Matanga who, while 
mentioning all his previous authors, did not 
state about these writers on music. It is 
to be seen in this connection that the great 
Kodimiy&malai inscription is based on the 
theory of Kasyapa. Abhinava and Nanya- 
deva each quoted, it is said, about two 
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 therefore further 
knowledge about him is not to be had.

Brahma.
Narada, the author of ' Sangeeta Maka- 

[ randa,' who lived in the time prior to 
' Sarangadeva, of the early part of the 13th 
century, mentions Brahma as an author on 
music. It is not known who this Brahma 
was. In some classical works we come 
across, with the name of ‘ Gandharva Veda- 
Saram’, which treats of Sangeeta. Nrttu and

( Mitya. This has heen considered as one of 
the Upa Velar. This also has been ascribed 
to Brahma, who might have been mentioned

stated now. The extent and contents of the 
‘ Oandharva 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 

Veda.i (by one tenth of the original) was pro­
duced by Vyala whose date is not certain. 
Narada of 'Sangeeta Makaranda' had 
mentioned him as a writer on music and so 
he might have lived prior to even Sankuka 
and Keertidhara, whom some have assigned 
to the 8th century A. D. As it is held that 
Narada lived between 550 and 1030 A. D. 
we can as well assign Vyala to the fourth or 
fifth century A. D.

Sadaaiva 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 
combination with Gowri, wrote on Gund/iarva 
Veda, which purports to deal with celestial 
music. A portion of “ Oandharva Veda ” is 
to be seen in the Mysore library.

Tumburu.
It is mentioned that Tumburu in associ­

ation with Narada produced a work on 
Gandhorvam dealing with various topics 
relating to music.

Anjaneya or Hanuman.
King Raghunatha sf Tanjore gives some 

details about Anjaneya. Even Abhinava 
had mentioned his name. Anjaneya’s work 
is not traced. In treatises on TulaLak*hunam 
the school of Anjaneya is often followed.
It is held that the present? day music is 
based on two schools viz., (1) The Nafada 
Malum and (2) the Anjaneya or Hanuman 
Multan. The Narada Mutant is prevalent 
(i ;s said) in the south, while the Hun///,
Ml lam i ant in lh e m. ; 
later

mam 
a a

________  ________j;r on music followed Hanunian
by Nara(Ji^,^heautItor^f_4 ^Ĵ ,'ar)da«as isj', Mat a m a tjj brought Tortli th vR aga itagini:'
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classification of the Ragas according to 
his iialam. It 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.

Dakiha Prajapati.
Abhinava, the commentator had men­

tioned one Daksba-Prajapati as an author 
on music. Even Simha Bhupala the great 
commentator on Sangeeta 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.

Satatapa.
Though S&tatapa was mentioned by so q ' 

of the old writers on music yet it is doubt 
whether he wrote any work on music. _  
research scholars on the subject investiga' 
and make a report of his writings toll) 
Academy.

Umapati.
The work of Umapati has been identify 

as the Aumapaiyam itself. It is said th 
the work is a catalogue of technical ter; 
on music and is based on the theory  ̂
Nandikeswara. King Raghunatha says tK

<TTg q i< U
An epitome of the great work Aumap 
yam is available in forty chapters. He 
might have belonged to the 8th or 9̂  
century A.D.

(To be continued.)

THE IMPORTANCE OF MUSIC.*
B Y

Mr. P. R. Natesa A iyar  b.a., b.l .

Ladies and Gentlemen,
I must thank the gentlemen of the work­

ing Committee of Raja Sir Annamalai 
Chettiar's College of Music for the privilege 
they have conferred on me, of delivering an 
address in connection with the Anniversary 
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 after which 
according to a Tamil adage, ‘ a man is in 
his dotage ’. You must take me, therefore 
“ subject to all equities," as a lawyer would 
say. As we grow old we shod our enthusi­
asms, but I for one. an: unable to pr.rt wj: a 
my love of music, a lovo which I have, ir.s-

T anjore.
pite of the somewhat disturbing influence! 
of a professional career. This is my onljl 
justification for accepting the invitation.-"a 

The college of music, as its full nar 
indicates, is an institution for which we â  
indebted to the princely benefaction 
Raja Sir AnnamaluiChettiar. Evcnamon 
millionaires it is not every one that found 
and endows a University and a College lilcS 
this. I must take this opportunity of express 
ing the profound gratefulness, of the publy 
in general and of music lovers in particular 
to Raja Sir Annamalai Chettiar for thj 
magnificient foundation. A college 
music was the dream of many of us, loverfj 
of music, and our dream has become an]

a* An address delivered on 9-11-30 at the Aaaivcrsaryof tbo Music College at Chidambaram.£*Jh 1 %.
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accomplished fact. It must he a matter of 
gratification to every Indian that the dis­
appearance of much of our ancient learning 
and culture is being arrested and that stppsi 
jhave 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 neighbourhood of 
which, is rich in Sangeetaic associations, if I 
may say so. one of the three branches
of Musi c— and —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 in his •Ti «»4RiH?i are depi­
cted in the figures on one of the Gopuras of 
that Temple. The authors of the G^sntju.> 
derived their inspiration from the God at 
Chidambaram and sang there some of their 
finest hymns in praise of that God. Many 
of the scenes including the concluding one 
of that immortal musical drama, 'Nandanar 
Charitram', have been laid in Cbidambaram. 
Here lived and died Ramalingam Pillai alias 
Ramalingaswamy, whose hymDs in praise of 
the God at Chidambaram sung in appro­
priate Ragas, are exquisite music to the 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 is an and
that it is an off-shoot of that
five out of the seven Sruras of our 
octave had their origin, each one fr.j.in one 
of the five faces of Rarama Siva, that tire ,

remaining two Svaras proceeded from 
Parvati Deri and that the six primary Ragas, 
Sri Ruga and five others, also proceeded 
from Para hi u  Siva and Parvati Devi.

The existing «V W ^ consists almost 
entirely of select verses of the 
^Tlerll set to music. The thus pre­
supposes the Many of the
hymns of the refer to a race of
ancient sages named (claimed by
many of the of the SfecTT as
their anccestors), to tilff hymns sung by 
them in honour of
and other deities. The must have
proceeded those of the
by several generations. The antiquity of 
the age of aifFW s might also be inferred 
from the fact that they are referred to in 
terms of veneration as ancient sagis in 
one of the Parsi Scriptures. (Whether the 
nTr^T ”  originated from the til4  as 
chanted at present or the CTVJs, as sung hy 

of still greater antiquity, it is 
for the scholars to decide.)

The HURT is said to have had 1000 
s tiffs  of which only two now survive. It 
is probable that each of the 1000 STTOTs 
had slightly different methods of singing. 
It is for the experts to trace the evolution 
of our secular music from the

The were the first exponents of
our secular music and the of the
dance. There is a story in liie 
G'TfTHT— (Villi. '-TTR) to -be effect that
sang to the R̂ -T'-ts and, in return for their
music, got from the the SltJT creeper
(which, probably, grew on land in their 
possession ami under their control). This

■aim to be
■ c xo'l ana Lion w 
called tTR’-ih

secular music
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There are one or two other references in 
our Vedas to secular music. The code of 
ritual in the MlgJUI relating to the

sacrifice prescribed that the 
should be daily entertained with vocal 
music during the one year’s period of his 
preparatory The other reference that
occurs to my mind is the ritual relating to 
the day of the penultimate day of
the year-long sacrifice.

There is a long passage in one of the 
zn̂ fOTs of the comparing the human
body to a «ft°TT.' The Vina of that period 
seems to have been different from that of 
the present day.

It is in the Puranas that we find the first 
rlference to professional musicians. The 
qFjsnor relates that on the occasion of 
the coronation of King the ĵpTs who 
anointed him King, summoned GjT and 
flTTTtT (probably, proper names of two 
individuals) apd 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 zrf^s subse­
quently came into existence.) The 
further states that from the coronation 
ofS$J. and*TTlro 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 .1 fuha Bharata, 
There are strong, reasons to believe that 
the THVJVs and SVGTGs, at least those of 
the Puranic period, were.the natives of the 
country or the countries on the other side of 
the Himalayas. Piinmas record several /

iTf't4,s and the dance from_ f
who taught music and dance to] 

and the other Boyal maidens of the 
family of King had learnt them in alj
probability from and

One might infer from our
and Ti37H>ls that the Brahman', 

daily (ife entirely consisted in religiouj 
observances and’that our ancestors had ri 
time for any secular avocations, much lesi 
for apparent vanities like music. Such ai 
inference would be a wholly inaccurate ond] 
Our 3 0  vis and *il*'t>s bear am pi
testimony to the inclusion of music i 
the lives of our ancestors. Various 
and lesser Brahmans found time fo: 
investigating into and laying down the3 
principles of the science and art ol 
Music. Witness the long list of autho 
rities, divine and human, on Music in one ofl 
the Kirtanas (Vidulaku—Mrokkeda) of the! 
great composer and singer Tyagaraja.' 
Then, as now, there were also devotees of. 
Music, musical enthusiasts who did not’ 
miss attendance at musical performapees. 
VcTifffeS in his refers to such
persons as 3TTtV*re>s. In the Ramaya 
the 5fif^s who heard and sing the! 
story of the Ramayana were charmed witff 
their music and it is said, that they even 
gave presents to the singers out of their 
scanty belongings. In the of the
Ramayana describes S3»TT* as
seeing some of the ladies of <|vlul’s harem 
asleep, with their musical instruments in 
their arms, after musicial performances 
were over. Similarly 'f.l refers in
the 1st of the -H’ti e h U of to

intercourses between them and those who 
lived on this side of die Himalayas. Our 
music'mi.st have come to, us from thede

' Sangecta parties in Alakapuri. Both Valmiki 
and Ka’iidasa have obviously transferred to 
Lanka .and Alpkapuci the habits, of thejk
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| people of the countries in which they them­
selves lived. The Vina, the Flute, and the 
.1 fridanga came to be associated with the 
divine b e i n g s a n d  
respectively., in the well-known
WTOs of his glorifies our Music and
assures WiHJjfrn to those who have explored 
the.secrets of Music. According to the 

the love of Music is ‘the last 
infirmity of the Human Soul,’ which even 
after its liberation and realisation of its 
identity with the ZUFK. 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 Ragas appropriate for the 
expression (to use a mixed metaphor) of 
every shade of the Ante Rasas.

For reasons unnecessary to state, such a 
precious inheritance as our Music is in 
danger of being lost to us. An institution

like this college which brings music to our 
homes through our younger generation is 
an institution for which we should be 
supremely thankful to its founder.

It is a matter for regret that high class 
artistic music is now some-whatatadiscount 
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 God’s Grace, 
with careful nurture, it would grow, develop 
and prosper liko the Sacred Bauyan Tree 
(srytW i-) and that under its ample shade, 
our young men would imbibe good Musio 
from their teachers and go forth proud of 
their posession. It is appropriate that I 
should conclude, on an occasion like this, 
with the words ' Manchi Dinamu Nedc ’ 
of the Pad am of the master musician 
Kshetrajna in Raga Ananda Bhairavi, 
which, to the ear of a non-expert like myself, 
is one of the finest Ragas of South Indian 
Music.

i

THE TEACHING OF INDIAN MUSIC IN SCHOOLS.
(Some Problems )

BY

M r . P. S am bam oorty  b.a ., b .l .

Lecturer in Indian Music, Queen Mary's Cullcgu, Madras.

Indian Music, has after all 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 years to 
come. I hupo'lhe day will net I 
when music will come to bo taught, om- 
pulsorily in all our boys’ and girls’ schools, s is a l  illiteracy of our people is sqmew^at

at least up to the lh irci _ form. After the 
third form, those students having a special 
aptitude for the subject might pursue its 
study further on as a special subject in the 

,:.r form? a ml I’ niversity course.
, rv of music in the
lower, classes is quite essential. The mu-
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appalling and this compulsory musical 
education will go a great way in minimi­
sing this evil in tho 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 in this direction, 
so that he or she is often left alone to devise 
his or her own .methods to deal with the 
several problems relating to the teaching of 
music according to the peculiar requirements 
of the different 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 
everji one might have the benefit of profiting 
by the experiences of others in the field. 
During the last fifteen years, 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 
schools is a 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 always a good 
music teacher. The music teacher has to 
possess certain fundamental qualities of head 
and hqart, a certain amount of psychologi­
cal training, a sympathetic insight into the 
mind of [he pupil, all these and more, if ho 
or she is to be a suere-s a music teacher , 

, There are <pj i; i:ios \\T ic!i the average pro-j 
fessional musician (whose be-all and end- 
allfin life'is to please the . audience and g*t

his remuneration) need not be expected''-1
possess.

The more important problems of amus 
teacher might be summed up as follows!

(1) How to create an interest in t 
mind of the pupil for music.

(2) How to get a soft, clear and swei 
, voice.

(3) How to develop the sense of mij 
cal appreciation.

(4) How to cultivate the formation o
correct and refined taste in

(5) How to pick up the musically.^ 
ted pupils of a class from..tho* 
less gifted.

(6) What instrument or instruraen 
shall be used in class music,;fsj 
the purpose of the drone and f  
accompanying the music of th 
students.

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

(8) How to build up gradually -th 
faculty of Svaragnana, Srutignan- 
Ragagnana and Talagnanq.

Now, let me take these, points one by on_
The creation of an interest in .th 

mind of the pupil for music might at -fi 
sight seem somewhat queer. People who" 
musicians and people who are musica 
gifted are prone to think that all peoples 
this world are genuinely interested in ihus 
If that were so the music-halls at ea 
concert should be overflowing. The tofi 
number of members of the Madras Musio 
Academy as well as that of all the Mus 
Sabhas of this enlightened city of Madr 
put together, should form an apprecia 
percentage compared with tho city’s pop''-, 
l:!ion. j>u: frets arc otherwise. In the, 
case of tho average person intorost fofJ
music needs to be,engendered.from„ • ■ -»—I— ■*-*1 w . - — ■>-»—
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The magnitude of the problem of creating 
an interest for music in the mind of the 
pupil can be appreciated only by those who 
have actually faced a music class. In a 
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 her beet to ear­
nestly endeavour to bring up these latter

dull pupils to the level of the former ones. 
Practice of svaragnana exercises, interes­
ting 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 sohools, 
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. 
I shall discuss the other problems in the 
next article.

A H O B A L A  A N D  H IS T W E L V E  N O T E S.

BY
• Pandit S. Subrahmanya Sastriar, Avl .

Tanjore.

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

It f5rar^iiyi<1 fsraft ii ’

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

The same idea is elaborated by Somanatha 
in his Ragavibodha in the following words

‘ r̂rr S-JcPT: sfTBeTT <*> Him M

tVwr <‘> w (i)
„ . ,  ..v s > . : I „

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

i- eftm
2-
3.

5. V-H'-HI

7. TtrfT̂ TT
8- tV *
9- 37TVJT

i ” -
''rn:

1 Ii- tftfri: ....
V.“ 13.. jrrarf)
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u.
•15.
ifl. qffirar
i7. atk-trmt ...
18. XTTFfr
19.
20. y-s.M'ifrT:
*1. 3TIT
22. ?Ttfault

Students of music who are conversant
with the European scale of musical notation #may note that the notes of the Indian scale 
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.

/rom a 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 and 21.

Ahobala, the author of Sangita Parijata, 
accepts Sarn^adeva as his authority on 
the twenty-two Srutis and then proceeds 

' to fix the position of the frets on the
Vina 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 have recognised that the 
Svaras in the Vina have definite length- 
values and this is mainly responsible io£ 
tlje error committed by some in thinkiijg 
that the knowledge of the length-values p f

and that the ancient works on Indian Mu^Tv' 
have not investigated in this direction. t&i.

The aim of this note is to place before th^H 
lovers of music facts which will go to disy 
prove the above assumption and remove tb‘£ 
unmerited reproach implied'therein. ThJ 
words of Ahobala quoted below, whep he 
talks of the Vina in his Sangitaparijata. wi.ii' 
exposo the erroneous nature of the aboil 
view. For the,first time in the history^ 
Indian Music it was left to Ahobala toj 
the length-values of the twelve notes.

To understand Ahobala’s views arigjj 
and follow him in his investigation of thl 
length-values of the notes, let us take;j 
Vina with a wire stretched between twjl 
bridges 36 inches apart, and start with thf 
note produced on the full wire vibratingtjj 
Madhya Shadja.

r ciR+.R!

Fixing the fret right in the middle 
arrive at the place for Tara Shadja i.e 
3 6 " 2  = 18" from the Merit, the left bridge.!

a. i-

Midway between Madhya Shadja and 
Tara-Shadja lies Madhyama. i.e., 18" + 2=9^ 
from the Meru.

Trisecting the whole length, Panckami 
lies at the end of the first part. i.e| 
36"+ 3 = 12" from the Meru.

Bisecting the length between Madhy 
Shadja and Panchama, the place of Gandhafi 
is the mid-point i.e., 12"+2 = 6" from thSJ
Meru.

V  WVPfr-dlSV RVK'- I . 
At'the end of the first part of the trisecte

Svpris’iB i fm o w o t y o t 'W astern 'aclenceiJijlengtkbetweeQ'^^ j f aSR^adnd
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iji fixed the ’Rishahha i.e., 12"+ 3=4" from 
the Meru.

e- 3  i \
At the middle point between Tara Shadja 

and Panchanfa, is found the Dhaivata, i.e., 
l2"+(6"+ 2 = )3"=15" from the Meru.

Nishada is at the end of the second- of the 
trisected length between - Panchama and 
Tara Shadja, i.e., 12"+ (6" x | = )4"= 1C" from 
the Meru.

»■ »r% m r i
btt: n

Trisect the length between Madhya Shadja 
and Rishahha; at the end of the second part 
is Komala Rishahha, i.e., 4"x f=2|" from the 
Meru.

»■ flr^rcrrtjH ^ fftannoK i
Midway between the starting point and 

Dhaivata lies Tivra Gandham, i.e., 15" + 2 = 7 J" 
from the Meru.

io. i

cftsicra n

Trisecting the lengths between Tivra Gan- 
dhara and Tara Shadja, at the end of the first, 
we find Tivratama-Madhyama, i.e., 7J"+
(10-4"-?-3 =  )34"= l l '7 from the Merit.

a . vrrmrtTTferelr n «r  Tg+rrm t t ^ t: i

W -T : ^VTFI jp firrw : II
At the end of the first third of the distance 

between Panchama and Tara Shwlja is fixed 
Komala Dhaivata, i.e., 12"+ (6"+ 3=)2"= 14" 
from the Meru.

i2. 7T§r=r vrrn^R irrV n i
7T,TT.T.3:’TTr4 fa 'll? n'rsWm*!. I!

In the same way at the cud of the second 
third, betweenZlAatvof^anf TpraShadja, can ;

he found Tivra Nishada. i.e., 15"+(3"x| = ) 
2"= 17" from the Meru.

The above results may be tabulated thus:
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i tTWTfji: 0" 36" 1
2 9TWc7 sR’TOS 2|" 33*" H
3 4" 32" i
4 nfaR: 6" 30" i-
5 efta n h m : 7*" 28*" ft
6 *T«m: 9" 27" 4
7 cfMclH JTY?UT: 11" 25" It
8 ^11: 12" 24" 4 .
9 14" 22" if

10 stacl: 15" 21" V-
11 16" 20" ' 9y
12 mu ' 17" 19" ft
13 Icm  T f^ : 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
tetrachord the intervals are 
and 11; while in the upper tetrachord, the 
corresponding intervals are found to be 
Ji, Si. if8 and i»- The two notes Komala- 
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
Komda Rishahha and Rishahha may as well 
be reformed to achieve this end, it may bo 
pointed out that as the intervals of Koniaht- 
liisluihha d Di.-.hiilihit hwc long passed 
nustor and been accepted as good harmonic 

<lnes In the scientific world, they therefore . 
M in d in n o n e ed  p fsu ch refo rm .a EVidVpt‘iy_.
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there has been a slight error committed by 
Ahobaja 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

Nishada lies at the end of the second 
third of the distance between Panckama 
and Tara Shadja i.e„ 12"+(6" * i = )  4"= 16" 
from the Mem.

Dhaivata lies at the end of the second 
third between Panchama and Nishada i.e.- 
12"+(4"x|»)2f"«14§"from  the Meru.

10. JTV?m: mTrftmrm 1

Tivratama Madhyama lies midway between 
Rishabha and Tivra Shadja i.e., 4+ (14" -r 
2*=) 7"=11" from the Meru.

fl- dfanrorc m^n:^ i

Tivra Gandhara lies midway between Rish­
abha and Tivratama Madhya i.e., 4"+
(7"^2 = from the Meru.

11. vrnr?*rrfer?r sjntreri vtam i 
xrnrscwTi: n w  7 *7 ^ 3  mTtfafm 11

Komala Dhaivata lies at the end of the 
second third, between Panchama and Dhai- 
vata i.e:, 12"+(2t"x i= )l$ "= 1 3 i" from the 
Meru!

ia- fmrMr I .

Tivra Nishada lies midway between NishJi 
ad a and Tara Shadja i.e., 16"+(2"x  ̂=  ) 1"JJ 
17" from the Meru.

The following 
length-values as a

table would show this 
mended.
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1 mspr^rs 0" 36"
2 3fimT5 2|" 33J"
3 5R«W: 4" 32"
4 6" 30"
5 7*" to . OO

 
Kt* < 1

6 rnanr: 9" 27"
7 11" 25"
8 12" 24"
9 'hUlri Mv|cT: 13J" 22$" i i l

10 14|" 2H" m
11 16" 20"

'\4
f|

12 cfh9 PImI?: 17" 19" i d
13 18" 18" 2j|

Further it may be added that whereaaj 
the Suddhasvaras arrived at by Ahobala. 
rectified above are the notes that occur jKj 
Kharaharapriya and make the nearest ap4! 
proach to the Suddhasvaras of Sangitara-3 
tnakara, the Suddhasvaras of Venkatamak-1 
hin which occur in Kanalcambari, and those] 
of other musicians of modern times which? 
occur in Kanakangi, are far removed from’, 
the Suddhasvaras of the Sangitaratnakara o^| 
Samgadeva.

(jtf L-jajspgptregviT triflpfsIirLD.

utraeupi Genetrih p u t t  i t s  j t ja j iu i is ir ,T .  

Gf|iri_IIA# :—215 uAair.
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\jfj losjt mtT cruessrdassi i&sv@Q)soirai£i S&sr
iLj.iiaeir t r o r Q ^ ir ,  j>f£piUftieos8u9shr Qp/fjb

svraniju  usot— p p p p Q  uevi&nu 
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«h|rn|<. |
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etoiretî eu SQs;psnrQ t̂n ^ S uj ^/0 losbt Krnri 

lUOT&sr j^mprmsi srpfdGtuirG) ifiBairuuQf. 
eiVssoGfpsureurspgii^Lii e-iuiL/ii* «uy3 ersirjr. 
Uffalsniii Q&iupririrti

“  jjaisuirjpi£SseriJi-ipirjjuii u$Quuprjjpt'~ 
eoruii) iU'Tjp ? ”  e\m j »  BeHirGatLs, &nestsrpfi 
g)W jfaiir&eirgi fgtipanpp p&kiBqrjK. “ jy ' 
uiy. Urnseir S S s s r i@ ti usspp^lei
6unifl a -iB S ^ i(^  u i ^ x i n i  QxirQuurir. Qpi 
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q g q m w  ĥ t gg-qf wnq̂ JTT̂ rfq ^  qgjfmT n ŷ vs 11 
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Lt is a matter for great satisfaction to 
learn that the University of Madras lias 
after all decided to start a Diploma course 
in music. We feel sure that the course will 
become widely popular. We congratulate 
tho University on its liberal and progressive 
outlook.

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

Oil 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 Muthuswaini Dikshitar, by 
Messrs. Tiger Varadaehariar, Sheranudevi 
SubrahmanvaSastriar, MarurSubrahmanya 
Iyer and Parur Sundaram Iyer. We trust 
that the memory of Dikshitar will be cele­
brated in the years to come, by other insti­
tutions following the lead of the Academy. 
!i is a matter for surprise that while the 
great composer has left us numerous com­
positions of unsurpassing beauty, those 
which are actually in vogue should be so 

Celebrations of the r. iture aforesaid

On the 1st and 2nd of November 1930, tho 
Academy organised two competitions for 
amateur ladies in Violin and Voena respecti­
vely. The entries were satisfactory both in 
number 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 wilt follow the example of 
Mr. N. V. Raghavan, who very generously 
offered the value of the prizes in the last 
competitions. *

We welcome Mr. E. Krishna Iyer fcack 
into our midst and trust that the benefit of 
his energetic co-operalion will always be 
available both to the Academy and its 1 
Journal.

The great event of tho season for musi­
cians and music lovers, is the ensuing confe­
rence organised by tho Mush; Academy. Tho J 
nature of the subjects in the agenda for 
discussion as well as the series of model 
performances arranged during tho session, 
should be enough to make the conference 
interesting. The inauguration of the same 
by 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 Highness will 
always continue to take an abiding interest 
in Act i le i : ' "ud help to promote it; ‘


