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A NOTE ON ‘HINDOLA

BY

" AND ALLIED RAGAS.

Mr. TIGER VARADACHARIAR.

It is a matter of common knowledge that
modern musical practice is drifting away
from theory at an alarming pace and that
the situation is getting further complicated
by the existence of a duality of schools—to
put it at the least--and a multiplicity of
doctrinaires. One of the immediate achieve-
ments of the marvellous musical awaken-
ing of the past decade, has been the focus-
sing of all attention on the need for the
reconciliation of theory and art on the
one hand, and the various schools clubbed
together under the name “South Indian
Music” on the other, and the energetic
endeavours of the several conferences held
in recent years have been solely directed
towards such an end. My object in the
present paper is to refer to a few ruyas
that have been so transformed (I had al-
most said vulgarised) by modern practice
that they offendalike against the theoretic
Mamools as well as the (Fectas an' Varnas
cte. It was therefore time some one drew
attention to the divergence with a view to
its early rectification. It will not be within
my scope to discuss divergences such as

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

Messrs. Subbarama Dikshitar and Singa-
racharlu treat Raga ‘'Hindola'as derived
from Mela * Nata Bhairavi’ and both classify
it as Oudarva. Mr. Dikshitar gives out the
Archuna as Sa, ga, ga, ma, dha, ni, sa,
which Mr. Singaracharlu makes more
explicit as Su, ma, ga, ma, dha, ni, sa. A dis-
criminating scholar and a fine aesthete
that Mr. Dikshitar was, I have not the
slightest doubt that he meant sa, mq, ga,
ma,—the ‘ga’ in fact being a gamakik’ ga's
and having the force of ma.

Inasmuch as the present day student
is likely to miss the point and seriously
misunderstand Mr. Dikshitar, I suggest that
we can perferably adopt the unambiguous
s, ma, ga, ma of Mr, Singarachar A note-
worthy feature of this raga is that ma is a
pivotal svura and the very life of the Ruga
depends upon it as it were, A glance at
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the Hindustani Raga * Malkaus’ to which
this Raga is generally equated-—and T think
correctly—would bear out the significance of
the central svara; and any combination
that tends to diminish the importance of
ma or conceal it should be discouraged. It
is worth remembering that neither Dikshi-
tar nor Singarachar nor ancient tradition,
has assigned to this raga any Dha other
than Suddha, as by its very nature it
could not have as a Janya of Nata
Bhairavi and the present day tendency to
ging Chutusruti 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 Chatusruti Dha in Ragus ' Marga Hindolo,
‘Hindola Vasanta,” ‘Sudidha Desi, and ‘Sura-
mathy,” 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 Ruagas and defeated the
very purpose for which the Rugyns were

EE=>

I pant for the music which is divine,

My heart in its thirst s a dying flower,

Pour forth the sound like enchunted wine,
Loosen the notes in a silver shower ;
Like a herbless plain, for the gentle rain,
I gasp, I faint, Lll they wake again.

named and classified, not to speak of the
confusion it has introduced into a subject
already overburdened with confusion,

I would advert to just one more point
before I finish. In his description of
*Hindola Vasanta,” Mr. Subbarama Dikshi-
tar relying on adictum from Mr. Venkata-
makhiand the evidence furnished by Chauka
Varna Gitas and KNeertunas of a bygone era,
assigns an occasional Kishabha, and offers
Ni, dha, ni, sa, for rare employment, but is
unable to give illustrations for the latter
practice. I am afraid this isoneof those
instances where Mr. Dikshitar had let the
doctrinaire get the better of the artist, with
all due respect to him. I venture to submit
that the omission of R/ and the latter Ni
in the above prayoga, would not alter the
physiognomy of ‘Hindola Vasanta,” or dimi-
nish its charm, while the consensus of
opinion would be 1n favour of such omission.
These and similar problems await enquiry
and discussion and [ would appeal to scho-
lars, artists and lovers of the art, to tackle
them dispassionately at the ensuing confer-
ence in the true spirit of scientific research.

MUSIC <&

Let me drink of the spirit of that sweet

sound,
More, O more,—1IT um thirsting yet,

It loosens the serpent which care has

bound
Upon my heart, to stifle it ou

The dissolving strain . 0 ’
7 s through every rein,

reepe 7 3
Passes into my heart and brain,

SHELLEY.

SRUTIS AND SUDDHA SVARA MELA *

By
MR. HOLGUR KRISHNACHARYA OF HUBLI.

It was decided by the All India Music
Conference of 1927 that only the system of
92 Srutis is practical and consistent with
the 12 svarasthanas of our Vina. Since then
many suggestions have been made to alter
their number which have all been proved to
be impracticable and unnecessary during
the last year's conference, as they go against
the spirit of our current practice of music
as well as its theory. We find even 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 srufis 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 Rugas 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
pumber 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) They must not be 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 children
must be able to illustrate them in practice.

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

¢) Whenever any scale or Melu is re-
peated so as to obtain all its modulations
or murchunas, all the seven svaras of the
seven murchanas, must fall within the
values of the original system of Srutis.

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

(6) We know our musio will be insipid
if it is devoid of Gamalka, which is defined as
TCET FO0 AR WA @) Fragams:
FETAIAAT T3INfE aRF(RAC | & T
<"1 & <%  What is the exact limit of
the slight (quarter-tone) raising or lowering
of the note to obtain the two points between
which the TH® 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.

(8) The system of srulis must contain
above and helow each sruti, three notes at
the intervals of 8:9,3:4and 2:3.

s A paper read at the Experts’ Conference in the Easter week of April 1930,



238 THE JOURNAL OF THE MUSIC ACADEMY

I now proceed to place before the public
a few observations regarding the melas of
our system. The confusion as to the num-
ber of srutis will not end until we know the
secret of the ancient arrangement of Uramas
and Murchanas., So I suggest to this confe-
rence not to decide the melus and their
component srutis hurriedly, until a sound
theory of their (the (Zramus and Murchanas)
explanation is worked out. Meanwhile I
propose to discuss in this conference the
important problem of the natural or Suddhu
scale of our system.

I have tried to show in a paper I read in
the last year's conference, that the Sriraga
mela of the ancients or the modern Hara-
priya melu is the scale of the Simagdhs
as well as of Bhurata, Surngadera, Ahobala,
Srinivasa, Hridaya and Lochana. This being
s0, an error was first committed by Rama-
matya in taking Mukhar: {(the present Kanu-
kang!) to be equivalent to the Suddhu Svara
Suptaka of Bhurata and Surangadeva. This
error was repeated in succession by Soma-
natha, Pundarika, Tulaj:ndra and Venkata-
makhi, none of whom, with the exception of
Somanatha, seems to have understood the
Natya Sustia and Ruatnakara correctly, but
simply 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 hadstudied the Raénakara thoroughly
but failed to interpret it correctly in hisown
words, in many places being misguided by
the Svarameia Kalinidhi of Ramamatya.
But the special merit of that genius is un-
doubtedly shown in his treatment of many
important problems, the author himself
having written a commentary on his origi-
nal and built a beautiful theory of Mela
Prastara, which no other Sanskrit authorin
my opinion, has been able to do up to this
time. The folowing guotations reveal the

minds of the authors on the question of the
Suddha Méla :—

afkaee gataT amaoEey ¥ A &-
[A: YFLAIT ATFAT FATBIA: 1| Ramama-
tya in his ¥9. H. 7.

The words ®3I (certain grama’ ragas)
show that Ramamatya had some doubt in
taking Mulkhari for the Swllha scale of
Sarngadeva. In the list of 264 Rayns men-
tioned in the Ltnalara we do not find this
name (E"‘ﬂﬁ') nor in any other place of
the work. This error has been repeated by
all authors. Ramamatya, Somanatha,
Pundarika, Venkatamakhi and Tulajendra,

I now point out some quotations from
Chaturdandi Prakasa, the esteemed autho-
ritative work of Venkatamakhi to show
that he had not actually seen Nutya Sustra.

WA FIAZAT GAR BT TITH 1920,
ATARETLHT GAWT 7 ITTH 1| 8-Lon,
TAMTATET et

THETAT: QHEitaafegan | 2-ot,
TAIHAZIEATT AT TAAT AA: || 3-%0¢,
TRIRATIZ A (AT ATATTRARAT 12-1 ¢,

In the last passage he refers to Bharata as
having mentioned 10 sorts of Rayas—which
is simply a fancy of his, There is no men-
tion of the word Ruga and its sorts in Nutya
Sustra. Venkatamakhi however mentions
Bharata without the least hesitation—

which shows he had not seen the Natyu
Sastra.

In the same way Tulajendra, the last
authoritative author of ®. qu#mrt
(probably of the 2nd half of the 18th century),
has misinterpreted &I T ¢, be the
Suddha scale of Sarngadeva. His scale aleo
is thf one mentioned in the verse Iaq-
BT just like that of his preceding authora
mentioned above. But he dare not say the
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same 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 G\r(unu, Raya, as Ragaraju
and in ¢ TA: HATTOAH! AHSEATATEAY
asthe first Ruga. Againindescribing E('ﬂf\'-
T3, he says G%'tg TTTFW‘E’Ig Ha Ta wz
311'&313 | QATQTEAT. This fact shows that
he must have noticed Sri Rugu 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 Ruya came
under the Mela of Harapriya or Sri Ruga of
all the above mentioned authors, It is a
mystery how this change of Mulhari comiug

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 Melw of Mulhari he will say on an ana-
lysis of its ccmponent notes that it must
necessarily be put either in Harapriya or
DBhairavi. In the same way Sri Ruye was
considered a Sumpirna Ruya and also a
Junaka mela for more than 2 centuries
though at present it be regarded as a janyu
ruya with & & a9 ﬁ‘l‘ ete., as its Adrohdoa-
roha.

In the light of some of the reasons poin-
ted out in the above essay a careful cor-
rection of the existing nomenclature is very
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. LAKSHMANA PILLAI, B.A.

(Continued from page 187.)

In a few days the promised Awlha 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 toawait the arrival of the per-
former for some time. As we were wait-
ing, & grown-up man brought a blind boy on
his shoulders and deposited him in our
midst. At first I did not take much notice
of this. After a few minutes, I enquired of
Seshagiri how long it would take for Sarabha
Sastri to come. He told me pointing to the

blind boy, “ This is Sarabha Sastri.” Being
astonished, I cried out, ** Indeed!.”” T could
not believe that Sarabha 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, playing on the flute. The
performance soon began, and Sarabha Sastri
recited the story of “ Seetha Kalyanam " in
his own inimitable manner in Tamil. He
had a look of simple innocence which added

*Copyright reserved.
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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 Sr1
Rama’s eyes to the beautiful lotus, and then
he gave a realistic description of the lotus
flower itself. On hearing this, I was un-
consciously maved to tears when [ thought
that Sarabha Sastri was not blessed with eye-
sight to view the very flower which he so
graphically described. “Alas! What an
irony of fate!” thought I. What Aarmecould
such a meek soul have committed in its
previous birth? For it was clear that he
could not have cowanitted anything ia this
life to deserve such a fate. Assurely it see-
med that he mast g2t a fair betterstart in
his next life for the punyam 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 sucJsess, especially
when we consider that he was a youth who
had not passed his teens! The title of
Sastri he wore, seemed not inappropriate
for the Sanskrit knowledge he brought to
bear on his recitations and the feeling of
Bhakti 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 him by Seshagiri and he
welcomed my acquaintance with a smile.

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

was a splendid flow of melody, Ruagas, Kritis,
and Svaras coming in sweet and uninter-
rupted succession and inundating the souls
of the listeners. It was without the slight-
est appearance of effort and without a single
harsh or dissonant sound. God, who took
away his eyes, compensated him with the
eye of the mind viz, imagination, which he
possessed in an abundant measure and
which he liberally used in his performances
for the benefit of the world. T have heard
several flute performers since, but I believe
none would comecup to his level in sweet-
ness and melodic flow.

Before dismissing the charming persona-
lity of this great musician from our minds,
I would refer to one imore incident which
took place when all three of us, Mr. Vydina-
tha Sastri, Mr. Sarabha S.<tri and myself
happened togo inone jatki. Mr Sarabha
Sastri had been standinz in the corner
of a roal waitinz for a jut, when Mr.
Vydianatha Sastri and myself were pas-
sing by in one, my friend called out to
Mr. Sarabha Sastri to come and join us,
whichi he gladly did. Mr. Vydianatha Sastri
whispered privately to me, “ Mr. Pillai,
would you like to test the wonderful
power of memory which God has vouch-
safed to this young musician?,” “Certainly,”
I said. Mr. Vydianatha Sastri then recited
a certain rather big San<krit sloka from a
book which Mr. Sarabha Sistri confessed he
had never read. The latter was then asked
all of a sudden to repeat the sloka. Me.
Sarabha Sastri, who never suspected thay je
would be asked to repeat it, then aid,
“would you please recite it for me Snce
more ' Andwhen he did so, out came the big
sloka from Mr. Sarabha Sastri’s lips exatly
as it was recitedwithout a single flaw. 'I‘his
feat produced a thrill of admniration in L

One more experience will close my <;ld

reminiscences of noteworthy musie .
mn
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Madras. It was my listening to the Nugas-
varam performance of the famous Sivak-
kozhundu of Kumbakonam at the Partha.
sarathy Temple, Triplicane, 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, and one Mr. Tirumalayya Naidu, (the
same, I think, who afterwards became a
distinguished musicaleritic), who was much
attached to me in connection with music,
came running to me and asked me whether
I liked to bear 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 atonce agreed
toaccompany him. Off we went with the
buoyant eagerness of boyvhoad, and when
we came to the temple, we found it most
difficult to get an ingress, <o thick was the
crowd. We pressed forward and passed
through a sea of heads, and, thongh we were
literally jammed in on every «ide, 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! I was excited to
the point of frenzy by the very enthusiasm
shown by the people. Tirumalayya, my
good friend, was so eager to make me hear
the music well that he was not satisfied till
he set me in a prominent place on the
granite staircase below which was the
pandal where the great musician, with his
group of assistants, sat. Here I stood and

listened as Sivakkozhundn elaborated the
Raga Bhatravi, 1t is difficult to describe my
state of feeling then. KEach ‘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 inay be likened to the billows in
the sea which raised and rocked my mind
to and fro. And his magnificent combina-
nations were simply panoramic in their
sweep and variety. His playing, whether
it was in the Mandra Sthayi or Tara Sthayi,
whether he played trills or crescendoes or
decrescendoes, whether his pace was
Chowhklam or Duritam, was refreshingly
clear and elegant, without blur or blemish.
And it appearcd 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 raga
elaboration lasted for nearly an hour,
DPallari half an hour and Kritishalf an hour
and the whole perfomance passed away too
soon like a joyous dream which it is im-
possible to depict or analyse. Sivakkoz-
hundu was tall, well-built and richly dressed
and had more the appearance of a zamindar
than a naguesvaram player. He had a gen-
tle and courteous manner, not easily recon-
cileable with his august and imposing
personality. He made a great fortune, but
not having been blessed with a son, he
dedicated most of his wealth to temples.

I now change my scene to Trivandrum
and shall try to describe the famous musi-
cal combat between the two celebrated
vocalists Raghavaier and Maha Vaithi Iyer
before His Highness Rama Varma, Ayilli-
um Tirunal, Maharajah of Travancore. But
before I do so, I shall give a brief sketch of
the life of Raghavaier, as his life-incidents
are not generally known to the public.
Ravhavaier was born in Vadasseri, near
Nager Coil, South Travancore, about the
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year 1002 m.g. (1826 A.D.), His father wasa
Nattuvanga Brahmin, that is, one who
trains dancing 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 teach him
and yearned to know further, He showed
such great precocity 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
place, he used to visit Mr. Cherunni Koil
Tawmpuran, a great music lover and the elder
brother of the late great Kerala Varma,
(C.S.I; F. M. U) Valia Koil Tampuran. At
Haripad he also got acquainted with one
Chinnambi Bhaghavatar, a much inferior
singer. Both of them once sang at the
Kandujur temple, and eich got 10 fms.
(Re. 1-as 7) as remuneration. Raghavaier
got dixgusted not somuch with the paltriness
of the reward as with the equal treatment
meted ont to him and the other Bhaghava-
tar. He then conceived the idea of quit-
ting the place and going to Chimbatore, By
taking such a step, he thonght he could
not only advance his 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. DBeing extremely poor himself, he
applied to Cherunni Koil Tampuran to help
him to realise his cherished ohject of going
to Coimbatore. The Koil Tampuran appro-
ved of the idea and gave him some cloths
and a sum of Rs. 10 for his travelling expen-
ses. With this humble equipment Ragha.

vaier wended his way to Coimbatore, and
there he became attached to a Gounder who
was a great patron of musicians. At Coimba.
tore he developed his practice in music im-
mediately under the splendid training he re-
ceived from the reputed Chidambara Nattu-
van, grandson of the great Vadively Nattu.
van, ot Trivandram. This Chidambara Nat-
tuvan was the Guru of the celebrated Sabha.
pathi Nattuvan, Veerasvami Nattuvan, and
several others. For nautch parties, Ragha.
vaier used to sing as assistant to Chida-
mbara Nattuvan. By his long stay at
Coimbatore (about 5 years), he earnod the
name of Coimbatore Raghavaier.

I shall narrate here just one episode
which occured during his stay at Coim-
batore. Paramesvara Bhaghavatar of Tri-
vandrum, a native of Palghat near . im-
batore, and the old Guru of Raghavaier,
once went to Coimbatore obviously to see
and sing before the Gounder there, and
then he was challenged to sing a pallavl
by one Subba Rao of Bhikshandar Koil
(near Trichinopoly), a musician of repute
who happened to come under the patronage
of the same Gounder. A day was tixed for
the duel. When Raghavaier came to know
of the proposed duel, he was anxious to
prevent any possible disaster that might,
in that connection, befall his Guru. now
advanced in age. So he sent word to Subba
Rao, that since the diseiple of Parame-
svara Bhaghavtar, that is, himself, was at
the place and wag ready to take up the
gauntlet against him, Subba Rao’s first duty
was to fight the disciple and win a victory
over him, hefore he thought of fizhting th;
Guru, This challenge being accepted
Raghavaier, on the appointed day, entere(;
the lists like some young lusty gladiator of
ancient Rome, prepared to fight Subba
R.ao to the finish. Atter the latter finished
singing, Raghavaier elaborated same ragas
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and sang the pallavi proposed by his com-
batant, and in both respects he outshone
him in the splendour of his imagination and
rhythmio variety and accuracy. When
Raghavaier, in his turn, proposed his pallavi
and Subba Rao, failed to sing it, Ragha-
vaier asked him promptly, “ Are you the
man who challenged my Guru to sing?
Fie upon youl” At this Subba Rao 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
who was duly honored by the Gounder.
Old Paramesvara Bhaghavatar was not a
little pleased with his faithful disciple
whom he blessed for having saved him
from an awkward and critical predicament,
which, but for the disciple’s timely and
courageous action, might have well nigh
wrecked his own reputation.

Raghavaier was thence invited by
another Gounder at Madras who was a re.
lation of his Coimbatore patron, to go and
sing at the Parthasarathi Temple, Tripli-
cane, His professional friend there was
his old combatant, Bhikshandar Koil Subba
Rao with whom he was now reconciled.
Subsequently, His Highness Rama Varma,
Ayillium Tirunal, Maharajah of Travan-
core, happened to visit Madras and in his
company was Kunjari Raja of Mavelikaray,
the gifted player of Travancore on the
Svarabat. On the introduction of Kunjari
Raja, Raghavaier sang before His High-
nese. The Maharaja being a great con-
noisseur and singer himself, was much
impressed with Raghavaier s singing, rea-
dily apprecited his genius and invited him
to Trivandrum, where he was soon ap-
pointed as Mullamood Bhaghavatar (court
musician).

His Highness became passionately fond of
Raghavaier’s music, and felt proud that he
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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 Raghavaier to elaborate
the Kaga Sankarabharanam in which he ex-
celled. He did so. Close to His Highness
sat the celebrated court-post Ramaswamy
Sastri of Elathoor. His Highness was so
much taken up by the singing that he often
ejaculated, “Bhalay Raghava! Bhalay Ra-
ghava!”, Inspired by the scene and fired
with uncontrollable admiration, the poet
improvised a Sanskrit sloka on the spot,
with which His Highness was much de-
lighted. The meaning of the sloka would
run thus:—

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

Some of the other court musicians 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 Merusvami’s house, and in
such and such other places, and the sing-
ing in several cases was superior to his
singing at the palace, His Highness’s jea-
lousy was roused and he issued a general
command that palace musicians should
notsing abroad without His Highness’ per-
mission. But Raghavaier's personal liberty
could not thus be controlled. He sang
anywhere provided there was the incentive
and relied on His Highness' regard for him
to condone such infringements of the rule.
Once when Raghavaier sang at a private
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house, the matter was forthwith reported
to His Highness by the same sly Bhagha-
vatar, and His Highness commanded Ra-
ghavaier to go out of Trivandrum for open
vialation of the rule and his allowances

were stopped. Thus Raghavaier lived an
exile at Haripad till sheer necessity in-
duced His Highness to recall him to Tri-
vandrum. What that necessity was will
appear later on,

SOUTH INDIAN MUSIC PAST AND PRESENT.

BY
Mr. G. V. NARAYANASWAMI AIYAR, B.A,, L.T,,

First Assistant, Hindu High School, Triplicane.

1 propose herein to take a bird's eye-view
of the progress of South Indian Music from
the earliest period dowan to the modern age,
to take stock of the very many improve-
ments in the development of the art, which
we owe tothe marvellcus contribution made
by the immortal saint musician Tyagaraja,
and finally to expose the excrescences in the
music of the present day and to suggest
remedial measures for their removal.

A close student of South Indian Music
can easily discern three distinct stages in
its progress. The Gandharva Veda had its
bicth in the Vedic age in its Sama
chants. As time advanced, Suma chanting
took a definite shape and the lay people who
listened to the 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 Feena
seems to have increased the number of the
musical notes from five to seven. Thus the
famous Supta Svaras 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 Nutya
Sastra by Bharata, who hasgiven in this
work a detailed exposition of svarus, yramas
murchanas, and jalis. After the time of

Bharata Indian music seems to have entered
on a new phase of its existence.

In the two centuries that followed, the
progress of music was closely bound up
with that of Sanskrit, which then flourished
in the Royal Courts. Musicians, who were
patronised by kings, began to compose
Sanskrit verses on various subjects and set
them to music. Every succeeding century
saw the springing up of musical literature,
which was an improvement on that of the
preceding one. There were many attempts
made at classifying the ragas and placing
them on a scientific basis. An attempt of this
kind begun by Sarangadeva by the publi-
cation of Sungitaratnalarain the thirteenth
century, was continued by the composition
of  Rayatarangini by Lochanakavi in the
fourteenth century, and completed by Pan-
dit Venkatamakhiby the publication of his
monumental work Chaturdand; Pralasila
in the seventeenth contury. The modern
age of Indian Music may be said to begin
here.

Before I proceed to give an account of the
progress of music in the modern age, I
should like to say a word about the progress
of the art in the second stage of its progress.
No doubt the art could not keep pace with
the science of music. Nevertheless the art
began to find a free use in dramag and in
poetry. The most striking work of this
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kind is the composition of a series of devo-
tional songs, named Gitagovinda by Jaya-
deva at the close of the twelfth century.
The number of ragas used is very limited.
Though attempts were made to popularise
music and increase its literature in this age,
in which ample mention is made of the
graces of music in the form of ganakaas
yet there were no good compositions illustr-
ating the same. Another characteristic of
this second stage should not be lost sight of.
Ragas were credited with supernatural
powers and were classified as morning rayus
midday ragas, evening rayas, male ragus,
and female regus. There are very many
legends and stories connected with ragus,
of the kind of the rain-producing Megha-
ranjini, the fire-producing Deepalk, and the
rack-melting (Fundalrige, which are too
well-kn »wn 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
Gdams, Alankarams, Prabanthams by Par-
andara Das, who was also the author of
many devotional songs in Kanarese, 5> he
laid the foundation for a regular and
systematic teacning of music. To add
to tnis, a number of Lakshana Gdams were
composed by one Govinda Dikshit 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 [flumayuana
padams by Aranachala Kavi were very at-
tractiveand popular. Thus wesec how, when
the great saint musician Tyagaraja, who
was destined to become the brightest lumi-
nary in the firmament of music, entered
the field in the middle of the 18th century,

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 music reached its zenith. The
seventy two Melukartus came into existence,
as well as a large number of derivative or

janya rajus. So a large scope was created

for Tyagaraja for the exercise of his 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, cut out a new line
for himself. At the beginning of his career,
however, he followed in the footsteps of his
predecessors and composed a sevies of devot-
ional songs called Divyunamavali. Bhakta
Vijagam, and Nookt Caaritra belong to this
period. Soon he realised that a Kirtanam, 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 wmusical phrases
called Sangatics. Thus South Indian Music
owes to him (as has been rightly observ-
ed by Mr. M.S. Ram aswami Aiyar in his
‘Tyagaraja’) its elevation from a recitative
to a lyrical stage.

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 lost. Narasimha
Bhagavatar’s edition contains about five-
hundred of his Kirtunwns. An  exami-
nation of these, shows that he has
made use of forly-seven out of the
seventy-two melakarlus of Venkatamakhi.
Besides, a number of Apurva janya ragas
have becn used by him in his composi-
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tions. The number of ragas used by
his predecessors in their songs was very
limited. Raga-Alapana, Pullavi and Svaram-
singing, which play a prominent part in the
music of the present day, we owe to Tyaga-
raja and his marvellous compositions. Itis
said that the great musician taugut his
disciples only his Kritis and witha jealous
care prevented them from attaining Svura-
gnanam, lest his Kirtanams should be muti-
lated by them. If this is true it may be
justified ina way when we see how some of
his songs have been hopelessly spoiled by
some of the present day musiciaus. Thisis
by the way. It may not be out of place
here toenquite 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 a 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 Kirtanams of quite a new kind,
which have becomea treasure to us, both on
account of the great Upanishadic truths that
they contain and on account of the wonder-
ful variety of highly artistic melody-types
that they exhibit. Soit is no wonder that
he is considered by many to be an Acatar
and deified year after year in the annual
celebrations that are held in his 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
Govinda Marar, known as Shatkala
Govindan, whose well-known encounter
with Tyagaraja gave rise to one of hig
Pancharatnas and Paramesvara Bhaga-
vatar, who was a good songster, a success-
ful player on the Violin, Veena and other
instruments, and a composer of many

Varnams. 1 should not fail to mention here
the names of Ponnayya, Chinnayya and
Vadivelu, who left the Court of Tanjore for
that of Travancore, where they composed a
number of Swara jatis, Tillanas, Varnams,
and Kagamalikus, Vadivelu was a good
Vocalist but was more popular as a Violinist.
The credit of the introduction of the Violin
into South Indiais given to him.

The most important of the musicians that
flourished then in the court of Tanjore
were Ramaswami Dikshitar, Muthuswami
Dikshitar, Syama Sastri, besides Todi
Sitaramier of Todi-mortgage fame, Aruna-
chala Kavi, whose Ramayana padams are
well appreciated to-day. The two Dikshi-
tars, who seem to have been players on the
Veena, composed a large number of Aritis in
Sanskrit, besides Vurnams and Ragamalikas,
which seem to partake more of a recitative
kind than a lyrical one. Syama Sastri
composed his songs and Varnams in Telugu.
They seem to have attached very great
importance to Tanams and Tuala Vinyasu
in the composition of songs. Their kirta-
nams  are not so popular as those of
Tyagaraja. A writer of Tyagaraja's life
says, '‘'The high order of his inspiration
was the envy of his contemporaries, whose
poor productions resembled the elephantine
gambols, heavy, awkward and artificial,
in the extreme.,” For my part,] cannot
subscribe to this wholesale condemnation
of their compositions. I should think
that the cause of this want of popularity
of their Kirtanams, is that men are carried
away by first impressions, which in the
case of such compositions, are rarely in
their favour.

The learners of the art that succeeded
Tyagaraja and his contemporaries, had ex-
cellent material to feed upon. Tyagaraja
taught his Kirtanams to a host of pupils, by
whom the torch of musical learning was

SOUTH INDIAN MUSIC PAST AND PRESENT 247

carried, to the several parts of South India.
The most important of them were Manam-
buchavadi Venkatasubbier, who, besides
being a good Violinist and a good teacher of
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 Bhiksbandar
Kovil Subbarayar, who, possessing a singu-
larly wonderful and melodious voice, be-
witched his audience with his exquisite
music, ‘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 Tanam, and Tala
Vinyasa in Pallani. There was also one
Coimbatore Raghavayya, a disciple of
Paramecsvara Bhagavafar, who with a good
and well trained voice was holding his
own in the field of music.

In the next generation, flourished the
famous Maha Vaidyanatha Iyer and
Patnam Subramania Iyer. Maha Vaidya-
natha Aiyar possessed aninimitably melodi-
ous voice with a good knowledge of the
science of music. Sa it was no wonder 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
melalartas. Over and above all these, he,
as an ardent worshipper of Stva, 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 Gamakas of various kinds. He
would sing the Kirtanams of Tyagaraja and
others without changing their form. He
also composed a large number of Kirtanams,
Javalis, Varnams and Tillanas, which have

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. His high attainments both in
the art and in the science of music, enabled
him to keep up the traditional purity of the
classical style of Karnatic Music. His
music was adorned with all the graces of an
ideal kind, melodious Gamakas, Ragabhava
and Tala Vinyasa. As already mentioned,
though it was Vadivelu who introduced the
Violin into South India, the potentialities of
the instrument were destined to be brought
out only by this master artist. So it is no
wonder that the Violin has since become
very popular.

I shovld not fail to make mention here
of Sarabha Sastriar of Kumbakonam, the
famous flutist 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
Soath India, it had not gained much popu-
larity before histime. 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 havetill 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 was of a 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
a master artist in each, reached its climax
when it gave birth to Tirumaruhal Natesan,
whose play on his Nugasvaram was as ra-
vishing as that of Orpheus of old on his 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 [yengar,
a disciple of Patnam Subramania 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 Kirtanwmns, Varnams aund
Tillunas. There were others who, though
not well versed in the science of music,
were good popular songsters.

As regards the quality of the music that
we hear now, those that have had the plea-
sure of enjoying the music of Maha Vaidaya-
natha Aiyar and Patnam Subramania Iyer,
say that there is 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 rayv and
in the doing of a song 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 uudergone a thorough change. One
who has closely studied the progresss of
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 anaccomplish-
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
listen to good music.

Now, on the other hand, many music
Yabhias and music halls have come into
existence, which have brought music with-
in easy reach of all. As a result of this
many take interest in the art and are eager
to cultivate it as a hobby. The so-called
amateurs in the art show sometimes a finer
taste than the professionals. Their love of
the art is so great that they make it their
life-study and come to possess a sound
knowledge of the art and science of
music. What is the result? Intelligent
criticism springs up, which will surely have
its own influence over the professionals.

I kaow that there is a loud complaint in
sowme quarters that the sacredness of the Art
is gone as music has been made very cheap
by the starting of music Sbhas. Real
lovers of the art should, on other hand, be
keenly interested in spreading the know-
ledge of this divine art, so that all can par-
take of its enjoyment. They may be justi-
fied in saying so, for some of the present
day Sabhas are not wmanaged properly but
being run on commercial lines, they play
to the gallery and put up all kinds of
commodities for sale.

Again, the musicians of to-d\y with afew
honourable exceptions have not been trained
under the old Gurufula system. The present
state of civilization seems to require the
use of short cuts, and made-ecasy series, and
ready-made things in everything. Music is
no exception. A person with a liking for
music seeks a short cut to qualify himself
for the musical profession. He learns a few
Kirtanams and Varnams from one who has
a smattering of nusic, and sometimes from
books which, more often than not, give mu-
tilated versions of the Airtunums of Tyaga-
raja and others. In the abson e of authen-
ticated records of Alritis such a thing will
necessarily happen. [ remember an instance
of a performance held under the auspices of
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a Subla in which a musician began the song
of ‘Sanatana Parama Pavand’, but for anupal-
lavi used that of ‘ Chinnanadana ', which did
not attract the notice of the Subla authori-
ties. I could quote a number of such insta-
nces, but there is no need. This goes toprove
the necessity of having a few experts in
music on the directorates of music Sabhas.
Otherwise musicians will find it very easy
to sell their dirty wares and pass for men
of real merit and 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 isdisplacing the
time-honoured Tumbura for the drone. 1
need not detail the disastrous effects of this
on our music. The voice of the musician
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 committed by some musicians in the
name of Tula-Vinyusa, which is entirely
different from that of the popular school of
Anthanellur Subbier and Patnam Subra-
mania Iyer. Vinyasan in Talam at the sacri-
fice of Rugasbhava, is nothing but a muti-
lafion 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 Ragus is extremely poor
and who are put to the necessity of
mystifying their audience with their
feats of Svara gymnastics. Asill-luck would
have it,a few organisers of rare concerts,
whose motive is only to make money, en-

courage thiskind of monstrosity by arrang-
ing music parties which may well be styled
as ‘Saptha Rishis'. It is indeed a pitiable sight
to witness this murder of music committed
by a flutist or vocalist at the centre, accom-
panied by six others arranged in the form of
a semi-circle around him, players on the pot,
kanjeera, dolak, moorsingh and what not, A
large number of people gathering to witness
and enjoy this murder, reminds one of the
gladiatorial fights of ancient Rome enjoyed
by the Romans of that time. I take object-
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 accom-
paniments, the time consumed for one round
is so long, that it often happens thai the
musician forgets the piece of music he be.
gan, and one has to remind him of it.

Thirdly, in singing or playing Kirtanama,
in the elaboration of a raga, and in pallavi,
accidentals are introduced, and the purity
of the Karnaticstyle is hopelessly violated
by ignoring the Jeeva-Svaras and Murchanas
of Rugas and mixing up variations of Hindu-
stani melody-types. There should not be a
mixing up of the Karnatic and Hindustani
methods. If a musician learns a few Hindu_
stani songs he should not spoil a Kirtanam of
Tyagaraja or Syama Sastri, by thrusting
in a few variations of Hindustani
Gtamakams. 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 their skill by perform-
ing intellectual feats in raga-alapana,
resorting to what is called ‘SRUTI-
BHEDA’, which mar the raga-bhava greatly.
This kind of Dvayavardhanam can be easily
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practised and great skill can be attained in
it. If an expert in music indulges for a few
minutes in this kind of jugglery for the sake
of introducing a novelty, it will take root
in the minds of hearers, who will mistake
the husk for the grain. The public taste
will be spoiled. I here make a request to
the musicians who resort to this, not to waste
their intelleot, in sowing nettles in the
field but to use it more profitably in explor-
ing the many untravelled regions in the
wide world of South Indian Musiec,

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

Academies of Soutk 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 permanance. Specialists in
the several departments of music should 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
coanection, I hail with grateful delight the
establishment of a College of South Indian
Music at Chidambaram by the munificent

Sir Raja Annamalai. The Raja has placed
us all under the deepest debt of gratitude
and I wish the institution all success and
prosperity.

I aoclaim with equal joy the intro-
duction of music into the curriculam as a
subject for the University course, We must
strengthen our agitation in this matter and
bring the full weight of public opinion to
bear upon the University authorities for
expanding the scope of this art to its fullest
degree. Should God be pleased to bless us
with a speedy realisation of our aspirations,
a healthy co-operation of the Academies
in the land with the University will be a
very fruitful source for the diffusion of
music among the people.

There is one more point to which I should
like to draw your attention viz. the paucity
of musical literature. We have no authen-
ticated records in the art as well as in the
science of music, except a few treatises in
Sanskrit, which are a sealed book to many,
So it is high time for us to take steps to im-
prove the state of our musical literature,
We should try to bridge the gulf that now
exists between the music that we hear and
the one we read of in the few books
available on the science of music. No
doubt the notation problem should be
solved first as it stands much in our way.
Instead of breaking our heads over this
knottty problem we shall do well to use
the staff notation which has the unigue
qualification for hecoming a universal nota-
tion applicable to all systems of music.

I shall close with a few general
observations for the improvement of our
art. We can make our vocal music, which
appeals most to us, more attractive
by giving a good training to the voice.
Our friends of the Hindustani school
pay much attention to voice-training,
which we shall do well to adopt. Again,
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they use only the Tabala in a musical per-
formance and do not go in for a number of
percussion instruments in arranging for a
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 producethe same
effect by sounds alone we should have re-
cource to orchestral music, Besides, sing-
ingin chorus has not received its encour-
agement in our system. It has its own
importance and steps -should be taken to
develop this branch of the art.

b - e

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 alons
has not kept pace with her sister arts and
sciences, We have no history of our musie
and our musicians., Unless earnest attempts
are made to raise the status of our musicby
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
on the glory of our civilisafion.

—_— a:./_j',,.._-— R
w b
SVARAMELAKALANIDHI. -
(TTreTefata) -
INTRODUCTION o /,-"
BY o

MR. M. S. RAMASWAMI AIYAR, B. A, B. L, L. T, M“ngK.‘ :
i

o

(All Rights reserved to the Author.)

(Continued from Page 181.)

The old seven Suddha-Svaras and the Sud-
dha-scale formed thereby have, doubtless,
become obsolete. Yet, we have now S« and
Pa as Sudiha (or better, Prakrita) Svaras,
inasmuch as they are fixed and admit of
no varieties at all ; while ¢, Ga, Ma, Dha,

Ni, are Vikrita Svaras, inasmuch as each of
them admits of two' clear varieties, wviz.,
Kaémal and Tivra, that is, flat and sharp.
These modern Suddha-Vikrita  Svaras,
twelve?in number, may be tabulated thus:-~

I |
i b

| ! f |
Sa Rh R]_; Gf\; Cllﬂg Mal

‘ 1 j

2 — 3 — 4 — 5 — 6

! | |
i i 1 ] ] l
Mlag Pu Dlhal Dha, Ni; Nig

ST —8 — 9 — 10 — 1l — 19

(Fig. 5.)

»

34

1. A third variety is added by Venkatamakhi. 2 Cf. sqrger gg_ﬁq’,ar: T ZIET #Tf%?ﬂt l

Chaturdandi Prakasil:q.
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And, again these modern Suddha-Vikrita
Svaras enable us to formulate, aceording to
the principle of Lakshya, the following

Mélakarta, (W) as distinguiched

from the Brihunmdelalarti (qg-:'qma't) of

‘ : Venkatamakhi: -
working scheme which may be sty led Layhu
- | £ ;
£2g =2 ! ¢ =2z
~£5 g ! | £ =2z=
§2= 5 | . | E 522
-2% Sf E f Poorva M¢las. Svaras. , Uttara Mélas. = ‘-2:'3‘ b
552 3 | | = =g
- | g T
8 . 1 Tadi SRy GI‘MVP v, N’ Bhavapriya 17 4
9 7 2 I?l}enuka. “S R G,'M! P|D; N, Subbapantuvarali 18 45
10 ¢ 3 L\a}tz}kam:lya - STR, (I]’M‘P Dy N1 Shadvidhamargiui 19 46
1 4 Kokilapriya 'S RA‘G 'M) ] /Nl Svarnangi 20 47
: ‘: ! ! [
14 | 5 VaAkuAl{Lbharanam LS RJ‘(; ‘M P l)“Nl Namanirayani 21 0 IO
151 6 | Mayamalavagowla ' S R, Gn‘M P|DyN.| Kimavardhani 22 51
16 o Charkravaka 'S ORIGLM! P DnN, Ramapriya .23 52
17 | 8 . Suryakanta 'S R, (),M I D N. (‘xamunapriya P24 0 33
I ? | | | | |
| ! | , |
20 [ 9 | Natabhairavi .S ;R (1, MJ P ‘DI’N, Shanmukbapriya | 25 | 56
2110 ! Kirvani \b R»»(;I\M P DH‘N_;[ Sihméndramadhya @ 26 57
22+ 11 | Kharaharapriya R. 1(”\M}P DN, Heémavati 27 58
23 | 12 | Gowrimanohari !S‘R Gy'M, PID/N; Dharmavati 28 59
w 1 { ! o
2§ | 13 Ch'&rukes'i 1S R |(Jz M D,‘{Nl‘ Rishabhapriya 29 62
2 | 14 Sarasangi !S’ R,/G, M| 1D, N, Latangi 30 63
28 ! 15  Harikambhoji 'S R,G, ”\/1 P DN, Vachaspati 31 64
29 16 * Sankarabharanam SN R (:.M [’ b, \ Mochakalvani 32 63
(Fig, 6.)

Inordertobe ahle to compare the Mdlus of
Fig. 6. with those of Rimamatya, it is de-
sirable that we should, first, know how
Fig. 6. was worked up aund, secondly, learn
how the Mclos of Svaramdlalalinidhi woere
formulated.

Now, Ri and Gu may be combined in four
ditferent ways, viz. (1) Riy & Qu, (2) R,

~

and Gay (3) Riy and Gay (4) Riy and (iay,

Similarly, Dha and Ny may be combined in
four different ways, By tacking the four
varieties of Dlcanl N7t oach of the four
varieties of and (jia, we have <ixteen
varieties of 12, /. Dha, and N These
sixteen varieties, when further manipulated
with the two varieties of Mo, vield thirty-
two working Mélus for which see Fig. 6.
where, it will be seen th ot Mi'us 1 to 16 are
Suddha-Madhyama oc Poorea  Miias, while
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Milas 17 to 32 are Proti-Madhyuma or
Tttara Mclas'.

Ramamatya, on the other hand, merely
specified the names of his Twenty Mélas and
stopped yith explaining their charactristics.

Here is what he wrote :—
AT FEAX TRTLEI: PRAASGAT |
Ty TaAAg gATRAS ariza: |
AT AIETAIFET T ATTNAEF: |
QUETATIAZ qAl (enaFET ||

SFTARRATSHAL AR |
Yo FATAIZET TTFACEN AFF:
AEARZFAT ARACOACRIETT
Rz T Aot TfATEET 7aE:
. - .. . - 3 .
FITITTAAT AT FET TRNAT: |
FICATIAZA T H AZFEAA |
W qEATEIE A AT |
AT J0A AT TR HZFEAT |

REETETAA N

“I shall now (first) specify the names (of
the Alélas) and then (secondly) explain their
characteristics. Of all the Mlas, Mulkhdri
is the first. Other Mélas are as follows:—
Mildvagowla, Sriréga, Sarangandite, Hindola,
Swildhuramakriya, Désikshi, Kannadagowla,
Swldhandati, dhari, Ndidardmakriya, Suddho-
veadli, Ritigowla, Vasantabhalrqoi, Kéddirg-
gowla, Hijugji, Sdimavardli, Révagupti, Sd-
marta, and Kdmbhaji. Thus there are twenty
Milas.”

And continued Ramamatya :~

AT FAMGSAA |
AT GEATOHZE! T

“ And their characteristics are explained
thus : the Mdla of Mulhdari, for instance, con
sists of seven Suddha-svaras.”

In this way Raméamatya went on. Kvi-
dently he did not care to deduce his twenty
mdlas from any kind of principles but pet-
haps recorded such of the mdlas as were in
vogue during his time, Ilven in so doing

1. In this arpangement, Venkatamakhi’'s Poor-
va Molas 1107, 12-13, 18- 19, 24-25, 30to 36
song with their corresponding  Uttara Mélas

3T to 43, 48-49, 54-55, 60- 61, 66 to T72—lave
not ba misunderstoord

+

Wl di~appeared, et me

at 1or commend tae :
struction of the non-selected forty Mdélas

total disappearance or

el e
By all meaps, retain them;
. specialists + and do not

but reserve them, for

the time being, to the

onsign tiem to tine care of carcless persons,

ton-selected  (ov reserved) Mdlas

i ging the .
which none but the

is like cyeling on a wire,

specialists can do. I try to bring into prominence
~

the Laghumdélakartd of 32 Mdlus, as distinguai-
shed from  Venkatamakhi's  Brihanmclakarta
of 72 Melas, only in  accordance with the
principle of Lakshya, which Ramanmidtya took
pains to elaborate. An analysis of 505 songx of
Tyagaraja, published by Narasimha Bhagava-
tar, shows that so many as 485 were placed in
Lughumdlakarta, while only 20 were relega-
ted to Brihunmclalartd . Kven  in singing
the latter twenty, there is a marked tendency
for ordinary persons to bring them under Laghn-
melalartid, as for instance, Tyagaraja’s Sooling

song is now sung in Sunkwrdbharanum.,
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he happened to slip into a palpable mistake
of giving thesame ideatical characteristics

to two of his twenty Mélas, viz. Sirangandty
and Kéldaragowla thus : -

Siranganita |

Kedaragowla

AT TTTITATATIAT: |
wasrﬁra:raa -ymﬁmr’x. Il
STARCTHIE OF: AREIeqA: |
QIEAAZTASIST THTATAR 03 |

* Ramamitya characterises the Mila of
Siranganidta as consisting of these seven
svaras, viz., Sudlha Sa,  Panchasruti R,
Chyuty Mwlhyama Gua, Suddha Ma, Suddha
Pa, Panchasruti Dha, and Chyuta Shadja Ni.”

ZTZTRT qAT: TR TTTSEal |
SIARSTAT I AT R T ®: |
FATCEHS: TTFEILAOT: aufaaa: |

“The Miu of Kédaragowla consists of
these Svaras, viz., Suddha Sa, Panchasruti Ri,
Chyuta Malhyama Gu, Swllha Ma, Suddha
Pa, DPanchasruti  Dha and Chyuta Shadja
N

(Fig.

The veriest tyro will not fail to note the
identical sameness in the characteristics of
both the mdlus. Inasmuch therefore as
Sdranganata and Kédaragowla merged, in
point of their characteristics, into one, how
could Ramimatya count twenty different
mélus?  Quickly therefore did Venkata-
makhi hasten to lash him on this vulner-
able point and wrote: " According to
yourself (addressing Ramamitya) Siaranga
nata and Kédaragowla merged into one
Mila. How then could there be twenty

md'as

Nor did Ven.ka.tama.khi 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

LUY, ‘a"eﬁttan mtnarrwrﬂ?m
JATARFAZ qFT T Tt ag )
Chatuwrdandipralesili.
AV CRERE ':rzm;ﬁ:ﬁm TITIT: |
TR 75T SaueTat |
eggfviaas % frwren faes: |

7.
Venkatamakhi in juxitaposition :—
(1) As regards some derivatives of
“SRIRAGA MELA”

Ramamatya: — The Mdlaof Srirdga con-
sists of these seven Swvaras, viz., Suddha Sa,
Panchasruti B, Silhirane (Ga, Suddha Ma,
Suddha Pa, Panchasruti Dha, and Kaisiki
Ni. Then do T enumerate some of the
Rdgas derived from thix Mila, and they
aver =Srarayga, Bhairaci, Gl Dhan s, Sy-
dildhabhairace, Vilacali,  Malavasri, Sanlourd-
bhiaranam, Andcli. Décayan-ithird, and Madh-
yamdadi,"*

Venkatamakhi:—" You said that Bhui.
ract, Sankarabharanam and Gowli were de-
rived from Sririga Milu. [aisnu:has Bhai-
rave has Suddha Dha, Sunkarabbarnom has
Antara Ga, and  Gods has  Kualall N,
and inasmuchas (the Jast

mentioned)
(ruwh may (rwhtly) bL derived l[om Uulau/-

g mnargw wherTer o mi:. i
AT o1 T qerta g |
IFTA ATZTAC TFCTITARSHT 7 0
AR ZANAET FerRTRTEy Qi |
TR F AT HE R |

Scaramitalodindhi,
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gowla, how can you (dare to) say that these
Rigas were derived from the Mdla of Sri-
riga? O! Rama! Rama! Riamal How

confused (is your head) !!".”

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

Ramamatya :—‘ Some of the Rdgas deriv.
ed from the Milu of Suddhardmakriyu are: —
Suddharimakriya, Padi, Ardradési, and
Dipaka®.’

Venkatamakhi:—** [nasmuchas you (wron-
gly) said that Puadi and drdradist were
derived from Suddhurdimakriya, and in-
asmuch as the truth is that they were
derived from the Méla of Goula, O! Rawma
you have committed a great sin, to remove
which, you should contemplate the name of
(that great) Rama®.”

(3) As regards the Mela of

CNANNADAGOW LAY

Ramamatya: ‘* As between the character-

istics of Dpisaleshi and Nawnalugowlua, there

1. CE gt T2 WOhaum: SR TaTorEaT |
T RECTITET T AT AT ATTaHE AT |
qHA 4T FATAATEAATE |
RO SFATA P IEAAT
mma'rf%wrz& TFRTEay g |
FTA AT TaaarEatEa: |
QA QACATT FHATTATE |
F9 fAFeaq TF TAITA a9 af7: ||
Chaturdandiprakdasika.
2. (i, srgErA R ardteng et T 51TE:
THTAT: @I 7 TN F9 ||
Searamdakalanidhi,
3. CL. egte; TEAT STETTAA TAATFE: |
QT TSRO TR aatEta
ALITATAT TTATAEATAATAZ |
qreaTEE AT afag RTERT L )

Chaturdandipraldsika,

is one point of difference wiz.,, the latter
(Kannadagowla) has Kaisiki Ni, as practised
by the experts (instead of Chyuta Shadju Ni
of Désdilshi)L.”

Venkatamakhi—" The statoment that
Désakeshi, when it attains Kuaisiki Ni, be-
comes Kannadugowlq leads to an absurdity.
The fact is that Kannudagowlo belongs to
the Mcla of Srirdga®”

(4) As regards
“GCHANTARAVA RAGAD

Ramamatya: -“ Some of the Rigas deriv-
ed from this Mda (of Kunnadagowla) are
Kunnadagowla, Ghantirava, Swidhabangdla,
Chhayanatia, Turushha ' li, Nagalhvani, and
Décakriyad.”

Venkatamakhi: - The statement that
Chantdaraca was derived from Kannadagowla
has involved you in a heinous sin, from
which, O! Rama, you cannot escape even
though you go (on a pilgrimage) to

L. CF. ZaTred\ TITHZET FHA0T ugqraaqn
HSFATMZET ATATHAISRA F2IT |
FRrFrETlTmE s g Fyaaf-

fi:

Svaramdlalalanidhi,

2 CL Zqrefta e OHT FRIFATET R |
ITAFAINE: EATEFETTRITOTT )
FATNS: HTHSAS FAT 7 (e |

Chaturdandiprakdsika.

3 1. afereqns NATAFZAwAT T7 |
TF: FATMTEAEATTEATSIT T |
ZIZATMSEATAT T JTATREETD: 9T |
AAT FEFATE T AETEIAA: TN
FFATATHTAT O HTEAIA

Svaramélakalanidl,
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Rimasctu (Rimesvaram). The fact is that
Ghantdraca is derived from Bhairaeit”

(5) As regards
“NADARAM AN RIY A RAGA?

Ramamatya: The Meluof Nadardmaliriyo
consists of thuese Sraras, eiz, Sudlin S,
Swldha Ri; Sadliarana Ca, Swlidha M, Swd-
idha Po, Sudidha Dhiand Chloygite Sheotjo Ni'°

Venkatamakhi: - The statement that
Nadiranmaleriga has Sidharana G diseloses
O! Ram, your senility.  The truth is that
Naloordnerorige has Litara (05

(6) As recarls
CRITIGOWT
Ramamatya: " The Wi, of Ritigowla
consists of these seven svoras, iz, Suddha
ety Sewddher B, Socltlig (00, N edith o M, Sudd-
dha Pu, Ponehasruti Dhoy and Koisili AYEAN
Venkatamakhi: —"\Wuite Riamanitya has
spoken of Rtyaela as o Mily with Sueddh
S, R, (,z"z, My, Panchasrati D, and
L O rgpm TPy 1 qqur’x
TIIWT T G arRR mrfrq:f
qq T?ﬁ f%’TFf LR L] Tfﬂ"?ﬁ TI'rHST‘T T

STRa 7 A T e @3 |
Chaturdan Z//n thasila,
L aggn aarafie sya0ea fmes: |
QUAT s e IITTFJ g
ATITATRAHS: ||

Searaw ol anidh,
2. UL G AT ATTAF TR |
ATA (T AT AAra T AT
Q‘WWWW”TM Eag: |
ACTTAFRTIRT, et seoraaryfip: |
Chrort o /:///://,//,/ NI
3. Ut gyt |fraTan Tay un:rr.rn. |
FiremrafaTizars PIA L Ty 1))
AT oo e )

Svaramdilakalanidhi,

L CFL =iy rlf‘—-rrrr-r'r*x TR TET ZANT |

Kuaisike Ni, the truth is that Ritigowla is
(ot o M) bat o Rage derived from the
Ml of Bhairarit”

(7)) As regards
- NLDARAGOW LA

Ramimatya, -“ i 1/, of Kedaragonla

connists of these <o, rz., Sulldha Sa,
Ponchasrad ¢ B0 Choguta Mot g (r SwclTh
Mo, Sudidhn Py Panchoasruti Die ol Chyu-
tor Shieljo NV

Venkatamakhi:—" [ fee] sorry for your
name (of Riama); for, vou mistakenly pla-
ced Chyuta Shalju N in the Mly of Kédirg-
gowla, The right seara of the Mol is Karsile
N

(8) As regards

CHE UL

Ramamatya: “Tive 17000 e, )i consists
of these sraras, oo, Swldhe Sa, Swliha Ri
Antara (Gl Sl o Ma. Saf) 0 Pa, Sulidha
D, and Nalenti NG?

73T Afrwae 7 TTeARIT |
}*rrrwrwra WIAAITICRTETa0 |
TATTTA T AT T )
Chatir ised i leisili,
LU ST Z 0 AR At vriqfnf'{} |
%g:m TR m»zrﬂﬂ’?’fm r:mr?a: iR
rrrrr“fm?‘:- t’?lf'ﬁr”hf ﬁiffﬂﬁ. Il

Neapacd 1ol RIS

b CL T RN LRCIE: s S I

TqATE mav‘-’-naw IiA TT"TH‘T i
e ITH‘J’ TR A7 AL TTT*T"ZI' qq: |
TT’T?’TI’"’TT?{'T[-"( fe o= T Wﬂfﬂ'f ]

(/III//][’II//I4 oxd e,

BOL ST TERERTAL TIBTL §- TTEAT |

Tfléfl‘?T'FFa’Tv'-TTJ Fife ’I o7 H"Tf’}?l
U'Ffl"cTWﬂ'q?fT ?gal mwrr:rz:{ il

Svaramddalcalinidhi.
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Venkatamakhi:—“It is stupid to place Kd-
kali Niin the Méla of Hejujji; for the right
svara of the Mcla is Suddha Ni.™

(9) As regards
KAMBHOJI.”

Ramamatya:--"The Mcla of Kdambhiji
consists of these Svaras, viz., Suddha Sa, Pan-
chasrutt i, dntara Ga, Suddha Ma, Suddha
Pou, Perchasruti Dha, and Kdalali Ni.™

Venkatemakhi:—" Does not even the
maid-servant of a Vainika know that Ku-
mbhoji has Koisilid (and not Kdlali) Ni 22

The reader will, at this stage, do well to
guard himself against entertaining any
mistaken notion that Ramamatya was all
wrong or that Venkatamakhi was all right,
He will further do well to remember that.
between Scaramdélakalinidhi  and Chatur-
dandiprakasiha, 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
wrong—right in their own times, and wrony
in other times.

Living, as I do, three centuries after
Venkatamakhi who insisted on having
only Kaisithi NO for Kandiiiji, I may repay
the author of Chaturdandipraldsika in his
own coin and retort: ‘ Dones not even the
cook of a Vainika know that the Admbhaji
of the present dav has not oniy Awuisihi Ni

mmﬁmng are ’f\“ g7
afra=s FAeAtzasas gy i |

Chaturdanliprakdasila.
1. Cf. 7 1 iArETERert gt gy

but also Kdkali Ni as in the case of the
phrase laﬁmlqr(qr(Su - Ni—Fa—Dha—S8a)?.
Again, in your chapter on Regas, you dared
to write—

FWHUT: AquisaANTTE 7 & afqa |

(Kdméhaji Raga, though Sampurna, leaves
out in the ascent M« and N’

From this heinous +in, O! Venkata, you
cannot escape even though you go on a
pilgrimage to Tirupati, the abode of TLord
Venkateswara. For, whether your Kambhaji
corresponds to our Kdmbhsji or Harikd-
wmlliiji, Ma is neverleft out, though Kdambhaji
lcaves out A7 in the ascent.”

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

Still, a Venkata may persist in reminding
us as to why Ramamatya, having merged
into one, Sdrangandta and Kéddragowla, ven-
tured to count twenty Mélus? This, as I
said, is no doubt a vulnerable point, But
be it at thesame time noted, that during
the long period of a full century, after
which Venkatamakhi criticiced it, Heaven
alone knows what changes or modifications
the manusciipts of Scaramdlalaldnidhii un-
derwent in the hands of different indiffe-
rent copyists and what sort of a copy finally
fell into our critic’s hands. KEven assuming
that Ramamaitya committed the blunder
attributed to him, I am disposed to think

IS TE] AHTIIT 714 RIS Ha®: |
Searamélabalanidhi.

2. O TS ITREET F Ty AaEs:)
Tia awara F SorarEar gegeai)

Chaturdandiprakdasika,
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that it is a matter only of a slip of the pen
and that he had no time to revise what he
wrote. For does not Fig. 9. show that the
Grahka, Amsa, and Nydsa, as well as the
time of singing, of both Sdrangandta and
Kédiragowla are quite different from each
other?

I said that Ramamatya had not cared to
deduce his mdlas from any kind of principles
but perhaps recorded such of the mélas as
were in vogue during his time. My view
seems to be confirmed when we note thats
at the end of his Miluprakarana, he chose
as an alternative, to reduce his twenty, into
fifteen mélas; bacause, he felt that, in actual
practice, Anture Ga and Kikali Ni were
only of occasional use' and that therefore,
the last five (of his twenty) Milas, wherein
alone Antara Ga and Kulali Ni had some
part to play, might be omitted.

L3

As regards Rigas, he divided them into
three kinds:-Superior, Mid-lling, and Inferior.
The ‘superior’ Rigas were said to be free
from any mixture and also suitable for sing-
ing, composition, and elaboration, The
“inferior’ Riyus were calculated to dazzle,
not illumine the masses and were regarded
as being unsuitable for compositions. While
the ‘middling’ Rdgus were left undefined
and weve perhaps mixed FRdyas and yet
suitable for compositions.

Angliow, these three kinds of Rigas are
unknown to, or at least unrecognised by,
the modern musicians. For,can wereconcile
ourselves to blackmark and taboo Sankard-
bharanam as an ‘inferior’ Rdga, as Rama-
matva had done, even thougzh his searas
thercof are a little ditferent from our
own?

(To be continued.)

et e

THE EARLY WRITERS ON MUSIC.
BY
MR. VINJAMURI VARAHA NARASIMHACHARY.
The Five Bharatas.
(Continued from Page 191)

In my last article I stated the Blaratus
to be Kohala, Dattila, Bharatamuni, Nandi
or Nandikesvara and Matanga. But
M. R. Ry. Ramakrishna Kavi Garu M. A.
mentioned the names of Kasyapa and
Vrddha Bharata, in the place of Nandi and
Matanga, among the five Bharatas. Itis
very difficult, as has already been pointed
out, to ascertain the correct time and place
of these authors in the mythic age and it i3
no wonder if no two opinions agree in that
direction. There should be no contradiction

- PR . . :
L. Cf. JreqagiaT: | FTRSTIATT]T | [Svaramélalkalinidhi )

to hold that Kasyapa, Visaklila, Narada,
Yakshatika and others are very old authors
and lived more or less in the same period as
Bharata, the author of Nutyusastra. 1t is
painful to note that most of their works are
not traced out till now including that of the
great Nandikeswara and hence it i« taxing
the brains of the historians to ascertain the
dates of the:e authors. Although king
Ragunatha gave many quotations from al-
most all the early authors he, unfortunately,
did not mention the numes of their works
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But we understand that the works of
Kasyapa and Visakhila were extant till the
15th century A.D. We have some infor-
mation that goes to say that Kasyapa
and Visakhila lived in carly times and are as
old as Matanga, the last of the five Bharatas,
The great commentator of Bharata’s Nutya-
Sastra, Abhinavagupta, in amplifying
portions of Bharata’s work, where the sage
is meagre, draws much of his information
specially from Kasyapa and Visakhila.
Even the later commentator of Natya-
Suastra, the great Nanyadeva, is indebted for
his material to Kasyapa, Matanga and
Abhinava. Thus each of these commen-
tators of Nuatya Sustre have borrowed, it
appears, as many as 200 verses from the
work of Kasyapa, the disappearence of
which is deplorable.

The fact that Matanga, the last among
the five Bharatas, does not mention Kasyapa
but quotes from Kohala and Nandi leads
us to believe that Nandi was the earlier
author on music than Kasyapa, whose time
might be ascribed to some date after
Matanga in 300 A. D. The lucid fact, that

the colophon at the end of the work of

Bharata designates the latter portion as
Nandi Bharatam, indicates that Nandi was
also one of the earliest classic authors and
can safely be included among the five
Bharatas. We can also understand by the
same colophon that Bharata’s work had
its interpolations and recastings even prior
to 300 A. D.
Kohala and Dattila.

Of the five Bhiaratas, Kohala and Dattila
were held older than Bharata the author of
Nuatya Sustra.  Matanga the last of them
guotes many instances from Kohala in sup-
port of his theories. Kven Bharata in his
Natya Sustra, Ch. 37, mantions Kohala,
which fact goes to prove that Kohala lived
prior to Bharata. But some curiously hold

35

Kohala and Bharata lived almost at the
same time. If that were so it is hard to see
that Bharata should mention his own con-
temporary which we often miss. According
to Sarangadeva, Kohala wrote a work by
name ‘Sangeeta Meru’ which is not forth-
coming now, except a few stray chapters on
Tdla and Abkinaya. Kohala’s Talalaksha-
nam is available in manuscript in some
libraries. A treatise entitled Abkinaya-
Sastram is attributed to Kohala but it is
doubted whether the above Kohala and
this author were the same.

The second of the Bharatas, Dattila was
also often quoted by all the early authors
along with Kohala, s¢ much so, the two
authors Dattila and Kohala were connected
with each other as having lived in pair. We
are led to this kind of belief by the fact that
a work entitled °‘Dattida-Kohaliam® is in
existence now., The work is believed to be
the result of the labours of both the authors.
But it does not mean that Dattila did not
write any independent work of his own as
Kohala did. The great work ‘Gandharva Veda
Saram’ has been attributed to Dattila and
is available now. Commentaries on this
also were known to have existed till about
1500 A. D. Dattila was considered a
specialist in music. He is an authority on
Tala besides Sruti, Stara and other topics.

Nandi or Nandikeswara.

The authoriship of the grand work
" Nandeeswara-Samhita” has been ascribed
to Nandi who might have lived in the same
century as Bharata and prior to Matanga
in 300 A.D. Taking into account the
colophon at the end of Natya-Sastra, we are
to hold that the last chapter, I mean, the
37th chapter, might have been written by
him or according to his school, by some
body. Among the later classical authors
some followed the theory of Nandi while
others upheld that of Bharata. Many
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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 wero powerful and
had their influence among the latter clas-
sical authors on music. According to king
Raghunatha of Tanjore, Umapati a later
author on musie, followed the school of
Nandi. He says:

IamTA wgfaser asaq Feer e
FATIERT
Umapati's work was also considered as an
epitome of the original work of Nandj, It
appears Raghunatha borrowed some idcas
from Nandi's treatise which might have
been 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 * Nundi Bharatam ™ to Nandi
and it is to be ascertained whether the
latter is the self-same author of * Nundces-
wura  Swmhita’. It is  also held that
one ' Bharatarnaca’ of unknown authorship
is a concive form of that of Nandi.

Matanga.

The last of the Bharatas Matanga, wrote
the important work called ** Brihaddesi,”
which is printed at Trivandrum. Some
hold that Matanga is older than Si/ppelii-
karam in Taml, which dates to 200 B. (.
It mentioned Matanga and his theory. But
historians hold that he was a contemporary
of Mahendra Vikrama. He was patronised
by this Pallava King whom the historians
assigned to 300 A.D. It is too dificult to
to find reconciliation between the two kinds
of historians viz. those of Si/ppadhilearim and
of the King Mahendra Vikrama. We can
therefore hold that the five Bharatas lived
in the time extending from the 3rd century
B.C. up to the 2nd century A.D. and Matan-
ga thelast of them lived in the 3rd century
A.D. The fact that Matanga quoted ins-

tances from Kohala, Dattila, Bharata and
Nandi, leads us to believe that he belonged
to the Latter date of the four above men-
tioned Bharatacharyas., It is not eorrect to
hold, as v larer author Kumbhak wrna did,
that Kohula and Nandi follewed Matanga’s
schools Matanga along  with the above
four anthors had mentioned another by
name Chetirra whose identity i< vet to be
investigated.  His work * Briladdesi® isa
monumentilone and deals with the subject
in a Sustra/c manner with Purcapnksham
and Seldhantam.  He discusses any subject
to the fast and finally establishes his own
opinions and theories on sound basis. For
instance he discusses the origin of Srufis
from the standyint of Sunkhya Vada, Pari-
e Vada, Fiearto Vieda and  lastly  of
Utpatty Vipla,

TIOAL FAR] ATZEEANE (AFeT: FOAA-
- or [ ~

arzrrgy I fra3 T w77 afvorefaar

AIAREAC Tely gAEAr TR )
Matingy hul originated what is called
Dvvdorsa Sroro Murehanes which came into
disuse soon afrer bim. A later author
Kumbhakarna of the 13th century says:—

aA AT FSAT TE I FTAIAT: |

qAFET A7 95 377 atrar@ 70

AXT FEZATI APTRAT T T |

"% gfa go1 ;ragEAtze 317 )
But Matanza holds his theory as correct
and quotes fron Nandiin his sapport thas:

AT F AT TN — G EAT JTHT AT

- ~ ~ o

AMY=ZAT T3: | AttrarmiE fqarg aw-
gezriz faser
e teed deade protasely about 7wt Kagas in
his work and his chapter on Nty is not
available now. Kuwmbhakarna notices thus:

qA 7 gEAETRAlEA Irzaifai aa |
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Kasyapa and Visakhila.

As has already heea said that though the
works of Kasyapa and Visazkhila are not
available till now, yet the two namesare
found in many of the classic works of the
later writers on music. Kasyapa was =tated
in one as the greatest authority on Rayas
and their usage (Vinigoga), whereas Visa-
khila was considered an authority on
Svaras, Veena, Vamsa (flute) and the like.
Abhinava the commentator thinks that
these were prior to Bharata, which fact is
incorrect as has been explained now.

“zAT’ TAAEY TH | AT AFTAATE
T ¥z gatan ATTERE@Ugmagiaiaiy
’If%’%‘f\qir a’:,'*f]‘f%f &Tq‘q 1-(Abhinavaguptal.

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. Itis
to be seen 1n this connection that the great
Kodimivamalai 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 aund 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 ‘Sunyecld Mala-
randa, who lived in the time nrioe to
Sarangadeva, of the carly part of the 13th
century, mentions Brahma as an author on
music. Lt ix not known who this Brahma
was. In some clas-ical works we come
across, with the name of Candharea l’w/ur
Soram', which treats of Sungeeta, Nrihi and
Nutya. This has been considered as on.e of
the UpaVedus. This also has been &SC.I'I})(?LI
to Brahma, who might have been mentioned

by Narada, the author of Makaranda as is

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

Vyala.

It is stated that a summary of the four
Verldas (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,

Sadasiva or Rudra.

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

Tumburu.

It is mentioned that Tumburw in associ-
ation with Narada produced a work on
Gandhorvam dealing with various topics
relating to music.

Anjaneya or Hanuman.

King Raghunatha of Tanjore gives some
details ahout Anjaneya. KEven Abhinava
had mentioned his name. Anjaneya's work
is not traced. In treatises on TalalLakshanam
the school of Anjancya is often followed.
Tt is held that the present day music is
based on two schools viz, (1) The Narada
Matam and (2) the Anjuneya or Hanuman
Matam. The Narada Matam is prevalent
(it iy «aid) in the south, while the Hanuman
Matam is extant in the north. Damodara a
Jater writer on music followed Hanuman
Matam and brought forth the Raga Ragini
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classification of the Ragas according to
his Matam. 1t is not easy to trace the time
and history of Hanuman, whose work is in
oblivion. Whether he is a writer who existed
in some bygone times or is only a mythical
personage connected with the epic Rumq-
yana is not known,

Daksha Prajapati.

Abhinava, the commentator had men-
tioned one Daksha-Prajapati as an author
ou 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 Satatapa was mentioned by some
of the old writers on music yet it ix doubted
whether he wrote any work on music. Let
research scholars on the subject investigate

and make a report of his writings to the
Academy,

Umapati.

The work of Umapati has been identified
as the Awumapatyam itself. It is <aid that
the work is a catalogue of technical terins
on music and is based on the theory of
Nandikeswara. King Raghunatha says thus:
IATT Irfewer Av Prerer a=fta A
ATTATT i
An epitome of the great work .lumaput-
gm is available in forty chapters, He too
might have belonged to the #%th or 9th
century A.D.

{(To be continued.)

THE IMPORTANCE OF MUSIC *

BY

MR. P. R. NATESA AIYAR B.A., B.L.

Tanjore.

Ladies and Gentlemen,

I must thank the gentlemen of the work-
ing 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 shed our enthusi-
asms, but I for one, am unable to part with
my love of music, a love which I have, ins-

’

pite of the somewhat disturbing influences
of a professional career. This is my only
justification for accepting the invitation.

The college of music, as its full name
indicates, is an institution for which we are
indebted to the princely benecfaction of
Raja Sir Annamalai Chettiar. Evenamong
millionaires it is not every one that founds
and endowsa University and a College like
this. I must take this opportunity of express-
ing the profound gratefulness, of the public
in general and of music lovers in particular,
to Raja Sir Annamalai Chettiar for this
maguificient  foundation. A college of
music was the dream of many of us, lovers
of music, an(} our dream has become an

" ;
An address delivered on 9-11-30 at the Anuiversary of the Music College at Chidambaram
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accomplished fact. It must be a matter of
gratification to every Indian that the dis-
appearance of much of our ancient learning
and culture is being arrested and that steps
have been taken to preserve and develop
them. The Annamalai University has
chairs for Sanskrit and Tamil,

Our Music is a precious inheritance. An
institution like this College which has for
its objects the developing, preservation and
dissemination 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 Sungeetaic associations, if T
may say <o, JAH one of the three branches
of Music -3, dATA and AT —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 WA in his ATEATTE are depi-
cted in the figures on one of the Gopuras of
that Temple. The autnors of the Rinniw
derived their inspiration from the God at
Chidambaram and sang theresome of their
finest hymnsin praise of that God. Many
of the scenes including the concluding one
of that immortal musical drama, ‘Nandanar
Charitram’, have been laid in Chidambaram.
Here lived and died Ramalingam Pillai «lias
Ramalingaswamy, whose hymnsin praise of
the God at Chidambaram sung in appro-
priate Ragus, 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 textbool:s‘ on music\tell us
that Music or JIT#Ie I iy an Iq9F and
that it is an off-shoot of qAAT, that
five out of the seven Svaras of our
octave had their origin, each one from one
of the five faces of Parama Siva, that the

remaining two Svaras proceeded from
Parvati Devi and that the six primary Ragas,
Sri Ruga and five others, also proceeded
from Parama Sive and Parvati Devi.

The existing Fl'l'q':':\l'?{ consists almost
entirely of select verses of the vy
FH%HT set t5 music. The Hﬂﬁﬁf thus pre-
supposes the 3?‘;'2\1'3: "ﬂ%’ﬂ' Many of the
hymns of the ﬂiﬁf’{ Fl"%ﬁ'f refer to a race of
ancient sages named BT%THQ (claimed by
many of the ﬂif'\Ts of the 5&@'{ %T&HT as
their anccestors), to ®@TH hymns sung by
them in honour of ¥+, %’mﬁ, IT]
and other deities. The Wf%’(ﬂ's must have
preceeded those HfTs of the wFafEar
by scveral generations. The antiquity of
the age of Wf%’(ﬂ's might also be inferred
from the fact that they are referred to in
terms of veneration as ancient sages in
one of the Parsi Scriptures. (Whether the
ﬂT?':T&EF{ originated from the Fﬂ'ﬂa'af as
chanted at present or the ¥THs, as sung by
WF%TWF!: of still greater autiquity, it is
for the scholars to decide.)

The ®|THAZ is said to have had 1000
TMAETs of which only two now survive. It
is probable that each of the 1000 TT®&Ts

had slightly different methods of singing.
It is for the experts to trace the evolution

of our secular music from the G’Tﬁi’.

The TT:'J'EQR were the first exponents of
our secular music and the ¥<qLs of the
dance. There is a story in the %ﬁT&’T
i?{FZHT—-(VILh. FTUZ) to the effect that s
sang to the ﬂ;ﬁ&s and, in return for their
music, got from the ‘T?ET'&S the &R creeper
(which, probably, grew on land in their
possession and under their control). This
is a probable explanation why secular music

came to be called TPAT 7.
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There are one or two other references in
our Jedas to secular music. The code of

ritual in the 5’"%'('1’«1’ JATEAD relating to the
AT sacrifice prescribed that the ITATH
should be daily entertained with vocal
music during the one year's period of his
preparatory ’a’fr\"JT- The other reference that
occurs to my mind is the ritual relating to
the day of HEVAAH, the penultimate day of
the vear-long sacrifice.

There is a long passage in one of the
ATAMs of the ER’:'—T? comparing the human

body to a FIOM.  The Fina of that period
sce ns to have been ditferent from that of
the present day.

It is in the Puranus that we find the first
reference to professional musicians. The

FATU relates that on the occasion of
the coronation of Kins T4, the HT who
anointed him King, summoned ®A and
AT (probably, proper names of two
individuals) and directed them to sing the
praises of that king who, rewarded them
with slices of territories from out of the
country of which he was made king. (An-

other set of musicians named af?as subsa-

quently came into existence.) The ATIIITA
further states that from the coronation

of T, A and HIITT and their descendants
became the State musicians of kings, and
thar part of their duty was to awaken in
the mornings, these kings from their sleep
In<tances of this custom are tobe found in
the Rumayana  and the  Muha DBharatla,
There are strong reasons to bhelieve that
the 7":”1'&4 and AHFIH:, at least those of
the Purqanie period, were the natives of the
country or thecountries on the other side of
the Himalayas. Purunas record several
intercourses hetween them and those who
lived on this side of the Himalayas. OQur
music must have come to us from these

c

T*Ts and  the

-l

AIA who taught music and dance to
FT and the other Royal maidens of the
family of Kinz f:i‘;l’., had learnt them in all

probability from r'%ra’*‘?a andd ﬁffﬁ

One misht infer from our X

~
%Q"l'ﬁ's and JEAHAA; that the Brahman's
daily life entirely  consisted in

; relicious
observances and that our ancestory had no
time for any secular avocations, much

: i less
orapparent vanities like musie,

. Such an
inference woyuld be a wholly inaccurate one.
Our 97T FITs and ATTF« bear ample

testimony to the inclusion of imusie in

the lives of onr ancestors, Various Eﬁﬁs
and  lesser Brahmans found tine for
investigating into and
principles  of the <cience and art  of
Music,  Witness the ling list of autho.
rities, divine and human, on Music in one of
the Kirtunas (Vilaladen =Myoldeeda) of the

great

laying down the

composer and  singer  Tyaguarja.
Then, as now, there were also devotees of
Music, musical enthusiasts who did nor
miss attendance at musical performances.
Wﬁ% in his HEWATTH refers to  such
persons as AWFAT:, [ the Ramayana

.
the ITs who heard FZT and & sing the
story of the FRumayana were charmed with
their music and it iy said, that theyv even
gave presents to the singers ont of their
scanty belonging<, In the =TT f the
Rameyana TreqiiE deseribes TIATT o
seeing some of the ladies of T Larem
asleep, with thcir musical instrutients in
their arms, atter  musicial performuances
were over. Similarly Tff;"‘:’ﬂq refers in
the 1st ¥ITF of the TATHY of hm:%ﬁ 15!
Sangeeta parties in Alakapuri. Bath \'a..lmiki
and Kalidasa have obviously transferred to
Lanka and Alakapuri the habits of the

dance from W-HTH,

Y
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people of the countries in which they them-
selves lived. The Vina, the Flute, and the
Mridunga came to be associnted with :the
divine beings qTETAT, AEOT and afeza
respectively, ATATHT in the well-known
%ITFs of his qu\a slorifies our Music and
assures m&’ﬁ to those who have explored
the secrets of Music. According to the
SATCETTfaTg the love of Music is ‘the last
infirmity of the Human Soul,” which even
after its liberation and realisation of its
identity with the @9 bursts into song. It
is unnecessary to multiply evidence for the
position that Music was regarded, in 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 Indiun
The number of Kayus
Our text books

Music are wonderful.
is practically unlimited.
tell us that it has Ragas appropriate for the
expression (to u<e a mixed metaphor) of
every shade of the Nine Raxis.

For reasons unneccessary to state, such a
precious inheritance as our Music isin

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

It is a matter for regret that high class
artisticmusic is now some-what at adiscount
and that the taste of a certain portion of the
public is for inferior diluted music. Artistic
music must no doubt, be also caviare to the
multitude ; but none the less, it is the duty
of our professional musicians to educate the
public into acquiring a taste for high class
music. The College of Music is a young
plant. Thave, no doubt, that by God’s Grace,
with careful nurture, it would grow, develop
and prosper like the Saicred Banyan Tree
("JT’.?I"IQ'I) and that under its ample shade,
our young men would imbibe good Music
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  Mawchi Dinamu Nede’
of the Palam of the master musician
Kshetrajua in Raga Bhairavi’,
which, to the ear of a non-expert like myself,
is one of the finest Ruyasof South Indian

¢ Ananda

danger of being lost to us. An institution Music.
TaRE |

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

BY

M. PP SAMBAMOORTY B.A., B.L.

Locturer in Indian Music, Queen Mary's Culleye, Madras.

Musie, has after all found its
in the scheme of studijes hoth
at the s«chool and the college. More
colleges= and <chools are likely to start the
subject in the years to

Indian
rightful place

teaching of the .
come. I hope the day will not be far off

hen music will come to be taught com-

w 3 oo
r boys *and girls schools,

pulsorily in all ou

at least up to the third form.  After the
third forn, those students baving a special
aptitude for the subject might pursue its
study further on as a special subject in the
higher forms and in the University course.
The compulsory teaching of music in the
lower classes is quite essential. The mu-
sical illiteracy of our people is somewhat
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appalling and this compulsory musical
education will go a great way in minimi-
sing this evil in the decades to come.

In the West the teaching of music is very
well organised and music teachers are given
excellent theoretical, and practical training
in professional institutions in the methods
of imparting instruction in the subject. In
India there is not a single Training College
to help the music teachers inthis direction,
so that he or she is often left alone to devise
his or her own methods to deal with the
several problems relating to the teaching of
music according to the peculiar requirements
of the difterent standards. Nor are there
facilities for the several music teachers sca-
ttered all over the Presidency to meet perodi-
cally and dicuss these problems, so that
every one might have the benefit of profiting
by the experiences of others in the field,
During the last fifteen years, several music
conferences have been held in South [ndia
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 thing of recent growth. The
great advantage of regularised and wel]
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 gooil
music teacher. The music teacher has to
possess certain fundamental qualities of head
and heart, a certain amount of psychologi-
cal training, a sympathetic insight into the
mind of the pupil, all these and more, if he
or she is to be a success as a music teacher-
There are qualities which the average pro-
fessional musician (whose be-all and end-
all in life is to please the audience and get

his remuneration) need not be expected to
possess.

(4 Al . .
I'he more important problems of a music
teacher might be summed up as follows : -

(1) How to create an interest in the

mind of the pupil for music.

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

(3) How todevelop the seunse of musi-
cal appreciation,.

(4) How to cultivate the formation of a
correct and refined taste in music,

(5) How to pick up the musically gif-
ted pupils of a class from those
less gifted.

(6) What instrument or instruments
shall be used in class music for
the purpose of the drone and for
accompanying the music of the
students,

(7) The chioice of suitable songs for
the several classes.

(8) How to build up gradually the
faculty of Searagnna, Srutignana,
Ltagaynana and Talagnana,

Now, let me take these points one by ore.

The creation of an interest in the
mind of the pupil for music might at tirst
sight seem somewliat queer. People who are
musicians and people who are musically
gifted are prone to think that all people in
thisworld are genuinely interested in music,
[f that were so the music-halls at eanh
concert should be overtlowing. The total
number of members of the Mudras Music
Academy as well as that of all the Music
Sabhas of this enlightcned ity of Madras
put together, should form an appreciable
percentage compared with the city’s papu-
lation. But facts are otherwi<e. In the
case of tho average person interest for

music need< to be engendered from early
years.

AHOBALA AND HIS TWELVE NOTES

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. Ina
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 he or
she, does not strive his or her best to ear-
nestly endeavour to bring up these latter
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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 classesof other schools,
giving frequent opportunities to hear the
great musicians perform, these are some of
the things, which are bound to be of incal-
culable value in achieving the ideal in view.
[ shall discuss the other problems in the
next article.

AHOBALA AND HIS TWELVE NOTES.

By
PANDIT S. SUBRAHMANYA SASTRIAR, AVL.
Tanjore.

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

twenty-two Srutis:—

T TEIAER TAT |
13 M ’
¥ ¥ Prargaiat fraft wraEat |
From this it will be evident that the three
Svaras, Shadja, Madhyama and P(mc/e,an'ta,
have each of them four steps or Srutts, while

the Svaras, Rishbha and Dhaivata, have three
each and Ganihara and Nishada two each.

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

3t srAT: FEAT 37T O TAT O T
) () AGTFELET: |
frraT ) ZEAT: @ TEAT © A gataafa
aat:

36

gatat aEet arg T qAt TR |
quz it taiy = ¥ Tpn & a: )’
Sarngadeva in his Sangitaratnakara de-

signates these tweunty-two steps respectively
as shown in the tabular form below :—

1. A=FT
3. ;Y

4. A ... TTEATHAS
TR
4570 S
T

. SRTIT e FIFATAT
0. gREwt ...

1. ggTRep ...

12. oifa: e

13, JIS o AR

51

© ® =\ o
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14. Ryfe

15. THT

18, FFqAT ...

17. eyt ... IEageE:
18. gI=t

19. TfEoft

20. TIAT TEE:
21. IAT
23. aRyoR sl

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 Srufis
correspond to the major semitone of the
European scale.

From a close scrutiny of the Suwlilha
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 Sangit« Parijata,
accepts Sarngadeva 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
Suaras in the Vina have definite length-
values and this is mainly respoasible for
the error committed by some in thinking
that the knowledge of the length-values of
Svaras is a monopoly of Western science,

and that the ancient works on Indian Music
have not investigated in this direction.

The aim of this note is to place before the
lovers of music facts which will go to dis-
prove the above assumption and remove the
unmerited reproach implied therein. The
words of Ahobala quoted below, when he
talks of the Vina in his Sungitaparijata. will
expose the erroneous nature of the above
view. For the first time in the history of
Indian Music it was left to Ahobala to fix
the length-values of the twelve notes.

To understand Ahobala’s views aright
and follow him in his investigation of the
length-values of the notes, let us take a
Vina with a wire stretched between two
bridges 36 inches apart, and <tart with the
note produced on the full wire vibrating as
Madhye Sherljo,

1. sqerafgmetomTt gor AR for: |

Fixing the fret right in the middle we
arrive at the place for Tarag Shaljt i.e,
36" +2=18" from the Meru, the left bridge.

. T TITRAWST AT TATTA |

Midway between Madhya Shuadja and
Tara-Shadja Yies Madhyame. ie., 18"+ 2=9"
from the Meru,

3 farvrTEREA oI Taw: S

Trisecting the whole length, Pouncheama
lies at the end of the first purt. 1e.,
36" +3:212" from the Mere.

b AATIHTIRST A fafnaaA |

Bisecting the length between Mudhya-
Shaldju and Panchama, the place of GGandhara
is the mid-point i.e, 127 :2=6" from the
Meru.,

5. |EAT: QAT T wrwArhca e |
At the end of the first part of the trisected
length between Madhya Shadju and Punchama
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is fixed the 'Rishahba te., 12"+ 3=4" from
the Meru.

6. EEITTOTER g ST T |

At the middle point between Tara Shadja

and Panchama, is found the Dhaivata, i.c.,
127+ (6" + 9=)3"=15" from the Meru.

7. amrrgAgeTTRTEET e |

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

8. STSATRRAR WO HL FTAETAAT |
qraEETaT JO TR EE e

Trisect the length between Mudhya Shadja
and Rishabha; at the end of the second part
is Komala Rishabha, i.e., 4" $=2%" from the
Meru.

9. HEITAAADY AANIT ATALA |

Midway between the starting point and
Dhaicataties Tirra (fandhara, Le, 15" +2=173%"
from the Meru.

10. yrrsafafresfer s TZsET: |
qRaTTEE 7o § dFan AT

Trisecting the lengths between Tivra (Gan-
dhara and Tara Shadja, at the end of the first,
we find Tivralama-Madhyama, ie., T3+
(104" +3=)31"=11" from the Merw.

11, s aTiead 77 TIAIET TR |
FIAZT T4 T TTATN AATORT: |

At the end of the first third of the distance
between Ponchama and Tara Shadja is fixed
Komala Dhatvata, 1.0, 1274 (6" +3=)2"=14"
from the Meru.

s - C » ~, >
12. FUYT AFTIRST qETATAATEA |
TR famz AaAET

In the same way at the end of the second

third, between Dhuivata and T'ara Shadja, can

be found Tivra Nishada. i.e., 15"+ (3" X 3=)"
92"=17" from the Meru. :

The above results may be tabulated thus:

) §f;§ g : g.—ﬂ-é é%
=] g o & s ‘5’0 02 =1 :;0 =
Z 2 E“a g 5‘:";'8 Se

A°2AF7E Az
1 | AeTEHR: 0" ] 38" | 1
2 | TS T 23" | 333" | 37
3 WA 4" 32" 3
4 | T 6" | 30" | ¢
5 | At AT 737 | 283" | 3%
6 | 9" | 21" | %
v AlFaw AR | 117 | 257 | g
8 t'{am . 12" 24" 3
9 RIS UTT: 14" 22" | 1%
10 | = 157 | 21" | ap
11 | o 16" | 20" | ¢
12 d&a e w197 | s
13 AT TEHA: 187 | 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 %%, 3§, 1%, 28
and 1% : while in the upper tetrachord, the
corresponding intervals are found to be §2,
i3, 3%, 19 and 1%. The two notes Komdla-
Dhaivate 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
Komala Rishabha and Rishabla may as well
be reformed to achieve this end, it may be
pointed out that as the intervals of Komala-
Rishablia  and Rishabha have long passed
muster and been accepted as good harmonio
ones in the scientific world, they therefore
stand in no need of such reform. Evidently
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It is a matter for great satisfaction to
learn that the University of Madras has
after all decided to start a Diploma course
in music. We feel sure that the course will
become widely popular. We congratulate
the 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.

On the 20th October last the Music
Academy celebrated the Dikshitar day. An
interesting lecture by Mr. T. L. Venkata-
rama Iyer was followed by an able exposition
of the songs of Muthuswami Dikshitar, by
Messrs, Tiger Varadachariar, Sheramadevi
Subrahmanya Sastriar, 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.
It is a matter for surprise that while the
wreat composer has left us numerous com-
positions of unsurpassing beauty, thase
which are actually in vogue should be so
few. Celebrations of the nature aforesaid

will immensely help to popularise them.
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On the 1st and 2nd of November 1930 the
Academy organised two competitions’ for
amateur ladies in Violin and Veena 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 Academy have proved
very successful in their object. We hope
many others will 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 back
into onr midst and trust that the benefit of
his energetic co-operation will always be
available both to the Academy and its
Journal.

—

The great event of the season for musi-
cians and music lovers, is the ensving confe-
rence organised by the Music Academy. The
nature of the subjects in the agenda for
discussion as well as the series of model
performances arranged during the session,
should be cnough to make the conference
interesting. The inauguration of the same
by Her Highness the Junior Maharanee of
Travancore, belgngfn oeibi she does to a
Royal Houscﬂ'l?f/ made 3 illiant
contribution.fo a¥tin general al\%ic in
particular, fugurs well for the su& s ¢f the
session. We hope Her Highnpss Pwill
always continue to take an abiding int@rest

in the Academx and help to pr rxﬁ its
aims. N \ /
. ._}_~,,. % f
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MODEL 112 (Camp)
Height (closed) 9 in. Width 1214 in.

Length 1134 in.
Fittings t—Internal—Nickel.
. . 3 = ' External—Polished Brass.
'IJ’)l] ﬂiﬂ)[_l,‘l) 971 . 74 S

S BI D YRUSTY S LTI R BT T 1B,
eroptit. DFGrenLu-600 008,

A > ay Latest Type “His Master’s Voice.” Internal Horn;
aln N L wiuiyr ! g

Ball-bearing Tone Arm and *“No. 4” Soundbox. Tesk

7 ] Wood Cabinet fitted with leather carrying handle; "
W M | Rl e ol heR ud WoRILLr W i - 4

R % -_— : metal corners and nou-slipring rubber feet on base.
'; JURRT b, B, . e : i : * Equipped with double-spring motor, 10-in. turn-table.
! (2) (1) i (2) ! = P T playing records up to 12 inches in diameter, graduated,
- o ' ) —. X - - speed regulator. Pivoted needle bowl: spring clip for
; / ‘1 ¥ =y Tungstyle.” Needle Tin.

Provision is made for carrying 6 records in Lid.

b o Price Rs. 165.
S T «. HUTCHINS & Co.,

: H. M V. Gramophone Agents, 185, Broadway, Madras.
- ' Branch at : VFPERY »
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GANGAW

The Queen of Perfumes

25006 LLUL00— U Lon

for the kerchief.

Gangaw, the curious Burmese
perfume, has peculiarlyicharm-
ing and rich durable aroma.
1t is liked by refined ladies and
therefore it constitutes a lover’s

lovely present.

Rs. 2-8 a bottle.

SRI KRISHNAN BROS.,
P. O. Box 166, MADRAS,
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AMRUTANJAN

THE BEST

" INDIAN PAIN BALM

AMRUTANJAN DEDOT
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