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LATE ABDUL KARIM KHAN

IN MEMORIAM
K. V. RAMACHANDRAN

By the sad and sudden demise of Sangita Ratna Abdul Karim Khan, the
world of Indian Music has lost a remarkable and forceful personality and a
§ Dbrilliant exponent of classical Hindustani Music, The void left by him is net
likely to be filled again as even in the north, there is a dearth of ﬁr-st rate musl.
cians. When Abdul Karim first visited Madras 20 years ago, Pyari Shaib, the
famous Calcutta tenor was at the height of his season; however impoverishec; his
music, Pyari Sahib’s voice had a cloying, intoxicating sweetness that compelled
admiration. If Pyari Sahib was all voice, Abdul Karim was all music and his
expositions coming so closely in the wake of the former, were a revelation as to
what treasures of art Hindustani music comprehended. Here was a man who
conceived music as a form of architecture in sound and who finished just
the facade and‘ portico of the palace called Kalyanai through a livelong evening
and who had baiely time to plan the Torana of Bhairavi in an entire night. One
could never get at a comprehensive view of Abdul Karim’s range, because he sang
always in fragments; but what delicious, what magniticent fragments they were!
Even the fragments were the work of a Titan. Abdul Karim never satiated, he left
one yearning for more. Abdul Karim belonged to that limited band oi deyotees
who see no difference between the music of the north and the south angd view
both as facets of the same ecternal Truth, The unity and homogeneity of Indian
music was one of his cherished convictions ard he delighted in emphasising the
similarity, not to say identity, of the Ragas of the north and south. Goharjan’s
approach of Carnalic music was flippant; Inayat Khan's was serious; the one‘
perpetrated a cartoon and the other a musical curiosity; but Abdul Karim with ];ié
intellectual alertness and fine perception of note values and rhythm was able t;)
give convincing renderings of Carnatic songs. Though an orthodox Mussalman
he had, like other great Mohamedan Musicians, many Hindu affinities anc;
his' admirers and disciples were preponderantly, if not wholly, Hindu, The
writer's most precious memory of Abdul Karim is his ¢ Lalit’ that he sang

once, but could never duplicate. Not all the gold of the Indies could buy

that Lalit. 51
—11--37.
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EDITORIAL

E are glad to announce that the

publication of the Journal of the
Music Academy, Madras, is resumed.
Before the close of the current year,
four volumes, one for each of the years
1934 to 1937, will be issued. The
volume for 1938 will be published
before the middle of that year and if
the support of the public is assuring, it
may consist of more parts than one.
In any case, it is our earnest hope that
the improved finances of the Academy
will avert the contingency of the dis-
continuance of the Journal.

There will be no substantial change
in the policy of the Journal. Publi-

cation of classical works and original
articles by experts will be the main
features. Standard compositions in
notation as rendered by approved ex-
ponents will also be given in its pages.
Other topics of interest hitherto
included will continue to be discussed.
The authoritative report of the pro-
ceedings of the annual conferences of
the Academy, will, of course, be found
only in the pages of this Journal.

That the Journal fulfils a real need
will hardly be denied. It is the only
Journal of its kind in all India. We
appeal to all lovers of art and culture
to support the Journal and so ensure its
unbroken publication,



SAMAGANA

BY

M. S. RAMASWAMI AIYAR, B.A,, B.L., L.T,

Sometime Research Fellow in Indian Music, Universily of Madras.
(All Rights Reserved to the Author).

ECITED are Rg and Yajur Vedas, but
sung is the Sima Veda. Asa malter

of fact, Sima Veda is nothing but Rg
Veda set to music. Hence almost all the
ancient Sanskrit writers on music pro-
claimed: “From Sima Veda Brahma
got music”.! Hence, again, Lord Krsna
declared: «1 am Sama Veda of all the

Vedas "2 emphasising thereby that it is
better to hear the Vedas sung than merely
recited.?

It is therefore in Sima Veda that the
modern student of Indian Music is vitally
interested. To Simagana, then, we shall
now lurn our attention.

The arrangement of the Sima Veda may first be tabulated:—
Sima Veda.4

l

Parvarcika
(Later).
l
l |
Gramageya. Aral)ya%?ya.
’l‘h;e sacerdgt{all school-books
contain the melodies which the
pupils have to memorise.

Uttararcika
(Earlier).
|
N I
Uha. Uhya,
Main chants sung Separate
by three chanters. collections,

N. B. Uha + Rahasya

=U hya.

Samagina is generally divided into seven parts or Bhaktis as they are called, of
« ' k4

which 2 to 6 are the more important ones.

The sever Bhaktis may be tabulated:—
Bhaktis.®

v

| B
Humkara., | Prastava, Udgita.

Consisting

of the tory Song
Syllable by the

HUM Prastotr. :

sung by \

{

Udgatr.

all the

I l N
Pratihara. ;Upndrava. : Nidhana,

Introduc- [Song by the {Song by the
| Pratibartr

, at the end
of 111

|

Udgitr at ithe Priests, | by all.
the end of ! l
1.

|
|

I
/

Priests. o

T L o, i i g feaag: |

ilak’s Gitg Rahasya, Vol. 11, pp.
?f‘ ’I.“;\i}l.{ \Sfan f)cr Hoogt's Vedic CE

HAPP,N -

nt.
cf. %uryakanta Sastri’s Rktantra (Notes), pp. 16-17.

Sangitumakaranda, p. 3. Savgiteratikarg, p.7.

i grRAZISRA | Bhagarad Gits, X. 22,
cf. ¥ Sy 1072-1073.

Pranava,

Song by the |Final by all . Om sung

SAMAGANA 3

‘Mr. Caland’s Table! is as follows e
Sama Veda.

I

l
Sarithita, Gélm_

|

Purvarcika Aranyaka Ultararcika,
Samnhita.

Grimageya. [\rap)l’ageya. U!la. Uhlya.

“To the songs preserved in the Ganas,
the verses collected in the Sarmhitd serve as
the foundation.”? The verses, so collected
and compiled into one whole Sarithiti, are
called Uttarircika. Pirvarcika only regis-
ters the melodies of those verses and, as
such, is (as it must be) later than Ultarar-
cika. Arapyakasamhiti is but a continua-
tion of Parvircika. In order that the study
and memorising of the melodies may be
rendered easy, a double register is made;
the first containing the first verse of a
couplet which carries the melody,? and the
second containing all the verses. Hence
the Grimageya and the Aranyageya. Uha
and Ohya are of later time,

The Sarnhita of the Sima Veda consists of
an arranged series of verses, directed to be
sung especially at the Somaydga or the
Sama sacrifice. The praises of the different
deities who are supposed to honor the cere.
mony with their presence and the prayers
for the prosperity of the worshippers and
those connected with them—form the prin-

cipal subject of these verses. Some of them
are supposed to have the power of conse-
crating the fire into which the oblation is
cast; and others, the Soma Juice of which it
principally consists.4

Samagina and Siman chant are inter-
changeable terms; for, the gdna or music
of the Sima Veda is nothing but chant
which is a formless melody and has neither
the seriousness of the speech nor the sono-
rousness of the song but stands midway
between the two—a fact which drives us to
conclude that music started from, if not
originated with, the speech and developed
itself into the song through the intermediate
chant.s

In ancient Pathadalas, as in the Schoolst
of Sylvester and Gregory, the chant was
studied as chant and not as vocal technique,
for, the business of committing to memory
was one of the most arduous and prolonged
tasks of their students. To help such learn-
ing by heart (more often, by rote), those
students aimed at unity in their chanting;
and, again, to help such aiming students,
those institutions discovered a uniform style
of delivery. This ‘uniform style of delivery’
was the chant; and it was intended to ex-
press the sentiment of the text; and hence
the rhythm, accent, and movement of the
music were those of the text.

The reason seems to be that such chant.
ing—whether in Indja or Europe—suited to
the requirements of the utterance of the
priests and worshippers and that it aimed to
be as impersonal as possible. Its purpose
was religious; its mood was devotional; and

1. “The Origin of Sima Veda” translated into English in the Journal of Oriental Rescarch
Madras, Vol. IX, pp. 295-306 by Prof. K. A, Nilakantha Sastri. ’

2. ibid.
3. ibid, p. 305,

4. cf. Dr. Stevenson’s Translation of Sdma Veda, Preface, p. 1.
5. ¢f. Comte’s General View of Positivism, p. 308 ; Herbert Spencer’s Essays, p. 321. (Everyman's

Library).

6. ¢f, H. J. Henderson's Early History of Singing, pp. 17, 32, 33.
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its musical character was therefore inten- words of the modern songs b_eyond recogni-
tionally vague and colorless.! tion ? What wlondeI", again, is there ‘1hat the
« Let inusic be, first of all, language and great Manu, in blS Smrti, un.ambleucc)lusl.y
rhythm and secondly tone . Such was the §tated:”“ The voice of the Sama Veda is
Florentine idea.? Such indeed was the impure”?.5 .
Indian idea, as well. [ further said that « th(l: ﬂ;usxcal c;mracle\;
ca and of the chanting was colorless . mean
m(iv;;::ntﬁ;?tth‘eu;ianr:z;h::reatc}foesr;t’of the thereby that it was not ﬂm"id and brikaful ip
text’. This statement seems to apply well the modern sense; but I did not mean that it
to the Psalms of the Bible; but, in the case Was one uniform, dlll}, mO_HOlOHOUSI, single
of the Simagina, it requires a little modifi- t_one. Indeed the _ Samagan; reve led; 35.
ation. For, though the wording of the it even now does, in more than one tone;
CS;m'tgina is, nothing else than that of the and those tones further rose and fell, as they
Ry Veda, the vowels in the original Rk are ¢ven ‘?O‘V‘fio-h H'U“' fat:x":ey ‘:":; 3\325 f:}l‘le-
elongated, shortened, or changed into Hai, ©F which is the same thing,

oS range of the gamut of the Samagina is the
For example, @Y is the text of the Rk; b.l\lt question we have now to tackle.

it is changed in Samagana into E-E?l-'f{-{m- At the very outset, we are confronted
AT . Unmeaning sounds, called Stoblas, with two sets of phr:}seologies whereby to
are oftenlimes added; for example, in sing- measure the gamut, iz, :— .
ing the Rk @W, the Siman chanter (1) Sa Ri Ga Ma Pa“ -l')ha ..\-1.5
begins with Y I FI A.  This unmean- (2) Krusta Pralh:n‘l‘a . P:'t'y‘* Trtiya
ing Slobha is repeated ever so many times in Caturtha  Mandra ‘ l's‘fdf)a . -
the same Rk. Again, some parts of the The secc_md set 1 said to be ]::cu 1ar :
verse are repeated apparently unnecessarily. the Simagana; while tjle ffirst as ;:og:e
Hence it was that M. Bloomfield remark- down to be. the Pecul‘f"“’ gatulre “(1) -
ed that the Sama Veda represented litile mod}?rn music. Our. ﬁrls.t bug;n’ess', N :‘n',e;‘
more than the employment of popular 10 discover the u?tenef‘mon,“n ‘fnt), ee\tx::he
music and other quasi-musical noises? these 1wo S‘fts‘ dfndh Lof;ric y interpr
Hence, again, it was that Suryakanta Sastri sccond n 1‘:”“5"1} Cd rs.. ot seem 1o be
observed that the Samagana paid little atien- The task,'ho“ct\)u: ocs ;\ scem 10 be
tion to the grammatical structure of the €asy, CSPCC‘?‘“}’ ‘Tj‘“‘:e of a '"‘ i e
sentence and the logical order of words, that phraseology with which our .anc:e}n “fl"
the Rks were badly harnassed into the cho_se to SpCR}( of lhg 'V(fdlC P(,’m’nt: viz.,
servic.c of the melody and that the words Udalta, Anudatta, Svarita, and Pracaya,
were mutilated beyond recognition.4 What Let us, therefore, study onc' set after
wonder is there that we, the descendants of another of these three phrfxscologues and try
those original Samagas continue, even to ﬁf\d out whether and, if so, how far they
to-day, the inherited quality of mutilating the are interrelated.

cf. W.J. Henderson’s Early History of Singing, pp. 38 and 87.
. 1bid, p. 98.

g B?oonfﬁeld’s Religion of the Veda, p. 39.

cf. Suryakanta Sastri’s Rktantra, p. 18.

cf. Manu's Smyei, IV, 124,

cf. Sangitaratndkara, Chap. 111, Sls. 24 and 25. .

cf. Taittirtyapraniiakhys, XXII 13,.

e S o B

SAMAGANA 5

We shall proceed first with the third sct
of phraseology, vz, Udatta, Anudatta,
Svarita, and Pracaya. These four terms
occurred in connection with the Vedic
chant which loomed, as it even now does,
very big in those times. Indeed, the sounds
of a word without accent were deemed to be
merely separate stones, which the accent
alone cemented together into a linguistic
study and was therefore regarded as the very
soul of speech.?

Apart from the question as to which
preceded which—Stress or Pitch Accent—
it is certain that the Vedic Accent has been
all along characterised predominantly by
the pitch accent and continues to be such
even to-day.? In its initial stage, there were
only three degrees of pitch 21z, Uditta,
Anuditta, and. Svarita;? and these were {he
three tones of voice in which
might be uttered.

A syllable, for example, might be utlered
in a high tone, in which case it was Udatta;
or it might be uttered in a low tone, in
which case it was Anudatta; or in it both the
above-mentioned two tones might be com-
bined, in which case it was Svarita.4

Thus far, the theory of the Vedic Accent
seemed to be simple. But when those {hree
terms acquired, later on, different meanings,
complications set in,

Anuditta, for instance, if it follows
Udatta, is said to become Svarita, unless

a syllable

Uditta or Svarita follows it.® Again, the
.same Anudaitta, if it follows Svarita, is said
to become Udatta.s Further again, Udatia,
which originally denoted the highest pitch,
came later on to denote, in the Rg Veda,
only a2 middle pitch lower than that of
Svarita.” As for Svarita, it is in reality
always an enclitic accent following an
Udatta, though it assumes the appearance of
an independent accent, when the preceding
Udatta is lost by the euphonic change of a
vowel into the corresponding semi-vowel.$
Anuditta is the low tone of the syllables
preceding an Udatta.9 Still further, Uditta
and Svarita were identified together;10 and,
then, 4 new Svara was brought into promi-
nence, wvj2, Pracayall, which Taittiriya-

pritisakhya interpreted to be a series of

Anudatta syllables following a Svarita,1?

Finally, in Atharvaveda Priti$akhya, Svarita
is said o mean an Aksipla or a persistent
(or constant) svaral3; while that same attri-
bute Taittiriyaprati§dkhya chose to transfer
to Pracayals,

Do not, then, both the Pratiakhyas draw
our aftention thereby to the notion of a
tonic Svara, recognised even in those days ?

I stop here. More about the Vedic Accent,
as such, I shall not deal with. [ am really
more concerned with the interrelation, if
any, of the Vedic Svaras with the modern

ones than with (he changes of the Vedic
Svaras themselves,

1. cf. Bloomfield’s Greek Accent, A. L P, Vol Iv.

2. But in page 77 of his Vedi¢ Grammar, A. A,
pitch and became later on stress in classical Sanskrit,
. ¢f. Panini Siksa.
. cf. Panini’s Astadhyayi, 1, 229 1o 31
. ¢f. Taittiriyapratiiikhya, X1V, 29 to 31.

Macdonell states that the Vedic Accent was at first

. ¢f. A. A. Macdonell's Pedie Grammar, p. 77.

. cf. Ibid.

3
4
5
6. cf. Atharvavedapratisikhya, 111, 71.
7
8
9. c¢f. Ibid.

10. ¢f. Suryakanta Sastri’s Rktantrg (Notes), p. 24.

1. ¢f. lbid; Also Nirada Siksd, p. 422,
12, ¢f. Taittiriyapratisakya, X X1, 10,

13. ¢f. Atharvavedapratiiakhys (Whitney's Edn.), 1. 16.

M. cf. Taittiriyapratisakhya, XVIII, 3,
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I therefore rivet the reader’s aitention
upon that one and the same identical verse,
given to us by both Panini and Narada, in
which the Vedic svaras are said to have
developed themselves inio the modern ones,
M2, 1—

N FEEAEIEgE Eeadaat |
ARATNAT T TSHARIATHAL |}
which may be translated thus: ¢Udatta

means and includes Ni and Ga; Anuditta,
Ri and Dka; and Svarila, Sa, Ma, Pa.

Here, Mr. Siddhesvara Varma sounds a
note of warning! that the above verse did
not point to any kind of identification
between the vedic and the modern svaras
but that the latter might be regarded to
have arisen from the former. He argued

that the phrase ﬁﬁﬂm:, occurring in
both the S:ksas, implied that the modern
svaras (Sa Ma Pa) arose from the Vedic
svara (Svarita). One therefore could not be
identified with the other.

I fear, however, that Mr. Varma {wisted

the word ¥R and thereby overshot him-
self. That word was evidently used, not in
the sense of ‘merely giving rise to’ but in
that of ‘parinama’ or development, Look,
for instance, at YdjAavalkya Siksd, wherein
its author harped on the same point but
omitted the ambiguous word SWAT: and un-
ambiguously identified the vedic svaras with
the modern ones thus:—

I FArea diageadadt |

QTG WRAT HAT TSARCAAGEAT: 1)
which may be translated:—¢ The high toned
(Udatta) means and includes Ni and Ga; the
low-toned (Anudatta), Ri and Dha; while
the rest, Sa Ma Pa.’

I may add here another verse to the same
point from the same Ydjfiaralkya Stksd:—.

[ R
MAI9IR 9 TP T QIR & |
3 o9 A AW 99 wwre: a0
the meaning of which is: ¢ The very seven
svaras of Music beginning with Sa are re-
cognised to be (included into) the three
svaras of the Vedas beginning with the
high-toned (Udatta) '

The phrase @ @ undoubtedly points to
the identification between the vedic svaras
and the modern ones.

I must not leave here unmentioned that
Mr. Varma quoted from another $iksa: —
AFITTH AT IqRATA:
[ L N oY

YA B Famargat | |
SUEAT 9% e

9. &UH @Rarg Jm@r )
This verse procecded on the strength of

Ni Dha Pa

Sayana's Saman Scale?, viz., -
Svarita

Ma Ga Ri Sa

Udatta Anuditta

ran counter to the considered views of
Panini, Narada, and Ydajiavaikya on the
point. It must, therefore, as the sequel will
explain, be brushed aside logether with that
scale itself. Be it noted that the word
FMI: occurring in this verse coutributed to
mislead Mr. Varma,

; and, like that scale, it

Besides these three Siksds which were
found {o indicate the inlerrelation between
the vedic and the modern svaras, a study of
the evolution of the modern scale is calcu-
lated to throw a flood of light on the evolu-
tion of the Saman Scale. Let us, therefore,

L, ¢f. Siddhesvara Varma’s Critical Sudies in the Phonetic gbservations of Indian Grammarians,

p. 160,
2. Vide below,

SAMAGANA 2

first learn how the modern scale developed
into what it now is.

What is, in the first place, a musical

scale ? The word scale is derived from Latin
¢scala’, a ladder. Anytlhing graduated,
especially when applied as a measure, is a
scale. It was found, by actual measurement
with an instrument called SYREN, that the
tonic Sa produces 256 vibrations a second;
Ri, 288; Ga, 320; Ma, 341}; Pu, 384; Dha,
426%; Ni, 480; and the oclave Sa, 512. If
the tonic Sa is taken as a unit, that is, as 1;
Ri should be taken as 13; Ga, as 1}; Ma, as
1}; Pa, as 1%; Dha, as 1§; Ni, as 13; and
the octava Sa, as 2. Converting into frac-
tions the two integers, viz., 1 (of the tonic Sa)
and 2 (of the octava Sa) as well as the
mixed numbers of Ri Ga Ma Pa Dha Ni
given above; we get, for the eight svaras,
the following figures respectively :—
t. & & % 8 8§ %, & Taking, again, the
L. C. M. of the donominators of these eight
fractions and multiplying it with each of the
said fiactions; we arrive at the following
whole numbers or integers to represent the
vibralions of the eight svaras, viz.:—24, 27,
30, 32, 36, 40, 45, 48 respectively,

Since there is a graduated increase in the
number of vibrations of these eight svaras;
the whole series of them came to be known
as a musical scale, which may be dcfined as
a graduated, or ladder-like, arrangement of
the svaras, in the order of pitch, froma
given tonic to its octave, both inclusive. To
the same effect, Prof. Blaserna defined a
musical scale as *“a collection of all the
notes comprised between the fundamental
pote and its octave which succeed each
other and are intended to succeed each
other with a certain pre-established regu-
larity.”!

Be it remembered that the idea of a
musical scale was not given to man as a

cut-and-ready-made thing but was slowly
evolved by him. Rightly, therefore, did
Prof. Blaserna observe that ¢ the musical
scale was always the product of the musical
activity of many centuries.”?

The psychological moment when the
nolion of a musical scale, as such, dawned
upon the mind of man was that of his dis-
covery that a single svara was not really
single but a compound of {wo or more
svaras, or, in other words, that if the funda-
mental Sa was struck, its overtones were
spontaneously heard simultaneously with it,

Now, the overtones of the fundamental
Sa have been found to be:—

.........

the representative numbers of which are :—
1 2 3 4 5 6 7 8 9 10etc.

Be it noted that the phrase Sa-Ga-Pa is
represented by 4-5-6. Since that phrase,
called the Natural Chord, is imbedded in
the fundamental Sa by God Himself; its
representative numbers wviz., 4.5.6 have
come to be regarded as the very foundation
of music. Indeed, all the sounds of the
(modern) musical scale are, on ultimate

analysis, found to be related in the propor-
tion of 4: S: 6 thus :—

Sa Ga Pa =33, 30,39 = 4,5, ¢

Ma Dha Sa = 2,0, % =45 6.

Pa Ni Ri =35 45 60 -4 5 ¢

Converling the higher Ri of 54 vibrations
into the lower Ri of 27 vibrations, we may
write all the eight above-mentfioned svaras
in their proper order thus :—

24 27 30 32 36 40 45 48

Sa Ri Ga Ma Pa Dha Ni S,

Thus it is that the (modern) Musical Scale
was evolved.  Mr., Mayer, therefore, rightly
observed in his Sound (p. 106): «“ From the
proportion of 4: 5: 6 were derived all the

1and 2. ¢f. Blaserna’s Theory of Sound in relation to Music, p. 113,

— -
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sounds of the musical scale; and these
numbers should be engraved on the pedi-
ment of the temple of music .

Having understood the evolution of the
(modern) musical scale, we shall see
whether it throws any light on that of the
Saman Scale.

Now, just as the phrase Sa Ga Pa, which
is represented by the numbers 4-5-0, is said
to be the Nalural Chord; its next phrase
Ni Sa Ri Ga, which is represented by the
numbers 7-8-9-10, may equally be said {o
be the Natural Tetrachord. For, both of
them are imbedded by the very Alinighty in
the fundamental Sa. Again, just as the
former is said to have been discovered with
the European instrumental music and is
therefore in the ascending order; the latter
may equally be said to have been the
product of the Indian vocal music andis
therefore in the descending order.1,

Thus we arrive al the conclusion that the
¢« descending ' order of the Natural Tetra-
chord, viz.,, Ga Ri Sa Ni should naturally
have been the nucleus of the scale of the
ancient vocal music of India, viz., Sdmagana.

Let us examine a few specimens of the
Samagana, as they are sung to-day, and see
whether and, if so, how far they bear out
my conclusion.

First Specimen.

Since the wording of the Samagdna is
that of the Rg Veda, let us first correctly
write the Rk and get to know its meaning:—

a7 aifrte QAR | ames Raghast |

gar | @aaay | Rgveda, 1-i-1.

.Meaning:-—‘l glorify Agni, the family-
priest as well as the divine (or resplendent)
sacrificial priest, who presents the oblations
(to the gods) and who is the possessor of
Ratna or great wealth (that is, the reward of
religious rites)’.

Before we proceed to ascertain how this
Rk was sung as Saman, we shall learn how
it had been first recited as the Rk itself,
pute and simple. Here are the ancient
accent-signs? of writing it :~—

T | AHIS | GRS | awed | 34
ot SN ). [ - -
BIEAA IR | TAIEAY )
Here, again, are the modern Svara-signs?
of writing the same :—

A AW ghfgd awer  Aw
S nssRss nSrs nSr Ns
gfast AR W grawy
nssR SSRs Rs SrS§s
On analysis, it will be found that here Sa
i1s used 16 times; Ri, 7 times; Ni. 5 times.
Hence it is clear that, in this Arcika-reci-
tation4, Sa is the predominant note, called
by courtesy the only note.

All this, however, is by the way, We are
more concerned with the Sdma- method of
singing this self-same Rk. Here it is:—

~ - .
AERAERACE (B IO
Ss Ss 8s S stGRs sGRs
[y faawi A€ R Egm gz
gsGr gsgr sgr Ss S S §

- LN
IgE I giAd @Y Afmi oo
sgr rsgr sgr gsGr gsgr sgr
=

ERESESAT §F I T W
SsS8s SsS8 GgrGggg S ds

1. Vide below.

2. ¢f. Rg Veda, Vol. 1, p. 33 (Tilak Maharashtra University Publication).

3. Here, only three svaras speak, viz.,, Ni Sa Ri. These three svaras have been represented by
their respective first letters. The small letter indicates the short svara; while the capital letter indicates
the long svara. In pages 3 and 4 of the Descriptive Catalogne of the Sanskrit Manuscripts of the Madras
Government Oriental Manuscripts Library. Vol. I, Part I, Mr. M. Seshagiri Sastri made use of the same'
svaras as I have done for this Rk, perhaps with one insignificant exception.

4. of. UHEITIAN WI(GH: | Matanga’s Brhad desi, p. 17.

2. Vide below.
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S gsGr gsgr sgr

gsGr gsgr sgr
@y faimi o
gsGr gsgr sgr

On analysis, it will be found that, here,
Sa is used 59 times; Ri, 30 times; Ga, 45
times; and Dha, only oncc. Hence, the
svaras Ga Ri Sa are all predominant; but
the use of Dha is rare.

Second Specimen.

The following is from Sdmapada-

samhild:—
o | | | diad o | §5AgTaY |

fgrar | wftw ¢+ afff

Meaning;—¢ Come, O! Agni, to the
banquet of him who celebrates thy praise to
forward the offering. Herald of the Gods,
sit down on the sacred grass.’

The Sama method of singing it is as
follows:—
wiwr g emar—fy TaArd
Ssnd S S Rrsn-S rsG R
@A WAL AL
gerggr S ger gar S - rGrRs S
Aam  WAGL WA
gsG R ggrggr S ggrggrS
aft W oW g TG
Gr rgrs Gr G-r-S N SSnnd
wr arar ¥¥TY MY
ndrs nd N dsssnd N D

On analysis, it will be found that, here,
Ga is used 24 times; Ri, 22 times; Sa, 22

times; Ni, 10 limes; and Dha, 7 times.
Hence, Ga Ri Sa may be deemed to be the
predominant notes. 1 arranged {o hear
these {wo specimens, along with others, not -
only at Madras, but also at Trivandrum,
Madura, Tanjore, Chidambaram, and
Bangalore and found they were sung in all
those places almost in the same manner.

At Karamanai, however, my attention was
drawn to three other modes of singing the
second specimen, one of which Mr. Sesha-
giri Sastri seems {o have adopted in his
Descriptive Catalogue, Vol. 1, pp. 77-78.
These ‘other modes’ seem to have been
intended to bring in the use of Ma and
should have been later than the specimen
shown above,

The exceptional modes apart, the usual or
earlier method of singing the above-men-
tioned specimens, along with others, seem,
to bear out my conclusion arrived at
above.

But have our ancient writers warranted
it? That is the question we have next o
look through.

Now, the fact that Narada and Matanga
recognised that the Sama Veda had been
sung only with three! svaras is proof posi-
tive that my conclusion is not a figment of
my own imaginalion.

What were those ‘three’ svaras? They
were {he same Udatta, Anudatta, and Svarita
which had been respectively identified with
Ga (which meant and included its sanvadi
or consonant Ni), Ri (which meant and in-
cluded its saswvddi or consonant Dha), and
Sa (which meant and included its sagvddis
or consonants Ma and Pa).

Thus, a glance at the Harmonic Series of
the sound; a listening to the very Samagana,

1. ¢f. GTWG 34~AG ~~Ndrada Siksd, p. 39s.
Also PrERq GIf®:—Brhad desl, p. 17,
2
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as it is sung to-day; and a peep into the
Siksas of Panini, Narada, and Yajfiavalkya
—all seem to place us on a firm ground that
the nucleus of the Saman Scale was primarily
Ga-Ri-Sa which, at times, evinced a labour-
ing struggle to reach the fourth Ni and even
the fiftth Dha which almost bordered on N7,

I spoke of the ground being ‘frm’.
Nevertheless, a deal of learned dust was
raised thereon by a few text-writers, cach
claiming truth and truth disclaiming all.

In the first place, Narada chose to straight-
away launch into the music-world a full-
fledged gamut! of the Simagana thus:—

q: GTETAT 9UT: G AOAAA: @ |

a1 fgdie: @ meaEdaRgIa: @1a

g% 9IS TAIE: TEAT Yaar WA |

q87 MRl ARG 9R9: 9F)9: ®a

This verse, in effect, dictated to us that
the Siman Scale had all the seven? svaras
and that those ‘seven’ svaras had been
arranged in order thus:i—

Ma Ga Ri Sa Dha Ni Pa
1st 2nd 3rd 4th 5th 6th 7th

I said “dictated’; because, this verse and
the dictum "HYP 3AAW, both of which
occurred in the same Ndrada Siksa, did
contradict each other but were never recon-
ciled.

Are we, then, to presume that, once upon
a time, the Saman Scale had only three
svaras; that, later on, it developed itself into
one of sezen svaras; and that those ‘seven’
svaras had been arranged in Narada’s
order:—Ma Ga Ri Sa Dha Ni Pa?

Befoye we proceed to answer this ques-
tion, let us dispose of a minor issue that has

cropped up. Why, in arranging the

seven svaras, did Narada inverl the pitch
order of Dha and N; ?

At first I thought it was a matter of the
slip of the hand or of misprint. 1 even said
so in my Introduction to the Ragavibodha.3
But, now, | have reason to believe that
Nirada intentionally inverted the order of
Dha and Ni.  What was that intention ?

As though he were answering this ques-
tion, Narada only confused the issue and

went on with his description of the Musical
Hand thus:—

aFFEITH TE UFY 9N @ |
SRR g MAR wneagaES |y
AAREal s shfgwai 1 Yqa:
qEATETY AswRg favrk a7 R

Meaning:—‘Krusta should be indicated
by the tip of the thumb; first svara, by the
thumb? Gandhdra, by the fore-finger;
Rsabha, by the next finger (Middle);
Dhaivata, by the little finger; and the final
Nisdda, by the root of the litile finger’,

Hiustration.

.Be the ‘Musical Hand’ what it might, the
pomt of confusion created by Nirada was

—

¢f. Ndrada Siksd, p. 410.

cf. Narada Siksd, p. 418.

BN e

2. Vide below,

e e

Mangiiki Sikyd harps on the same point:—cf. 8 Y g ammfy; maﬁéﬁ- |
¢f- My Edn. of the Rdgavibodha, Introduction, p. 30.

Strange to say, Mandiki Siksi has here AIANG] g THA: |
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that, instead of restricting the Musical Hand
to illustrate his original scale of Ma-Ga-Ri-
Sa-Dha-Ni-Pa, he suddenly flang a strangely
new scale of Pa-Ma-Ga-Ri-Sa-Dha-Ni.! In
other words, he made the 7th (or the lowest)
Pa of his old scale, the very first (or the
highest) Pa of his new one, even in which
the inversion of the pitch-order of Dha and
Ni was persistently refained.?

What, in the first place, was the necessity
for Narada's sudden flinging of a second
scale, very soon after the enunciation of his
first one?

On this point, Narada preserved silence;
and Sayana appeared to come to his rescue.
But, on close examination, the great Vedic
commentator was found only {o confound
the confusion, in as much as he foisted a still
newer and third scale, »iz., Ni-Dha-Pa-Ma-
Ga-Ri-Sa® and palmed it off, upon the
music world, as the most original Saman
Scale.

While, thus, the Mandiki Siksa spoke
generally of the seven’ svaras of the Siman
Scale4, Nirada named one scale but elabo-
rated another; and Siyana upset the whole
matter by setling up a strangely new scale.
None of them, however, answered the origi-
nal question with which we started, ziz.,
why should the pitch-order of Dha and Ni
be inverted.

It fell to the lot of Mr. M, Seshagiri Sastri
to cut the Gordian knot. In page 78, Vol. I,
Part I of the Descriptive Catalogue of the
Sanskrit Manuscripts of the Madras Govern-

ment Oriental Manuscripts Library, Mr.
Sastri observed :—¢The 6th of the Sama
Veda which corresponds to b flat or Kai$iki
Ni and the 7th note which corresponds to g
or Pa occur very rarely. So, omitting these
two sounds, | may say that the melody of
the Sima Veda is uniffrm and may be
identified with the Réaga called Abhogi
which is a derivative Raga referred {o the
original Kharaharapriya and whose notes
are Sa-Ri-Ga-Ma-Dha-Sa."

This cue was more than enough for Mr.
Fox Strangways to elaborate the point. For,
in page 264 of his Music of Hindostan, he
wrote that, in an early book of the Maha-
bharata, {he notes of the secular scale were
given as Sa-Ri-Ga-Ma-Dha-[Pa-Ni] and
suggested that, by comparing that ‘early
secular scale’ with the first scale of Narada,
viz., Ma-Ga-Ri-Sa-Dha-[Ni-Pa], the in-
ference was that the first five notes, viz., Sa-
Ri-Ga-Ma-Dha were substantive and, there-
fore, the same in both the scales but the last
two notes, viz.,, Pa and Ni were optional and
therefore, thrown out of order.

The same conclusion, even a study of
of Krustadi leads us to, as I shall explain.
But first we shall ascertain the connotation
of the various terms that occur in the Krus-
tadi.

What we now call the seven svaras, our
ancients called the seven yamasb The
modern svaras are Sa Ri Ga Ma Pa Dha
Ni; while, the ancient respective yamas were
Krusta, Prathama, Dvitiya, Trtiya, Caturtha,
Mandra and Atisvarya.®  Again, the modern

1. For, Krusta is Pa and the first svara is Ma. cf. Ndrada Siksd, p, 397.

2. Even Mandiki Siksd has this inversion.

3 cof. Ed Y fAUTEa: @ @w afge, ¥ oF Aff gEeE: @ @O wata |
aqa—A e & g9 | WEE ggA: | oEw faden | womedE: | araRegd: | o
a8 | q'gﬁ‘[sm?f {ﬁ |—Sayana’'s Bhasya on Sdmavidhinabrihmana.

4. See above.
5. cf G0 &Y Y TAEA | Repratisakhya.
6. cf. Taittiriyapratisdkhye, XXIII, 13,
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Svaras are in the ascending order; while the
ancient yamas were in the descending order.!

Of the seven yamas, the 1st (Krusta), the
6th (Mandra), and the 7(h (Atisvarya) are
abstruse and seem therefore (o need some
explanation; while, the others {four, w1z,
Prathama, Dvitiya, Trtiya and Caturtha are
obvious and merely indicate the numerical
order of their arrangement.

Krusta means <high; Mandra, ¢low’;
and Atiszarya, < the extra svara’ (Atisvara)
or ‘the very last svara ’ (Antyagvara).

Whatever svaras of the modern times, the
old Prathama, Dvitiya, Triiya and Caturtha
might have indicated, it is certain that
Krusta was placed above ¢ Prathama’,
Mandra below ¢ Caturtha s and Alispdrya,
below even ¢ Mandra’,

But it may be rightly asked: “Why should
Nirada invert the order of Krusta and place
it as the sixth? svara ?”

1t was because Nirada consistently stuck
to his original theory of inverting the pitch-
order of Dka and Ni, so that he might
relegate the last two svaras of Pq and Ni to
to an unwanted position, By placing
Krusta and Atisvarya respectively as the 6th
and 7th svaras, he virtually emphasised the
importance of the five svaras of Ma-Ga-Ri-
Sa-Dha and threw the last two svaras of Pa

and Ni‘out of order’ as being practically
useless?,

Having disposed of the minor issue, let us
turn our attention to the major issue, viz.,

———e

L Six Reasons ta prove that the Yamas were in the descending ordey :—

(s) T iﬂmfi{ etc.—~Nirsdg Siksad.
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how can the following fow different Saman
Scales be reconciled with one another?

. Ga R $a

I. Ma Ga Ri Sa Dha Ni pg
UL, Pa Ma Ga Ri Sa Dha Ni
Vo XNi Dha Pa Ma Ga Ri Sa.

Which of them is correct ? And which of
them is current to-day ?

I said (hat although there were three
svaras used in connection with the Arcika.
recitalion, Sz alone was the predominant
note and was therefore called by courtesy
the only note of the Arcika. Similarly,
we noliced that, although there were
four or even five svaras used in connection
with Sdmagdna, Ga Ri Sa alone were the
predominent notes and were therefore called
by courtesy the only three notes of the
Sdmagdna as per Narada's dictum, 2.,
HiAg sq=a4q .

Recalling now into our ming that the
phrase Ga Ri $a Ni was the inverted form
of the most Natural Tetrackord of Indian
Music, we may conclude that the four svaras
Ga Ri Sa Niformed the very first letrachord
ever known to the Indian Musicians.

Further, we noticed that, in the Saman
Chant, cven the svara Mq had been
used. I may state that, in a few Chants,
even the svara Ga might, without doing any
violence to the music, be raised to the svara
Ma; that is to say, Ga might be sounded as
Maga.

) BERY: IAPL A1 A~ Simatantra.
() a9 ﬁfﬁmﬁm { Taittiriyopratisabhya, XXI11, 14,

(d) The fact that in Voc
sarily high.

al Music (which Samagang has wholly been) the telling notes are neces-

(e} The fact that the Samagana is sung even to-day in a downward course.

(7} The very nature of a seed {not excluding the seed of music) is to sprout,

then, shoot up.
2. ¢f. Nirada $iksd, p. 398,

first, downward, and

3. ¢f. Fox Strangway's Music of Hiudostan, p. 257,

. Vde below,
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Anyhow, we must recognfse the 'usey
though later, of the svara Ma in the Sama;
gana. 1t was this later use of. Ma tha
should have induced Nirada to write the oft-
quoted verse beginning with ¥: ﬂm:
which, be it ncted, brought into existence 2
second fetrachord, viz., Ma Ga.Rz Sa ~1to
compete with the first, viz., Ga Ri Sa Nil,

In the Sdmagdna, as sung to-day, we do
hear the working of both these icimfhord,s.
But we do not hear, at all, that of Narada§
second scale of Pa Ma Ga Ri Sa Dha Ni
or of Siyana’s strange scale of Nt Dha Pa
Ma Ga Ri Sa. Hence the last two 9{ the
four Siman scales may be brushed aside as
being unevolutionary and unconnected with
the Sdmagdna either of those, or of these,
days.

Even with regard to the two form?r
scales, vz, (1) Ga Ri Sa and (2) Ma Ga
Ri Sa Dha Ni Pa, the first of them has lost
its importance and merged itself with the
second, in as much as the svara #/a has been
recognised {o exist in the Saman scale above

Ga.

The four Saman scales, mentioned above,
have been thus reduced fo to the only
Siman scale of Ma Ga Ri Sa Dha Ni Pa
which may be said to be current even

to-day.

At this stage, mention must be made gf
the receml remarks of an enthusiast in
Sdmagana, viz..— As regards Nirada's
Verse beginning with ¥ QIRINATY , the pra-
thama (1st) svara (Ma) is, no doubt, taken
as the highest and the sapiama (7th) svara _
(Pa) is takem as the lowest, as the very
number indicates; but this order does not
appear to be Niarada’s #ntention, for he
defined Krusta, elsewhere, to be a svara of
the highest pitch and placed it at the top-
most part of the head, while he gave"ﬂzle
prathama svara (Ma) only the forchead "

These remarks ace virtually tantamount’ to
a candid admission of the blunder committ-
ed by Nairada, inasmuch as he intended
ane thing and said another.

Which of the two scales, viz.,

(1) Ma Ga Ri Sa Dha Ni sz,3 and

(2) Pa Ma Ga Ri Sa Dha Nis, .
did Narada intend to give us for adoption ?
The above-quoled writer seems fo answer
¢the second scale’ because Pa is the
Krusta of the highest pitch®,

But Narada himself gave us sufficient
evidence to show that he regarded the
Krusta Pa® {0 be a practically useless svara,
alon;g. with Ni, and threw both Pa and Nito
any order—more correctly, out of ordes?,

And, again, the fact that, in page 39§ of
his Siksd, he gave Krusia only a sixth®

1. That is why, in pp. 260-261 of his Music of Hindostan, Mr. Fox Str;ng;rgjés \;;c_))tc: d“ghé
y ' . 3 iz E‘B (Ga Ri Sa Ni) and F-
uccessively the {two) tetrachords, viz E !
?;;;CE;O;; ?agsa;’:?z)clscz,:h‘:?st;c tetrachord F-C has an egual claim with that of E-B to be considered

the {foundation of the (Saman) scale.”

2. of. WEEE gNfT T SR FUNET | | Narada Siksd, p. 418.

See above,

of. waan fedian RS Y9 |

NP A w

As suggested by the verse beginning with 43 QTHITAT | See above.
As suggested by the verse beginning with W@Efﬁﬂh } See above.

of. % IV WAR, AN, WL | Narade, Siksé Commt. p, 397,
Not: that Sayana associated Krusig with Ni. See above.

A% w8 ORFEN QAR FARY FIRA [ Ndrada Siksa, p. 398,
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place unambiguously points to the fact that
the Saman scale began, for all practical
purposes, with the prathama svara, Mal.
Hence, the scale of Ma Ga Ri Sa Dha Ni
Pa alone stands intact and current to-day.
That is why Mr. M. Seshagiri Sastri es-
chewed all other Siman Scales and con-
fined himself to this ¢ntact and current
scale’,

Now, this scale may, at first sight, lead us
to think that the Siman scale was Sampiirna
and consisted of all the seven svaras. Both
the Manditki Siksa® and the Siman seft of
phraseology scem to strengthen that way of
thinking.

But, on close examination, the Saman
scale will be found to have never developed
into a Sampiirna one. For, otherwise the
demarcation line between a formless chant
and sonorous song would have been obli-
terated. In other words, the moment when
the full compliment of the seven svaras
began (as sorme fancied) to be used, the
Saman Chant would no longer remain as an
ancient colorless chanis but would imper-
ceptibly slide into a modern sonorous song,
of which our ancients had no notions,

Hence thc full scale, given by Nirada,
remains as such only in theory but never in
practice; just as, in the later classical music,
the theory of 19 svaras, propounded by
Sadasiva and adumbrated by Sarigadeva,
has all along remained only in theory but
was ncver applied in practice.

1.
with Ma.
Vide Descriptive Catalogue, Vol. I, Part I,
cf. Mandiki Siksa, p. 463.
cf. Krugtadi.

See above.

LR RN

Saman Scale is an imperfect one.
7. See above.

8. cf. AT ASHATH 7 & I IR

9, A mere technical phrase.
10. ¢f. Sangitaranakara, p. 41 (Commentary).
é. Vide below,

This coincides with my theory that the ancient Ma Grama is after all the

. Brahmasri Ramaswami Srauti of Chidambaram, an expert

That is why, in Sdmatanira, we find Solfa
names for five notes only. That Is, again,
why Mr. M. Seshagiri Sastri identified the
Saman scale with Abhogi of five notes?,
That is, further again, why I was myself
unable to hear more than five notes in all
the Saman Chants that 1 arranged to be
sung before me.

Even in these five notes, viz,, Ma Ga Ri
Sa Dha, the two extremes were so much
subordinated to the middle three notes that
what 1 staled, above, seéms to stand
vindicated and that Narada’s original dictum
HIWG A7 appears, if properly interpret-
ed, to be intact even to-day.

It now remains for me to see whether the
values of the Siman Svaras, actually in use,
could be determined either in terms of the
ancient Srutis or of the modern ratios or, if
possible, of even both.

One is tempted to enter here into a dis-
cussion of the Sruti-Classification of the
Saman Svaras, made by Narada, especially
because he branded those that are ignorant
of it as being “no Acarya (Scholar).”s
But, on a little observation, that one will
feel disappointed to note that the so-called
classification pertained, not to the 22 $rutis
but to the 5 Sruti-Jatiss, viz., Dipta, Ayati,
Karupdi, Mrdu and Madhya—which (latter)
Kallinatha secms to regard as expressing not
so much the values of the Srutis as their
Raktilgbha or aesthetic importancel?,

Even with regard to the * Raktilibha ’, no
cogent reasoning was given 1o convince the

= T —————
Saman scale beginning
Mad. Govt. Mss, Library.

Samaga, agrees with me that the

| Nérada Siksd, p- 419,
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reader of it either by Narada or by Sariga-
deva. Both of them dogmatised—mark 1
each in his own way. Look, for instance,

at the following Table which shows how
Narada and Sarngadeva fared in the
matter —-

o

Sarfigadeva2.

Naradal.
1 |Pa [Krusta Karuna
2 Ma |Prathama i\)i!ctt_l Avats
3 3 Dvitiya ipta, yata,
Ga i Mrdu and
Madhya.
4 |Ri |Trtiya Dipta
5 {Sa |Caturtha Dipta
6 |Dha [Mandra Dipta
7 INi |Atisvarya Dipta

1 Tivra Dipta.

2 Kumudvati Ayata,

3 Manda Mrdu.

4 | Sa | Chandovati Madhya.

5 Dayivali Karupa.

6 Rafijani Madhya,

7 | Ri | Ratika Mrdu.

8 Raudri Dipta,

9 | Ga | Krodha Ayala.
10 Vajrika Dipta.
11 Prasarini Ayata,
12 Priti Mrdu.
13 | Ma | Marjani Madhya.
14 Ksiti Mrdu.
15 Rakta Madhya,
16 Sandipani Avyata.
17 ! Pa | Alapini Karuna,
18 Madanti Karuna.
19 Rohini Ayata.
20 | Dha{ Ramya Madhya.
21 Ugra Dipta.
22 | Ni | Ksobhini Madhya.

Except in the case of Pa, both the lists
present a world of difference between each
other. Even il they should tally, it would
be of no use to us; for, as already said, they
point—not to the value of the Srutis—but to
their supposed aesthetical importance.

As determined above, we may conclude
that «“Ma Ga Ri Sa Dha” is the
Saman Scale, of which Ma and Ga are flat
and Ri is sharp. Hence the éruti-value and
the ratio of each ot those svaras forming
that scale may be tabulated as follows :—

Sruti Jati.
Svara Sruti Name. Sruti value. Ratio, T ..
| Nirada. Sirngadeva,
Ma | Marjani 13 ] Mrdu Madhya,
Ga Vajrika 10 $ D{ptg Dlpt%.
Ri Roudri 8 % D}pt:_i Dipta.
Sa Chandovali 4 1 Dipta Madhya.
Dha | Ramya 20 g Dipta Madhy3,

1. . Narado Siksa, p. 419, )
2. g Sangitaratndkara. Appendix 1V,
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If Ni is, as indeed it is often, used— b or Kaiéiki Ni'. Hence its $ruti name 1s
especially when the Saman scale beginswith  Tivra; its Sruti value, 1; and_its ratio, §.
Ga, instead of Ma—that NJ is invariably flat -

1. See above.

« MUSIC AS ANCIENT AS LANGUAGE.”

“ Music, like Language, had its roois in a pre-human stage. Pre-harmonic music
is of two kinds, the unrecorded and the recorded. Pre-historic music is of the
unrecorded kind. The evolution of the hamonic system of historic time is a field, the
boundaries of which can best be traced by a technician rather than a pre-historian. It is
enough to poini out here that while as ancient as Language, Music has been slower in
reaching a high stage of development. Already in neolithic times use was made of the
bone-flute. A bone-flute with three holes, apparently one for the mouth and two for the
fingers, has been reported from the pile village of Concise (Vand), Switzerland.”

—The Coming of Man, by George Granl Mac Curdy, Ch. XX,
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SANSKRIT MUSIC MANUSCRIPTS
IN THE BHANDARKAR ORIENTAL RESEARCH INSTITUTE,

POONA.

(0)—

V. RacHavay, M, A, Ph, D.

In my.article on Sanskrit Sangita Litera-
ture in the previous volume of this journal,
I made brief mention of the Sanskrit Music
manuscripts in the B, O, R. 1., Poona, on
the basis of a personal examination of some
of these manuscripts which | made a few
years back., Since then, the Curator of the
B. O. R. L, Poona, Mr. P. K. Gode, had
been examining them carcfully and he has
now published a catalogue of these music
manuscripts giving extracts from the works
and discussing their dates. (Descriptive
Catalogue of Government Collections of Mss.
in the B. O, R. L, by P. K. Gode, Vol. XII,
Alariikara, Sangita and Nitya, 1936, Price
Rs. 5.) The foilowing are the works in this
library, and their probable dates:

1. Aumapata of X Probably 14th

Umipati }37 chs. Cent. A. D.

2. Gitalamkara ascribed to

. Bharata(?)

3. Daksini raga mala

4. Bharata bhasya or | Incomplete
Sarasvati hrdayi- I 15 chs.
larhkara of king |
Nanyadeva of l 1097-1133

Mithila i A. D.

- 1= 5] ari
5. Riga mild of Pundarika E Written in

Titt)ial-
Vithala. A. D. 1576.

6. Ragarigini svaripani
7. Ragavibodha with .
C0ﬁ1m§ntal'}r by Soma- ; Q‘B“L;]()(l)?)
nitha
8. Siadriga candrodaya, by Pundarika
Vitthala.
9. Sartkirpa rigih,
' 10. Sarigitadarpana, by Catura Damodara
I1 half of the 15th Cent. A. D.
12

L1, Sathgita parijata, by Ahobala, Latter half
of the 17th Cent, A. D.
12. Sarhgitaratnakara by Sirngadeva, A. D.
1210-1247,
13. Samhgitaratnakara-
’ ‘?%kl;;;dkdl ' { alragment y About
Sarhigita sudhz}kara,> oilabout 33 .}A' D.
by Singa bhapala, |  leaves. ] 1330,
. Mr. P. K. Gode leaves this author up.
identified. He is a Telugu King of Recarla
family and is identical with the author of
the work on Rasa called Rasarpava sudha-
kara.  (See p. 24, last volume of this Journal,)
He has nothing to do with the Yadava king
Sirigana, of Devagiri, (who was the patron
of Sarngadeva) for whom Dr. R, G, Bhan-
darkar, whom Mr. Gode quotes, mistakes
our Sifiga bhapila.

14, Sarhgitanrtta ratnikara (?) of Pundarika
Vitthala, o
15, Sarhgilaratnikara vyakhya,
Kalinidhi, by Catura
Kallinatha

16, Sarigita raga kalpadruma, }(seems to be

A D,
1422-1446

by Krsnananda vyasa. very late in
date).

It quotes the following authorities: Narada-
sarithita, Sarhgitabhasya, Sivasatiigita, Sari-
gitandrayana, Samgitadarpana, Sarasvati sar-
gita, Brahmasariigita, Nﬁriy:masamgita,
Afijaneya, S:xmgitalaksminériyar)a, Sarh-
gnargtn;lkara, Samgitamahodadhi, Sarigila-
sarhhita, Sarhgitasira, Sathgita  candriki,
I‘%,rziihz_ltsm‘ngltu ratnikara (2), Hantimanmuta,
Sarmgitasindhu, Sarhgita parijita, Kityiyana,
Samgltan_laya, Sivakinkara, (Samgita) Cida-
mani, Manidarpana (?). '
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gita mimarsa of king only. {1440 ]

Kumba of Mewad.! A. D. Che text is allied to Haribhatta's Sarhigita-

saroddhara and Catara Damod &
l. See my note on this work in the darpana

Annals of the B. O. R. L, Vol. X1V, pp. o

258-263,

17. Samhgitardja or Sari- }Isection. }about 18. Samgitasaroddhira by Kikarija,

ara's Samgita-

————————— e

“A study of ancient Chinese musical instrup,

) mrasnstruments, handed down :

22- e e i I aown frcm the C Hua-
stt_y tgl,lI t7b'6 B. E,) is being made by a special committee :\p)ninrl); '(}i,(fll\l;l)?’t"\'
of the In Fnor. At present, there are no less than 300 different (‘l : i Chinese s al
instruments, cen(u(ICS old, that are still ip gouod condition (e iy e ”“ch
them are in the Pf{'ng Place I\Iu_seum and the Academiy Sinica bl:t‘c .t'h‘urr‘ e e :;t
g](,suu?ents are being 1‘)|'eserved mn a private conservatory it L'i'uv:u:(’)uxb (l,ir o ;m'(‘:'l‘ie
t rrtl)e ‘med;?go'mcxperts were sent there 10 study e, and fmt}}::-r” oo P“’; are
© be made.  Many musical instruments of (he Tang Dyansty 907 A. 1> ) are o1 cd
by Japan, and the Ministry of the Interjor 1S conte g o 907 A, P

fails, however, they will be photographed for repm?fé}‘i‘é’;gi;'g;]r_ purchase. If this plan
Ina,”

—The Hindy, May 27, 1937

THE

MAHARANA SAHEB OF DHARAMPUR ON INDIAN MUSIC.

idi Annual

iding over the Eleventh !
tat}l:?r%; gf the School of Indian Music,
%ombav, in the Cowasji Jehangir Hall,
Bomba;', on 20--3—1937, His Highnes the
Maharana Saheb of Dharampur said:

« 1 would have hesi!ated to trouble you
with my views, weré 1_t not for the fact tfha;
I regard music as a serious vocatloxj and e’e
that the time has ar.nved \yhifn is educ'a-
tional, social and natxon-but'ldmg cultm'él
importance should bg more widely recognis-
ed than it has been hitherto, at once by e.du—
cational institutions as well as by .rccf)’.]'
structive, social and cultural institutions in

* {he couniry.

‘ . ean casily visnalise the social import-
e s Zq\svh)cn it is recalled that prac-
home began not so long
1se than one, its l(:ayglre_li-
;wi ic. 1 assume that like Guja-
lg‘:(t)un;lzi \l\\’l;i:)h'ig::r, other proyinccs had their
morning musically started \mh«w}‘at[/m'; mgr
art of the counlry wc call as Ira') zatl}:.t.
ll)-lowevcr that may be, the. very fdd], a
Indian melodies have been dlslm?tl%.g d'SSI;
fied as those composed  for the di el’end
eriods of the day—morning, n(')onA (u‘x' 1
gi ,it—indicates how much ol the dad,}l’,chx,‘il
Iitg of the country was soothed and elevate

by music.
o Similarly,

ance of music Wi
tically every Indian
ago and, in more sel

the comparative study of fthe
1 ' ; hich has for-
cal heritage ol the world w )
:nu?l(cel‘l rccc:ﬁly started has revgaled the
Uf: cgltural wealth of lndia_ which .could
(‘;‘I:fcr melodies of a charvacter mgoncew;_:ble
by other nations, hitherto cven l1hnaccesl‘_:xblel
ions ¢ .nriching the cultura

ther nations and enric ‘
::')c;(:llh of cvery nation of_thc \vglld. But
it 1s not my intention this evening to e]af
;)omtc on lhese social and cultural aspecls

of music.

¢ | crave your kind indulgence for examin-
ing aspects of music which might appear to
some, perhaps, as more drab and less rom-
antic. Prosaic as the attempt might appear
to be, it is imperative that all those eager 1o
securc the advancement of Indian music
should now face earnestly and squarely the
practical problems implied in the aspired
advancement.

“1 have already referred in my speech at
the Shree Gujarat Sangit Maha Mandal at
some length to the praiseworthly educa-
tional attempts during recent times in schools
and colleges and the Universities in the dif-
ferent provinces of this country.  These en-
deavours have naturally increased popular
interest in music and tended to focus, natu-
rally, the attention of the educationists,

“ But before this diffused interest and
attention gets scatlered and, consequently,
practically wasled, it is essential that educa-
tional institutions, particularly those respon-
sible for the higher grades of tuition in
music, should lead to the evolution of effec-
tive co-ordination by indisputable ciarity of
ains and objectives.

LEGITIMATE UNIVERSITY STATUS

« It s true that little has been achieved io
weet the primary educational needs of music.
We have, for example, to arrange for suita-
ble and cheap text-books; to evolve a system
of notations that could be casily employed
for daily practice by students, and finally, to
regulate both the instruction and supply of
compcelent teachers. But while these ele-
mentary problems are gradually being under-
taken for solution by a number of individuals
and institutions like the School of Indian
Music which [ am glad to note has project-
ed the publication of a series of suitably
easy and cheap music text-books, they wiil
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remain more or less ineffeclive for the
nation-wide uplift of music we are contem-
plating without the evolution of a definite
policy of instruction in the higher grades
where one could prescribe approximately the
standards of music and its national ubjectives,

“ This could only be achieved by securing
for Indian music its legitimate University
status. Prof. Deodhar has given us some idea
of what 1s being actually done in Europe,
in the Universities and outside, He has,
moreover, suggested what could be done
nearer home by the Bombay University,
He has answered the questions, difficultics
and doubts usually raised against the recog-
nition by the University. It may be that
these questions and  answers need more
elaborate examination and soluticn. How-
ever that may be, there can be, [ feel, not
the slightest scope for further hesitation by
the‘U_nive‘rsity in initiating  the practical
pr.ehmmanes essential for its formual recog-
nition.”

i Alfter quoting relcvant portions from {he
University Reform Comumittee report of 1926,
His Highness continued:

“But this recognition which will come
sooner or later—the sooner it will be the
better—is only part of the vast amount of
constructive work which remains to be done
outside the Universities, the work which
awaits the attention and energy of instity-
tions like the School of Indian Music. | do
not know whether there are imnanv educational
institutions of the character, fscopc, and
modern complexion of the School of Iudian
Music outside this province.  But | thin
will agree with me that in the Bombay Presi-
dency at least, there are few, if ;myl music
institutions that are sought to be conducted
on the lines that Prof. Deodhar is aspiring
to conduct, [ understand that Prof, Deodhar
has determined to devote his life to the ¢dy.
cational institution he has founded, | am, |
assure you, happy to hear it. And, 1 have
no hesitation in suggesting that other intel.
lectuals, educated men and wownen, would
emulate Prot. Deodhar’s inspiring example
—the tenacity with which he bhas throush
times good, bad and indifferent, steered the
institution to somewhat stabilised existence.

k you
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I'am, however, miking the request 10 emu-
late Prof. Deodhar's example not without
certamn clear reservations.

“These reservations are suggested by what,
I feel assured, you will agree with me,
sho.uld be Tecognised  as blh': ;mmculal’
national task and the responsibibity of the
cdug:llcd. It a5 time that nsteuction in
mus:g should be sestematised and pnpulnrl_\’
organised. 1t is necessary,  indispenfable,
to collcc! and o classify and publish every
n)]fm:m';xllun that we ]\;Js.\ch trom the past.
sutitis not enough to think only of the past
or of the present enly in terms and cutlook
ot the Pt We huve to face the present and
shape ittora sate futare for the vital growth
of Indian music,

FHE Task Or M) SIC INSTITU TIONS

“ May T suggest that it 15 not enough, im-
portant as that s in great measuare, to arrangeé
concerts, academic and  discnursive  Jectures
o oceasional  comments The work of
t'dulculi(;nal‘ stitutions like the School of
Indian Muysic Is, in vView o the conditions
peculiar o oy cauntry, quite distinct i
nany ways from the work 01, say, the must-
cal aircles and socicties, radio clubs or gra-
mopene companies *

“ .is the work of alret and advanced
vducational mstitutions o msic 1o formulate
and solve practically the problems of, >ay
chotal singing. T wish the School of Indian

Music \\:(mld devote attention to p‘)}‘"l"risc
choral singing,

“ l‘h{: questions associuted with instrumen-
tal music—their VArving volumes, tone, strucs
ture, orchestration are questions that mus!
now b.c tken up without delay by cduca-
tional n‘\stitulihns of music. The ;xf«xSpectu's
ti‘:\::::ict‘ltill(J(‘Jl-[( 'f Indian Music mentions lhdll
b oo I?-ll R'\. and Indiun orchestra wil

provided for marriage ceremonies and

C'Cljt‘ll)()l]l;l] OCCAMONS" 1 for Charity urgdﬂ‘"

:”‘:z()::, ll' tat s teonocally unavordable,
ted not use harsh words,

lh;‘ l‘i:;u(m]c has 4 night 1o demand now that
c;u'lyh ».5)0 of Indian Xlt:?tc should turn 4»
those vo possible o fulfilhing the necds ¢!
trail fy ung enthusiasts who are blazing the

p or new upd pioneering work in the
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theatre, the cinema and dancing. I know
that it has not infrequently helped such ven-
tures. “What I am suggesting, however, 15
that the mstitute must as a set policy make
it easy for these moderns, amateurs if fygu
like {0 call them, to take advantage O the
organised facilities of the School. .

« The School orchestra must be built up a's
a recogmised civic institution available for ﬁ
reasonable sum and easily accessible fo a
those whoare eager to benefit by it. 1t mag
be that we might in course o’f t:@e nee
more than one unit of the Schoolr s orchestra.
1 hope the necd is felt soon. We can t%len
request the School to help us with as many
units of the orchestra 2s we need.

DANCING

« |t has been mentioned thatthe 'Sch.oul
intends to open dancing classes. Nothing
would be so earnestly welcome as th_at ven-
ture. But 1 think 1 sllloul.d caution the
School against subordinating its own chosen,
specialised subjects to the stray demands,
however insistent, of dancing. Dancing
must be left to those who are eager and de-
termined to build up and advance dancing
as Prof. Deodhar is eager, determined and
devotedly busy for the advancement of

music. But if the School of Indian Music
is really eager to help practically the increas-
ing number of dance aspirants it can do so
in its own way—Dby special music Composi-
tions for the dance and assistance in or-
chestral Music specially composed for the
dance. I assure the School that this service
is urgently demanded by dance artistes all
over the country and the School will,
if it can undertake the service systematically,
establish its right to gratitude from them.

« These practical suggestions would, I hope
receive the utmost attention from Prof.
Deodhar and his colleagues. 1 have made
them as a freind of the institute and as one
who believes that the utility, popularity and
prestige of the School would increase ten
times if it could concentrate its atiention in
specialising some of the subjects. 1 have
briefly outlined. I am sure they will agree
with me that we are living in times {that
demand both division of labour and speciali-
sation. I am sure, I will not be misunder-
stood, when I say that this specialisation will
prevent overlapping and consequent wastage
of musical efforts between the musical
institutions of different purposes, outlook,
aclivities and scope.”* .

*The Hindu 22—3—"37.
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Seuth India. The printing of the textis
nearly complete and the bhook itself will be
published with introduction and translation
and will be available {or the public in a short
time. The Academy porposed to bring out
many other works of similar nature that
await publication, and thus realise one of its
cherished ideals, but it is not able to do so
now owing to want of funds.

The timely publication of the dcademy’s
Journal has becu considerably  hempered
owing lolack of funds and inadequale pub-
Lic support. The dcademy has had 1o con-
solidate the issuc of parts in the interest of
economy. [n vicw of the high cultural value
of the Journal, it is unique in ifs kind in all
Indiay, I wonld appeal to all lovers of Music
to give th a genevous measure of support and
help to ensure a prompt and regular publica-
tion of its parls.

The Radio Music is very much better now
and the Corporation always selects the seve-
ral artistes in constultation with the Music
Academy.  That its services were appreciat-
ed will be evident from the following
extract from the report of the Corporation :—

“ It will be noticed that the standard of
Broadcast has cunsiderably improved,
This has been effected through the kind
co-operation of the Music Academy,
Madras, who have specially requested
their experts to help us i the selection
of the artistes.  We have also to thank
the Music Academy for having helped
us to overcome the prejudice some of
the professional musicians had against
the singing in the Radio, "

This Conference is to be presided over by
Vidwan K. Ponnayva Pillai, lecturer in
Music in the Annamalai Music College.
He s a Vidwan of a high order and
rare merit and we hope that under his
guidance, the Conference will prove to be
a success, QOne special feature of this Con-
ference is the introduction in the programime
of performances of Hindustani Music and
the institution of compehtions in the morn-
ings, Vocal and Instrumental, of 3 fairly high
standard with & view to give publicily and
recognition t0 musicians of merit to whom

THE JOURNAL OF THE MUSIC ACADEMY

prizes will be awarded, This will be a good
incentive for talented musicians t, shake off
their prejudice and come out in public to
exhibit their skill and knowledge in Music.
This is one of the means by which the
Academy will be enabled to take ~tock of the
latent talent of the land and give encourage-
ment to them.

The Music Academy has  been planted
with the goodwill and co-opcration of the
entire public of this Presidency and s sl
mn its mfancy and we hope e plant will
grow big and spread out it~ branches
throughout 4he length and breadih of the
land.

Finaxcr

A word about finance,  Thic v 4 very
delicate topic, but still a4 word must be said
about 1it. The Academy has made more
commutments than it is able to provide for,
s funds are short, it has no hall, no habi-
fation of its own. The Academy has to
suspend many activities for luck of  funds,
It has to struggle against mfriendly rivaley
and sustain itself. Its work is thus rendered
more and more dithcult.  On behalf of the
Academy, 1 have taken the begging bowl.
lam a Brahmin and my prefession i 10 beg,
I am not ashamed of begging. 1, therefore,
stretch ont my hand, in the full hope that
our Maharajas, Rajas, Zamind.a s, Mirasdaus,
Commercial and Industrial Magnates and
the general public, will contribute their mite
and help the Academy so that they can
successfully carrv out the noble ohiect they
have in view. ’

Before | conclude, 1 have 1o pay  my
humble tribute on behalf «f 1he ;\c;adcﬁw, to
the Executive Committee, the Seeretaries
of the Academy, Messes., |5, s, Viswinatha
Sastri and T, S, 'l‘iru\'cnk.x!.xch.u‘i.u‘, o the
Treasurer, Mr, S, Ruj;\g‘.p:xlnch:xrmr. 1
Mr, T. V. Subba Ruao, the Editor o the
Journal, and (0 t{he other Vidwane und
members \yho worked zealonsly and whule
heartedly for the Academ, Our thanks are
also duc to the Corporation suthoritics espe-
cially to the Commissioney, l{lt'cuxcnlv"ty:d
Chl(‘f‘ Engineer, for ging us the ”“t‘-fur
the Lunfexjexxcc, free of chirge and tor many
other services they have rendered unto us,
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SIR. C. V. RAMAN’'S OPENING ADDRESS.

—

Sir C. V. Raman, in declaring the Con-
ference open, expressed his gratefulness
to the Academy for their address and for the
kind words with ‘which Dr. U. Rama Rao
requested him to open the Conference. He
said that, if he were concerned solely with
the task of retaining his reputation for
learning, he should follow the safest rule
and speak as little as possible. In the
President of the Conference they had oune
who would no doubt place before them
the point of view of the musical experts.
He Irankly must confess that he did not
belong to that category. They had placed
upon him a task for which he was not fit.
They would therefore permit him to follow
a path of his own and try to present a view
of music from one who was not himself a
musician, from the standpoint of a man of
science.

«Of all the great mysteries,” Sir C. V.
Raman coutinued, “which we are confront-
ed with, the influence of music is one of
the most remarkable. I have been accused
of having had acoustics for my first love,
1 deny that soft impeachment. I have had
two loves, Light and Sound, to which 1 have
attributed equal affection. Life is generally
a very drab and uninteresting affair. But
Nature has provided us with some compen-
sation. Colour and music, they are two of
the most obvious. 1 need not labour the
point of colour. I will only ask youto turn
{o the other side and you can see what a
prominent pari colour plays in influen<ing
human life. (Laughter.)

The student of Nature knows that one of
the ways in which the exuberance of life
manifests itself is in colour. You find the
flowers in the trees, butterflies, the gorgeous
blue of the birds, the milder colours of
animals, including man. It is just when
Nature has a great task to achieve in her
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biological purposes that she comes out with
artistic decorations. 1t is equally a part of
the ebb and flow of life that she should
express herself in song.

Every morning in my house at Bangalore,
I am roused from my bed by the songs of
thousands of birds, singing all at once with
the mere joy of life. They welcome the
rising sun and it arouses the sleeping
physicist from slumber. It comes of itself.

THE Di1SCIPLINING OF EMOTION.

We, as living beings, can no more resist
the thrill of music than the birds can stop
singing. It is part of life itself. But there is
this great diiference. I think itisalsoa law of
life that it is in the highest expression of art
that the highest joy is found, not in the unres-
trained expression of emotion but in the dis-
ciplining of emotion. You will all realise that
it would not be a painting if I take half a
dozen colours and dash them about on a piece
canvas. | am told there is a school of art
who do that. But the majority of us are still
conservative enough to believe that there
must be discipline in art. There must be a
controlled effort of imagination {o produce
a great work of art, and something more
than imagination, an effort of genius. Itis
the same in music. It will not do merely to-
shout forth out of the exuberance of life to
express your joy in unrestrained and roused .
accents, We are all {oo familiar with that
kind of music, Music is rather an attempt to
control, at the same time, to express in an
artistic form. Art is, at the same time, joy,
imagination, discipline and above all genius.

Speaking as a man of science, I must con-
fess that science has nothing to tell us what-
ever about why music has such a marvellous
influence on man and woman. Il has noth-
ing to tell us why it is able to thrill the inner-
most core of our being. That is a part of the
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mystery of life. But science can, and does
endeavour, to indicate at least some of the
aspects of this great mystery. It is a remark-
able fact that colour and sound have been
the inspiration of many a great man of
science. It is a mistake {0 imagine that
science and scientific research derived their
impulses solely from the intellect, I have
often said that scientific impulse is often very
difficult to distinguish from the aesthetic im-
pulse. It is the love of colour and music
that has often been the starting point of
many a great scientific enquiry.

THE SCIENCE OF SOUND.

Many of you might have heard of the
name of Hermann Von Helmholtz, the in-
tellectual Colossus of the 19th century, whose
two great works on the physiology of vision
and sensation of tone stand to this day as
classics and as monuments of supreme geni-
us, He laid before himself the task of seek-
ing to understand, at least in its main fea-
tures, the laws of music and to give them
a physiological interpretation. After the work
of Helmholtz and Lord Raleigh and a few
others, the science of sound had a temporary
eclipse. The study of the fundamentals of
physics, of the electron, the atom, and the
molecule pushed aside the interest in what
became one of the by-paths of scientific
investigations. 1 discovered that myself in
1921 and rightly laid aside the study of
sound for something which is likely to be
more beneficial. 1am glad to say however
that during the past ten years, there has been
a great revival throughout the whole world
in the study of music, Paradoxical as it might
seem, it was the grim necessity of war and
battle that brought forth this new interest in
sound. Physicists were forced {o study the
sounds of gun-fire and they went back to the
study of sound. The new interest. in radio
and in wireless brought forth a vast amount
of investigation. To-day, the science of
acoustics has received a new lease of life,
first and foremost from the enormous popu-
larity, if not in India, at least elsewhere, of
the radio, of music transmitted through space.
It has also acquired greatimportance through
the art of the construction of buildings, the
necessity for producing perfect auditoriums,
5 She gramophone, that hated ipstrument,

in spite of all the anathemas pronounced
upon it, has succeeded m making itself po-
pular and brings to those distant from musi-
cal academies and teachers’ colleges, some
thing at least of the attenuated benefits of
music. 1 hope my friend, Dr. U, Rama Rao,
will still have a soft corner in his heart for
the gramophone. (Laughter.) 1 agree, and
most cordially agree, that it is an extremely
poor substitute for the original. (Cheers.)
We have to-day ancw interest in acoustics.
I forgot to mention also, a deeper line of
research which has been taken up, and that
is, the study of acoustics from the human,
physiological and psychological points of
view.
A COMPLEX PROBLEM.

We, in India, arc inclined to give music a
place in our religion, “Nada Brahman” or
the Sound Deity. 1 do not wish to question
the propriety of that, but there is no doubt
that, in this marvellous influence which
music has, we have a profound problem to
solve. It 1s all very well to say that the
waves of air come to us and titillate our
netves, but not all titillations are pleasant in
their nature. There is something subtle,
something wonderful. Helmholtz and
others hold that the auditory mechanism has
greater powers than the physiological one,
If you mix two or three colours into a com-
posite, some people will be incapable of
resolving them. But the ear has a marvel-
lous faculty of separating and distinguishing
five, ten or twenty sounds from each other.
A trained acoustician can analyse 2 single
sound into twelve or more harmonic compo-
neats. These marvellous powers are explain-
ed in a general way by postulating inside the
auditory mechanism, a series of resonapts, a
miniature piano inside the ear. All this is
only touching the fringe of the problem.
What happens afterwards ? How is it this
titillation communicates itself 7 How is it
transmitted to the central nervous system
and how do we get the sensation of pleasure
and how is it that the listner begins to nod ?
There is a world of difference between mere
physiological excitements and the profound
nervous emotional disturbances produced by
music. We have a great complex physio-
logical, psychologica) phenomenon to ana-
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lyse. During the past few years the method
of examining excecdingly minute physiologi-
cal harmones has started a new line of investi-
gation. Perhaps the time will not be far dist-
ant when we shall understand the physio-
logical auditions nore thoroughly.  The
psychology, the philosophy and the aesthe-
tics of music are still in the remote 20th or
21st century.

Tue MYSTERY OF GENIUS,

Let us hope that even when they succeed
in analysing to shreds the mysteries of music,
we shall continue to admire the music in
spite of all analysis. The common person
is wmore interested in the synthesis of lh‘e
effects rather than in the analysis, which is
perhaps to him dry and uninteresting details
of sensation, Helmholtz, in the last chapters
of his work, was very clear about this, Great
master, as he was, he suffered from no
illusion as to the very limited character of
the {ask which he undertook. More than
any other man, he showed the way. But
he realised that he was touching only the
very [ringe of the problem. The point is
this; We must all recognise that ultimately
all great artistic productions are works of
genius. You cannot produce a T heagaraja
by turning the handle of a gramophone.
That is a task that is yet beyond human
power. Genius, in whatever sphere it might
be, transcends explanation. It cannot be
discovered where genius will be born.  You
have only to look to masterpieces of painting
and sculpture, and listen to a great compo-
sition to realise that only a divinely-gilted
person can produce from out of the material

‘available for all, something that is really

worthwhile. Until we solve the mystery of
genius we cannot solve the mystery of music,
hecause one is the creation of the other.
My own special interest has been for many
years in what is perhaps not of very great
importance from the point of view of the
practical musician, The study of musical
instruments has been to me of very great

personal interest. | had the pleasure and -

honour of contributing an article to the
Encyclopaedia of Physics. In that article it
was my peculiar good fortune _to be ab_lc .to
refer to some purely scicnhﬁ_c merits in
some of our Indian musical instruments.

Take the mridanga., 1 is a marvel of acous.
tic construction. It accomplishes the seem.
ingly impossible work of reconciling the in.
harmonic tones of circular drumheads into
harmonic tones having a succession of
harmonic overtones in the same way as the
veena or the venu. All the three have been
classified as a group of three great instru-
ments because in mridanga we have to har-
monise inharmonic tones.

There are some points in common be.
tween the musician and the man of science,
All artistes, and musicians in particular, are
slaves of their art and, 1o use a familiar
word, they become ¢ paravasam . They are
lost in the art, The artist who does not {eel
the joy of creation is not worth his salt,. A
man of science is likewise. When 1 task,
however trivial it may seem to others, seems
to him to be of importance, no time, no
labour is too much. That is the spirit of
creation, that is the creative instinct.”

TRIBUTE TO SOUTH INDIAN MUSICIANS.

The speaker then paid a tribute of admira-
tion to the followers of the art of music in
India and especially in South India. For
many years, the art of music and the expon-
ents of music had to take a back seat in the
social scale. The lover of music and musi-
cal artistes were classed along with domestic
servants and even with a lower type of peo-
ple. They receded further and further from
socicty with the result that no respectable
man or woman would think of devoting
himself or herself to music. Fortunatel
things were a little beiter in South India to-
day. Perhaps it was due to the selfless love
of their great exponents like Maha Vaidya.
natha Aiyar and Sarabha Sastri, men of
transparent greatness, who in spite of poverty
and depressing surroundings, held their heads
high and made their art not only loved and
admired but also honoured. I the Music
Academy of Madras was doing nothing else
but trying to place music and musicians
once again in the forefront of our social
status, it was doing a great work. Not until
the public of India realised that music was
on¢ of the forces in human life, one of the
most clevating factors in their existence, one
of the few things that stir the chords of the
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heart with love, that lifted them out of the
drab monotony of existence and brought
them nearer to the Deity, not untii then
music would take the right place. They had
to honour music and honour the artistes who
gave their best and realise that they have
claim on their support. The Academy was
doing a very good work in systematising (he
art, in arranging for the publication of useful
works, for the adequate teaching of music
and in numerous other ways. He felt that
the work of the Academy merited their
warmest support.  The Music Confercnce
held year after year had been the mecans of
bringing home to the public the message of
music. He hoped that the Academy would
long continuc the uselul work.

Continuing, Sir C. V. Raman said that he
had learnt to admire Russian and Halian and
European music, quite as much as Indian
music, but all these additional loves had not
succeeded in displacing fromn the centre of
his heart the love for South Indian music.
Undoubtedly, variety was the spice of life.
If they were not sufficiently wide awake to
recognise in others their culture, they could
not complain, if others said nothing about
theirs. If they did not seek to understand
the qualities of European music, they should
not feel hurt if Europeans said that Indian
music was an unintelligible jingle of sounds.
Not only‘in the field of music, but in other
spheres of life also, they must be receptive
to external influences. They must be able
to absorb what was valuable aud reject what
was not in every branch of human activity.
In the field of science, they had to adopt
the impulses that came from the West.
They could not reject them. So also in
other fields. Especially he would plead for

an open mind and readiness to appreciate
good things from elsewhere.
NEED FOR PROGRESS.

In conclusion, Sir C. V. Raman said:

“We have had glorious days. Many of
our musical instruments are of Eastern origin.
But we have not been ashamed to adopt the
violin which had come from Italy of the
16th century. Let us not be content with
primitive methods. We have yet to learn a
a great deal from the masters of violin tech-
nique in Europe. 1 think it is a mistake to
be content with the second best. We should
build upon our past achievements and seek
newer achievements and this is the philoso-
phy of human nature, which is to progress.
Either we have to get on, or get out.  [f we
do not march with the times, we shall find
that our own culture will be lost. It is by
progress that we can conserve our own.
That is the message that I should like to
give to this Conference.”

Sir C. V. Raman paid a handsome tribute
tc Dr. Rama Rao for his selffess devotion
and interest in music, and said that for the
last several years, during which the Academy
had been in existence, he had done excellent
work and earned their gratitude. To Dr.
Rama Rao, it was a labour of love. Men of
that kind were rare. They were sometimes
to be misunderstood and criticised., But
none the less, let them not be blind to the
great efforts which the President of the
Academy was making. Surely, Madras would
not fail to recognise that in this great pio-
neering activity which had already eflected
so much, they had a great force for the
resuscitation of India’s culture, (Loud

cheers.)

VOTE OF THANKS BY MR, S. SATYAMURTI

Mr. S. Satyamurti in proposing a vote of
thanks to Sir C. V. Raman said that they
heard that day a learned discourse about
science and music. They were all trying to
humanise life. One criticism levelled against
science at the present day was that it was
advancing too rapidly for human moraht,y
to cope with it. Science had placed at man’s
disposal instruments which he did not know
how to use and which he was trying to use
to destroy life. The speaker lo_oked to Sir
C. V. Raman, the great scientist who had
imbibed the highest traditions of_ Indian
culture, to save science frcm that job and
make it consistent with the advance of huma-
nity and to serve life. The Ac:ldc.my‘was
particularly fortunate in having Sir C. V.
Raman in their midst and the speaker hoped
that he would come oftener among them and

S————

co-operate with them in achieving thewr
object. The speaker was glad that Sir. C.
V. Raman had referred to the resuscitation
of the status of musicians. There could be
no future for music so long as musicians
were regarded as hirelings, willing to sell
themselves for the highest price, willing to
sing unscientific songs to pamper to low
tastes and willing to place themselves as
mere wage-earners. The Academy was
trying its besl to enable the musicians {o be
tiue to the great art. Dr. U. Rama Rao had
referred to the University and had stated
that it had sacrificed efficiency. The speaker
hoped that the Academy would set a beller
example for the University to copy. They
had had an inspiring message and he hoped
that that message would be taken to heart,

On the motion of Vidwan Tiger Varadachariar, seconded by Vidvan L.
Muthiah Bagavathar, Vidvan K. Ponnayya Pillai of the Annamalai College of Music was

voted to the chair.

The President then delivered his address.

» !




PRESIDENTIAL ADDRESS

BY

Vibwan K. PoNNAYYA PILLAL

Vidvan K. Ponnayya Pillai, in the course
of s presidential address, said:

Of all the Arts flourishing in our ancient
land, Music or rather Carnatic Music takes
the fiest place. It has great traditions. This
we can gather from our ancient Tamil works
Perunarai, Panchabharatiyamy,  Murugal
Natakat tamil nool, Silappadikaram, Chinta-
mani, etc. In Perunkadai we find mention
of Veena and mention also is made of a mad
elephant listening to Veena and returning to
its proper senses, We can hardly exagger-
ate the finer qualities of music. We hear
how a sage played the Veena and as a result
of his music, the mountain melted and soli-
dified with the Veena in its grips, and
Ravana could not take out his Veena.
Agastiyar again played on the instrument
and again the rocks melted. This short
story, born in our traditions, illustrates the
great effects of music. A well-known English -
Scholar W. W. Hunter also bears testimony
to the traditional aspect of our music as to
how our Carnatic music could be traced to
our Vedic limes and how it spread through
Persia, to Arabia and finally in the 11th
centary our Carnatic system got adopted in
the music system of Europe. And so we
can safely say that this music belongs to us
from its very beginning.

Several scholars had improved our system
of music. Bharata about 500 A.D., Saranga-
deva about the 13th century and Ahobala
who wrote Sangita Parijata about the 16th
century. Of these the Ratnakara by Saranga-
deva was justly regarded as the central
authority. We find there a correct grasp
of Nritya gita Vadya. Nritya is ‘Bharata
Sastra’; and ‘Bharalz’ means ‘Bhava, raga,
tala’ and 50 we must say that ‘Bharata’
is the source of music and our ‘Bharata

Sastra’ had a very long history, but it
has now fallen into desuetude. Of all
the branches of music ¢ Nritya’' appeals
very largely and gives the maxitnum en-
joyment. It is also one of the 64 <Kalas’.
Because of our present day tendencies and
changed outlook, some think that this branch
of the art is not to be encouraged. 1 sub-
mit that this view is wrong and art cannot
do mischief to a body of people simply
because some of the artistes are not of the
right class of people. This art was also en-
couraged by Rajahs in Courts and in temples,
and even practised, among ascetics. An
ascetic of Tiruppanandal called Adikumara
Guruparaswamigal in his *Sakalakalavalli-
malai” speaks very highly of the finer
effects of dancing.

When people who have renounced the
world encourage this high form of inno-
cent enjoyment—cerlainly this ast must give
great pleasure to the common people. There-
fore, it is necessary and expedient that this
‘bharata sastra’ and ‘nagaswara’ must
be highly encouraged and given a place of
honour,

THE MUsIC OF TANJORE.

Tanjore, in South India, can be called the
nursing mother of musicians and musical
vidvans. Our history gives us this much that
Tanjan, a nagaswara vidvan in Ravana’s
court, prayed to the Goddess that the Palace
should~ be called after his name, Tanjai.
Ever since this, Tanjore bore its name. This
story illustrates the great place of Tanjore
in history of South Indian wusic.

Coming to the historic times, from Acchu-
thappa Naick of the 17th century to Sivaji of
the 19th century, all the kings encouraged this
art. Several vidvans flourished. Among them
Govinda Dikhshitar, Venkatamakhi, Kshe-
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tragna, Muthuswamy Dikshitar, Syama Sastry,
Tyagayyar, Ponnayya, Chinnayya, Sivanan-
dam, Vadivelu, Venkatasubbayyer, Pallavi
Gopalier and others. These Vidvans have
given us the benefit of their learning in
their various types of musical compositions
such as Geetas, Varnas, Keerfanas,
Padas, Padavarnas, Ragamalikas, Syara-
jatis and Javalis, These continue to give us
pleasure and instraction even to-day. We
cannot place one Vidvan against another and
judge them. Every one is great in his
own wayand all are our teachers. Especially
in Pada, Svarajati, Padavarna, Raga-
malika and Varnpas, we find special raga san-
charas in full.

We owe a duty to our teachers by record-
ing these special types and several others
which are fast going out of our present-day
knowledge.

In this way we have lost several ‘ragas’
because the pieces are not currenf. A reason
can be suggested, which is apt, that the
‘Sahityas’ not being in the mother tongue,
they are quickly forgotten. Musicians must
bear these in mind and try to preserve as
many compositions as possible.

As Tanjore was the seat of music in anci-
ent days, Mysore now patronises this art.
They patronise South Indian musicains. And
the Maharaja’s knowledge of music is very
high. He holds his Durbar wherein our
Carnatic music is played by our Vidvans and
we cannot forget the Rajah’s efforts in
encouraging this art.

SUGGESTIONS FOR IMPROVING
MODERN Music,

We can say that music has becoming more
and more popular within a period of 10 years,
Sabhas, schools and colleges and Vidvat
Sabhas do the work of popularising music.
In the Annamalai University, music has been
prescribed as a separate study, and for this all
musicians must thank the Rajha of Chetti-
nad for his munificence. Last year 7 vocal
students went out of the College with suffici-
ent knowledge of music. We find also a

. Diploma course of Music in the Madras

University, and the Training College of Mu-
sic affiliated to the Academy. 'We need not

mention the various schools which do hum-
ble work in music, For this development in
music, we feel glad. Government also take
deep interest in this art by giving certificates
to successful singers in the examinations.
There is also a Summer School of Music.
The radio and the gramophone are scientific
inventions bringing music within the reach
of everybody. But the ture Carnatic kind of
music must be understood and developed.
Nobody can pick up even a bit of a know-
ledge of our music within a course of six mon-
ths. Atleast a period of two years, with steady
and correct instruction, is necessary {o crea- -
te a right taste and alevel of knowledge,
School authorities must select even students
who know Tamil only but, otherwise quali-
fied to be musicians. In our future history,
Tamil is going to play a great part, and mu-
sic can be improved only through the mother
tongue. A student ignorant of English, if he
possesses the right qualifications for a musi-
cian must find it easy to him to get admis-
sion in all musical institutions and academies,
Also scope for children’s training in music
must be given, Good Carnatic music must be
encouraged by music Sabhas.

Several manuscripts in Telugu and Sans-
krit containing a mine of information about
our music must be translated and published.
This was never thought of as an inportant
way of improving our music till recently.

That women take to music is a matter for
congratulation. Goddess Sarasvati is the
patron deity of this art. But women who
cultivate music as a fashion and as a hobby
cannot be said to cultivate this art, unless
they perfect their attainments.

RAGA AND PALLAVI,

1t has been accepted by all Vidvans that
singing of ‘Raga and Pallavi’ is the sure
test of the originality and the ability of
the singer. When we hear-of ‘Pallavi’ Siva-
rama  Aiyar, Gopalanarasayya, Seetha-
ramayya and others, we have {0 conclude
that ‘Pallavi’ singing is the essence of know
ledge of music, which the Vidvans possesq
‘Pallavi’ means ‘Pada laya vinyasa’; and §
must be so sung as not only to bring ou
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the originality of the singer but also {o please
the audience. That is why this portion looms
large in the programme of the Vidvan,
In this branch of musical skill we cannot
forget the late Avadiarkoil Subramania Aiyar
and the present Naina Pillai of Conjeeverm.
A Vidvan ought not to give way (o the
popular tendency of treating Pallavi as of
minor imporiance.  ‘Pallavi’ singing must
be developed scientifically and artistically.
Rules relating to the singing of ‘Raga’ as
‘Akshiptika’  «Vidari” (1, 2, 3 and 4),
‘Ragavardhani’ ‘Makarin’ must be follow-
ed. Tana singing also should he adhercd
to. Rules relating to “Marga Kala’ in
‘Tala® and ‘Anuloma’ and ‘Pratiloma’
must be understood and practised. A strict
grasp of these rules will give us a geod
knowledge of the art and also develop our
mmaginative faculties,

TALA.

In all the books on music, we find ‘Tala’
occupying a large place and we find also
books dealing only with ‘tala’. This only
means that ¢tala’ is essentail to music. As
‘ragas’ are innumerable, so also *tala’ 1s
illimitable. Sanega Munivar says that ¢Tala
is like 'amkusam’ to an clephant. Arunagiri
Nathar was the one who understood the

effects of 4ala’ which is clearly shown in
his “Tiruppugal.” We find in his “Tirup-
pugal” several types of #tala’ anga as ‘Mat-
yam’ ‘Dhruvam’ ‘Chaturasra ata’ ‘trisra ata’
and others like ¢‘Panchutala’, ‘Navacan-
thai’, 108 alas’, etc. The Vidvans must
try to bring into practice the various
types of “alas’ so as to dovelop the scope of
music,

A REQUEST TO MI'SICIANS.

My friends, 1 request you to work for the
common cause of music, That we all depend
upon music for our existence is clear., But
we owe a duty to the art. Several institutions
encourage a particular art orsubject accord-
ing to their ideas of value. We must develop
music to the best of our ability. For this we
must develope a spirit of co-operation. An as-
sociation, to start with atnong musiciaas, is in-
dispensable. We must persuade the Govern-
ment and the native administration to take
up the cause of music. By doing all this, we
will give music its rightful place as the fin-
est of Fine Arts.

The function came to a close with a
musical entertainment by Srimati Brihadam-
mal, a former pupil of the Academy’s Teach-
ers’ College of music.

THE SECOND DAY.
23——12—1933.

%
The conference re-assembled at 12 ncon
on 23-12-1933 with Vidvan K. Ponniah Pillai
in the chair.

Several musicians and scholars interested
in music were present.

The following was the Agenda of the
conference ;—

1. Lakshya and Lakshana of the {ol-
lowing ragas:—
1. Udayaravichandrika
2. Ghanta
3. Purnachandrika
4, Kedara
5. Kapi
6. Karnataka Behag
7. Devakriya
8. Kannada Gaula
9. Desakshi
10. Balahamsa
11. Isamanohari
12. Suddha Desi
13. Kannada
14. Brindavana Saranga
15. Kannada Bangala
16. Salaga Bhairavi
17. Dilipaka
18. Manjari
19. Devamritavarshini
20. Nadachintamani

1. Reconsideration of Hindola and
Hindolavasanita.

111. Ragalakshanas (in general).
IV. Principles to be observed in Raga
Alapana and Pallavi singing.
V. Intensive and e¢laborate consideras
tion of :—
Todi:—M. R. Ry. 5. Ramanayya
Chetti Garu will lead the dis-
cussion,

Sankarabharana:—M. R, Ry. T.
L. Venkatarama Aiyar will lead
the discussion.

VI. Reading of papers by Messrs,
. Hulugur Krishnachar, P. G. Sunda-
resa Sastri, V. V., Narasimhacharlu,
N. 8. Ramachandra Sasiri, V.
Raghavan, N. Ramakotayya, Panda-
nallur Meenakshisundaram Pillai,
Sri C, Saraswati Bai, among others,

VII. Notation.
VIII. Raga and Rasa.

IX. Problems connected with instruc~
tion in Music.

X. Necessity for standardising compo-
sitions. ‘

X]. Steps for preventing deterioration
of Music.,
X1I. Steps to improve stage-music.
XI11. " Bharata Natya.

XIV. Demonstiration of musical instru-
ments and inventions.

XV. Resolutions on other malters of
general interest.

In accordance with the general opinion of
the members, the president stated that the
subject of reading of the papers might be
taken up on 24—12-—1933 and that the sub-
ject of discussion of Raga Lakshanas might
commence on 25—12—1933,

Subject XI «“Steps {or preventing deterio-
ration of Music” was then taken up for con-
sideration.

Mr. M. 8. Ramaswami Aiyar, who led the
discussion, remarked that fixing up a printed
programme for the performances was bene.
ficial and necessary. He opined that the

Kirtanas in the programme should
without Svaras. be sung
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Mr. P. 8. Sundaram Aiyar observed {hat
Svara singing in Kirtanas should be permitted

but that such Svara singing should be
moderately done.

Mr. P. S, Krishnaswami Aiyar agreed with
the previous speaker and argued that Svara
singing in Kirtanas ought to be permitted.
He added the deterioration seen to-day in
music is traceable to the disappearance of
the old Gurukula system and to the modern
tendency to learn music from books and
Gramaphone records. At the present day an
efficient substitute for the old system could
only be made by the establishment of institu-
tions like the Music Academy and the starting
of music colleges by the Government. The
Teachers’ College of Music run by the Aca-
demy ought o be strengthened and its pre-
sent inadequate course of one year should be
extended. Musicians of note should take a
more active part in the discussions of the
Academy and should observe the decisions
of the Academy while singing in their per-
formances.

Vidvan L. Muthiah Bhagavathar stated that
the present day singing of Svaras is artificial
and tedious; Mahavaidyanatha Aiyar and
Patnam Subrahmanya Aiyar used to sing
Svaras only sparingly; their singing of the
Svaras was sweet and natural. Svara sing-
ing should be done only when expounding
rare Ragas. Kirtanas should be sung with a
full knowledge of the meaning. Unknown
Ragas should be avoided. The Hindustani
mode, which is much in fashion, should not
be allowed to be sung by those who do not
understand it. He agreed that the term of
the Music College of the Academy should be
extended to two years and suggested that
branches of this college could be opened in
important mofussil centres. He concluded
with the remark that the scope of the accom-
paniments also should be limited.

Nemam Nataraja Bhagavathar, while agree-
ing with the views of the previous speaker,
pleaded that the Academy should try to teach
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such music as belongs to authentic Sampra-
daya.

 Mr. Mahadeva Bhagavathar observed that
in the passage of time, there have been varia-
tions in the Sampradaya and that the experts

should discuss and settle which Sampradaya
was authentic.

Mr. P. Ramakrishna Pantulu remarked
that the present deterioration would be
explained by the prescnt day neglect of the
Gitas. He pointed out the danger of rushing

on to the Kirtanas without;a good grounding
in the Gitas.

- Mr, Ramakotayya. agreed with the previous
speaker and emphasised the necessity for
a disciplined course.

Mr. T. V. Subba Rio agreed with this
view {hat Lakshana Gitas ought to be taught.
He added that standardisation of Kirtanas

should be undertaken for teaching in the
colleges.

Mr. T. L. Venkatarama Aiver also agreed
with the previous speakers regarding the
importance of the Lakshana Gitas and the
standardisation of Kirtanas, He opined that
Svara singing in Kirtanas should be done
only after the completion of the Kirtanas.

Mr. Nemam Nataraja Bhagavathar sup-
ported the standardisation of Kirtanas and
said that variations in the standard Kirtanas
ought to be condemned.

Mr, Syama Sastri observed that the essence
of a Raga is its Bhava and that the musician
must concentrate upon it.

In winding up the discussion, the Pres;i-
dent said that Svara singing was an ancient
practice which should not be discontinued.
He agreed that the course of teaching in the
Music College should be extended to two
years at least, that branch colleges should be
opened in all parts of {he presidency, and
that, above all, there should be 4 very carcful
selection in admitting students,

e ————tai et —

THE THIRD DAY.
241233,

its sittings with
onference resumed its sitting
Vi'cll‘:aencl{. Ponniah Pillai in the chair., ' The
day was allotted fo the reading of papers.
I

. N. Ramakotayya read a paper in
Tel;'fx;u on *The Ways to Improve Musnc,f
He pleaded for the healthy co-operation 0
thz %amil and the Telugu Musicians apd fox;
combining the great style of the §mgmgﬂo
the former and the correct rendering of the

*text of the latter. He also emphasised the

iving prominence to Bhakti in

?:lec;rtfi(l)];g gmusi% lzducation to the fpupn]is,
Otgerwise, he said, the purpose 01 music

would be frustrated.
11

{r. P. Ramakrishnayya Pantula read
an(l::;er paper in Telugu o[x} ;ﬁﬁ;rtﬁlﬁ }l::au::i
its present position. said .
t?ec:;ts c%nceivefl mL:i,Sl; :elz tzll;x zl‘{riisean;;“g:tzxf
on the arl developed gre i the Bt res
ets and master musicians. lgnﬁnd ines
old treatises on music, he wogi ind thet
the time of the Rat.nakara, Indian Musi d

ivi i the Hindustant an

the lc(hwr?:t(iic l:f;gsjm(’)l‘he theoritical pasis of
the a'(resent day Karnalic music might be
th?d pito be Venkatamakbin’s Chaturdandi
i;ltl'akasika formulating the 72 l»Ie]akalttas.l
But it would be found from the :c ?gr
ractice of the musicians that the gu ef o
he musicians either in the singing Of th
(Re aor of the Kriti, is the compositions of the
s | trinity of South India, Thyagayya,
mpsncg\h and Syama Sastri. At the present,
D‘ks:hlth?l; no doubt deteriorated, mostly
g‘el::xcxse of the fastly dying Gurukulat’z):t:iennc;
f old. To prevent h.n'(her deteriorati nand
to pr rve the peculiar glory and gra 0
e plc?c music, an authoritative body like
e :\cademy should collect and pu.bhsh ag
:::l;‘ocriscd version of the Lakshana Gitas an

the recognised Kritis,

I

amil paper on Bharata Natya by Mr.
Mét:r’xl;kshisgn%aram Pillai of Pandanallur
was then read by Mr. V. Raghavan. After
referring to the lost Tamil literature on the
subject, the paper explained the three parts of
Natya,—Bhava, Raga and Tala and the three
classes of Natya, wiz, Natya which was
Drama, Nritya which involved interpretation
of emofions through gestures and Nritta
which was pure dance. The ancient Tamil
dancers and much of the European dances
were said to come under the last class. The
paper briefly referred to the several branches
of Abhinaya and in conclusion said that there
was lack of public patronage for this art and
thai the signs recently seen and indicating-
the revival of public interest in this subject
betokened a new renaissance of the glorious
art of Bharata Natya.

v

ur Krishnachar read a paper on
‘.Gl\rlﬁrr‘n?sl’l'l.u%-le explained that the difference
of the Sadja grimaand the Madhyama grama
was in the Paficama. In the latter, it was
the usual Paficama, i.e., four Srutis above the
Suddha Madhyama, and in the lalter one
&ruli less. He illustrated this point by sing-
ing asong of Purandar Das —«Kasune Kanda
Nidhiya”. The speaker siressed the necessily
for making provision in the existing Meia-
karta scheme for the inclusion of such Ragas
in which two kinds of the Madhyama occur-
red, as could be seen in the songs of Puran-
dara Das, and other old composers.

Then followed a discussion on the paper.
Dr. Srinivasaraghavan wanted the lecturer to
explain the Gramas, what they were, and_ why
there were only three or two Grimas.
Mr. P, S. Krishnasvami Aiyar also asked the
author of the paper to demonstrate the
Gramas. He opined that the Grima question
was irrelevant, in so far ag we had at present
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only the Sadja grima. Mr, v, Narasimha-
charlu said that the 36 Suddha Madhyama
raelas represented the Sadja grima and the
36 Prati Madhyama melas could be said fo
represent the Madhyama grima. Mr. P, K,
Sundaram Aiyar said that the Grimas related
fo fixing up the Svaras on the frets before
the present 72 Melas were formed, They
are of no practical importance now. Mr, P,

S. Sundaram Aiyar said that according {o
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Matanga, the Sadja grima alone is important
and that, according to the Karnatic system
a fixed refation between Sadja and Paficama
was essential; and that therefore the Sadja
grama alone was sufficient fof us. "The
president wanted an explanation of the
 practical bearing of the Grama-classification
on present day music, Further considera-

‘tjion of the subject was adjourned to another
ay.

THE FOURTH DAY.
25—12—'33,

Ragalakshanas were taken up for discus-
sion on the fourth day.

Mr. S. N. Ratanjankar, Principal, Morris
College, Lahore, was present.

Twenty ragas were put down for discussion.

Vidvan Muthia Bhagavathar, initi.ating a
discussion on Raga Udayaravichandrika, ex-
plained that though there was no dispute as
to its Oudava (pentad) character with Sa-ga-
ma-pa-ni-sa in the Arohana and Sa-ni-pa-ma-
ga-sa in the Avarohana, the difference of
opinion relaled to the tonal value of the
Nishada. Some musical tex(-books,_ he said,
laid down that the Raga was a janya of
Karaharapriya, while others classed it as a
derivative of the 9th Mela popularly known
as Dhenuka. In practice, it was not sung
with Kakali Nishada as it should be accord-
ing to recognised treatises, What 1n fact
was Suddha Dhanyasi is now sung as Udaya-
ravichandrika. This raga, is generally
known from Thyagaraja’s ‘Enta Nerchina
Enta Juchina’ which, though stated to be in
Udayaravichandrika, was rea}ly sung  in
Suddha Dhanyasi. In the treatise written by
Tulajamaharaja, this Raga was classed under
the 36th Mela (Chalanata) with Sa-ri-ma-pa-
ni-sa. In his (speaker’s) opinion, it should
be sung with Kakali Nishada. If Kaisiki
Nishada was used, then it would become
Suddha Dhanyasi. It was no doubt stated in
Thatchuri Singarachari’s book that Udaya-
ravichandrika was a janya of Thodi and in
other works as a janya of Karaha.rapnya, but
in the authoritative treatise ‘Sangita Sampra-
dava Pradarsini’ it was classed under the 9th
Mela (with Kakali Nishada).

Miss Bhavani Swaminathan stated that in
the ‘Saangita Chandrika’, Udayaravichandrika
was classed under the 20th Mela.

Vidvan Tiger Varadachariar rgmarked
that there might be so many conflicting ver-

sions in different text-books whose number
was very large. But they should see what
the exisling practice actually was and decide
accordingly. :

Mr, P. 8. Krishnaswami Aiyar agreed wit
Vidwan Muthiah Bhagavathar and added that
what they had to decide was whether Udaya-
ravichandrika and Suddha Dhanyasi were
one and the same or were different. It was
not necessary or desirable that one Raga
should be called by two names.

Vidvan Muthiah Bhagavathar further
explained that t{he two Ragas, Udayaravi-
chandrika and Suddha Dhanyasi should be
classed separately as their characteristics were
not the same, and that they could be sung
differently with different Raga-svarupas.
The Bhagavathar demonstirated the san-
charas with Kaisiki and Kakali Nishadhas by
singing both varities. '

Vidvan Tiger .Varadachariar pointed out
that mere manipulation of Svaras would not
give any characleristic Ragabhava, which is
the essential feature of our musical system,
He opined that both Udayaravichandrika and
Suddha Dhanyasi were derivatives of Kara-
harapriya; the difference was that in the
former there was only Pa-ni-sa sanchara
whercas in the latler the usage of Pa-ni-pa-
sa occurred. This came into prominence
when Patnam Subrahmanya Aiyar's Kriti
‘Varamiyavayya' was first sung and the above
distinction was agreed to among musicians,
so that it would be desirable to take this
Kriti as illustrating Suddha Dhanyasi and
Thyagaraja’s ‘Enta Nerchina’ as embodying
Udayaravichandrika. '

Vidvan Muthiah-Bhagavathar maintained
that several authorities like Venkatamakhi
laid down that Udayaravichandrika should
take the Kakili Nishada; there were several
Gitas, Tanas, Prabandhas, Thayas and
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Dikshitar’s Kriti in support of this position.
Tosing this Oudava Raga with Kakali Nishada
requires much skill and arlistic sense and
that was probably the reason why it was
ousted by Kaisiki Nishada which was easier
to manipulate. Simply because a wrong
practice came into vogue, they should not
change the scientific character of the Raga.

Mr. T. V. Subba Rao pointed out that the
Gandhara being admittedly Sadharana, the
Nishada which was its Samvadi or harmonic
would be Kaisiki, I was really very difficult
to manipulate Sadharana Gandhara with
Kakali Nishada, maintaining the beauty of
the Raga and avoiding Vivadi doshas. He
was therefore of opinion that the Raga was
a derivative of Karaharapriya.

Mr. Palladam Sanjiva Rao was of opinion
that the Nishada of Udayaravichandrika was
Kaisiki and not Kakali.

A discussion arose at this point as to
whether the Nishada occurring in ‘Santha-
thambu Sri’ in the Kriti ‘Enta Nerchina’ was
Kaisiki or Kakali. A number of vidvans sang
this particular portion of the song. Mr,
Muthiah Bhagavathar held that the Svara as
demonstraied was really Kakali though owing
to the gamakic manipulation it looked like
Kaisiki Nishada. Mr, Tiger Varadachariar
explained that when Sa-ni-sa was used the
Nishada would necessarily have to be an
approach to Kakali owing to what might be
called the rule of proximity, but when Sa-ni-
pa is sung, it would be very difficull to arti-
culate Kakali with distinctness. But the
fundamental point with which they were
concerned with regard to any Svara grouping
was whether it produces or indicates the
Ragakala or Ragabhava which is the peculiar
characteristic of the Raga. In this case Kakali
did not give out the Ragabhava, (He demon-
strated his point by singing the above song
clearly.)

Mr. P. Ramakrishnayya Pantulu of
Bezwada raised a new point, i.e., lhat even
individual svaras have their particular sva-
bhavas or characteristics. For instance it
was laid down in the Sastra that the svabhava
of Sadharana Gandhara was gamaka, whereas
that of Antara Gandhara was fixed. If the
jatter was to be used with gamaka in any

particular Raga, it was specially mentioned as
an exception as in the case of Sahana. He
emphasised that it would be desirable to
bear this aspect of the matter in mind.

Mr. T. L. Venkatarama Aiyar summed up
the debate and said that there was no dispute
about the character of the svaras occurring
in the song ‘Enta Nerchina’, but the fact was
that this piece was classed under Udayaravi-
chandrika in some text-books and under
Suddha Dhanyasi in others. As it was an
apurva (rare) Raga, it might have drifted
from its tmoorings, and so it was desirable to
restore it to the position as laid down in the
Sastra or treatises, - Venkatamakhi clearly
laid down that, if Kaisiki Nishada occurs, it
should be called Suddha Dhanyasi; in the
authorised version of Thyagaraja’s Kritis by
Narasimha Bhagavatar, ‘Enta Nerchina’ was
classed under Suddha Dhanyasi. As regards
the characteristic of Pa-ni-pa-sa claimed for
this latter Raga by Tiger Varadachariar,
Venkatamakhi's gita which begins with clear
Pa-ni-sa was a sufficient answer. So the
correct position appeared to be to class
Udayaravichandrika under the 9th-Mela and
Suddha Dhanyasi under Karaharapriya, He
sang Dikshitar’s Kirtana ¢Sri Guruguha
Murte’ and suggested that Thyagaraja’s
“Enta Nerchina’ might be taken as an exam-
ple of Suddha Dhanyasi and the former song
might be taken to embody Udayaravi-
chandrika.

Mr. Lakshmana Pillai of Travancore men-
tioned that in a text-book written by Appa-
swami, the lakshana of Suddha Dhanyasi was
given as Sa-ga-ma-pa-ni-pa-sa, whilc Mr,
Subrahmanya Pillai of Tiruvalur pointed out
that classing the raga under Chalanata would
be open to the objection that the Sadharana
Gandhara svara would have to be pronounc-
ed as Ri.

Mr. S. N. Ratanjankar, Principal of the
Lucknow Music College, said that in Hindu-
stani music the raga corresponding to Udaya-
ravichandrika with Kaisiki was called Dhani.

The Chairman observed that both the
Ragas under dispute were necessary. In
deciding the lakshana of a Raga they would
have to apply six texis, namely, Geeta,
Suladi, Taya, Varna, Prabandha angd

Fe
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Pada. He requested the Vidvans to help Isvara-stotras or to express feelings of

the decision in the light of these authorities.

Intense anxiety, mental commotion or grief.

Opinion appeared to be sh arply divided as There were some Kritis and Padas, which

to whether the Nishada occurring in Udaya-

express the Raga-svarupa, in Tamil in this

ravichandrika was Kaisiki or Kakali, ang R28§% like Enna Bhayam Kanum (this was

votes were taken, Kakali Nishada was
favoured by a majority of 2 (8 against 6).
The majority was composed of Messrs,
Muthiah Bhagavatar, Lakshmana Pillai,
Sundaresa Sastriar, P. S. Krishnaswami
Aiyar and others, while the minorit
claimed, among its riunks, Messrs, Palladam
Sanjiva Rao, Tiger Varadachariar, T, V.
Subba Rao, P, S, Sundaram Aiyar and
Varah Narasimhacharlu. Fhere was no dis-
agreement as to the arohana and avarohana
which were decided to be Sa-ga-ma-pa-ni-sa
and Sa-ni-pa-ma-ga-sa. The Mela was
understood to be ninth.

GHANTA

The lakshana of Ghanta was next taken up,
Mr. Lakshmana Pillai leading the discussion
by demonstrating its sancharas and saying
that it was a Dhaivatantya raga.

Mr. Tiger Varadachariar remarked that
Ghanta did not stand separately as a Raga:
it was going by the name of Viraghantara-
vam, Duhkhaghantaravam, etc.

Mr, Ramakrishnayya Pantulu stated that
Ghanta was different from Ghantaravam,
though it was a fact that in the Sampradaya-
pradarsini it was mentioned that the lafter
name became gradually transformed into
the former. In an ancient treatise as also in
the Sangita Parijata, this Ghanta, was classed
uader Hanumatthodi,

Mr. Muthiah Bhagavatar explained that
this was a very old Raga used mostly in

sung by the Bhagavatar). The Raga always
began with Nishada in the old days. Ifs
arohana was Sa-ga-ri-ga-ma-pa-ni-dha-ni-sa
and its avarohana was full, and Thodi svaras
appeared to predominate, the Raga showing
the characteristics of Dhanyasi, Punnaga-
varali and Thodi also in some places.

Mr. T. V., Subba Rao agreed but added that
Sa-ga-ma-pa-ni-sa predominated and {hat the
raga had gone out of use.

Mr, ’F Srinivasa Aiyar of Mayavaram said
that this Raga was used in Mangalam songs
and also domestic songs. He sang Thyaga-
raja’s kriti, ‘Karunarasakshaya’ in support of
his statement,

Mr. T. L. Venkatarama Aiyar then sang
Dikshitar’s kirtana ‘Sri Kamalambike’ in this
Raga and explained that when Dha-ni-sa
occur the Dhaivata was Chatusruti and that
all the other svaras were Thodi 'svaras, ex-
ceptan occasional Ri which sounds Chatusrytj
in the combination Ri-ga-ma. In some trea~
tises it was even put as a derivative of the
2nd Mela, taking Suddha Gandhara.

The President opined (hat the Rishabha
and Dhaivata were mostly Suddha, and the
Conference decided that Ghanta is a
Bhashanga raga derived from Hanumatthodi
or the 8th Mela, occasionally taking chatu-
sruti Rishabha and Dhaivata.

'Ijhe Conference then adjourned to meet
again next day.



THE FIFTH DAY.
26-—12—1933,

Messts. S. Salyamurti, K. V. Krishna-
swami Aiyar, Syama Sastri (grandson of the
famous composer of that name) and
Bharatam Narayanaswami Aiyar were also
present. The decision as a result of the
lengthy discussion on the previous day on
Ghanta Raga was that the Arohana and
Avarohana were Sa-ga-ti-ga-ma-pa-ni-dha-
pi-sa and Sa-ni-da-pa-ma-ga-ri-sa respec-
tively.

Papers were {aken up for reading.

Music LITERATURE

Mr. Ariprala Satyanarayanamurti  of
Bezwada read a paper on the important
place which treatises, text-books and other
literature on music occupied in the scheme
of musical education, not only as tending to
set up correct standards but also to establish,
to the extent possible, a connecting link
with our musical past. He urged the neces-
sity of Universities and Academies under-
taking or at least encouraging the compila-
tion, by competent authors, of reliable text-
books so that quality might not suffer in the
attempts at spread of education. Heappealed
to the Andhra University to follow the
brilliant example set up by the Annamalai
University in taking praclical steps for the
spread of music.

HARIKATHA KALAKSHEPAS

Srimathi C. Saraswathi Bai then read an
interesting paper on Harikatha Svarupa
Vicharana (enquiry into the nature and
scope of Harikatha Kalakshepas).  She
said that literature on this subject was very
limited, the only known attempts being a
brochure by Vidvan Mangudi Chidambara
Bhagavatar and a booklet by Mr. M. S,
Ramaswami Aiyar. Suggesting the desirabi-
lity of holding a separate conference for
discussion of matters relating to Harikatha,
she mentioned that an organisation to
stimulate public interest on this branch of

activity was started by the late Lokamanya
Bal Gangadhar Tilak, which had spread very
widely in the Bombay Presidency through
numerous branches thereof in all districts
there, and under its auspices conferences are
held periodically, attended by more than
300 Bhagavatars. Harikatha Kalakshepa,
she said, was a very ancient and sacred
institution in this country the beginnings of
which might be traced to the days of
Prahlada, who was described in Bhagavata
as ‘Taladhari’. She then detailed the various
qualifications of a good Bhagavatar both in
music and literature, and also in capacity of
effective exposition. This was not an easy
matter, she remarked, as might be supposed
by laymen because in her opinion, a success-
ful Bhagavatar required a long course of
disciplined training and apprenticeship. She
deplored that in these days of economic
depression persons trained for other profes.-
sions and university men attracted by the
substantial amounts earned by popular
Bhagavatars werce trying to enter the field
without the complete equipment that was
neceded. They should realise that successful
Bhagavatars should be made of sterper stuff.

Srimathi Saraswathi Bai also made some
trenchant remarks on the question of music
and the importance of practice as opposed
to mere theory laid down in old treatises.
Any attempt to follow in practice at the
present day the obsolete theories of Ratna-
kara, she said, would be as ineflective as
treating modern patients with medicines
prepared strictly according to Charaka
Sambita. Any attempt at standardisation
should be based on the existing musical
practice and text-books to be useful should
be a codification of such praclice. Even if
a number of pandits decided that an
exploded theory should be restored, it would
be almost a dead letier because musicians
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had gone on and would go on singing
according to their “pitham” with a special
eye for pleasing effect or ranjana. She
concluded by deploring the deterioration of
Harikatha Kalakshepam from the palmy
days of Krishna Bhagavatar and appealed to
public bodies to open institutions for training
Bhagavatars.

ALAPANA AND TALA

Mr. Venugopala Naidu read a paper on
the principles of Raga Alapana and Tala.
He elaborated with explanations the general
principles on these subjects found in Sangila
Sampradaya Pradarsini and other fexts,
interspersed with his own remarks.

'RESOLUTIONS ADOPTED.
MoDEL INSTITUTIONS,

Mr. T. L. Venkatarama Aiyar moved the

following resolution :—

«This Conlerence urges on the Academy
to take steps to promote the starting 1n
mufassal centres of model institutions
on the lines of and in the methods
adopted by the Teachers’ College of
Music, Madras, for the purpose of giv-
ing instruction in Carnatic Music.”’

He stated that on the second day of the
Conference suggestions were made by many
vidvans that such institutions should be
opened in places like Coimbatore, Calicut,
Tinnevelly, Madura, Tanjore etc., as there
was much demand for the same. This re-
solution was proposed in pursuance of those
suggestions.

Mr. V. Varahanarasimhacharlu seconded
the resolution and stated that there was no
doubt that a great demand existed for the
opening of music schools in the mufassal.
In Cocanada a music college with the same
syllabus as that of the Madras Teachers’

College of Music had already been started
and more such institutions were neccssary.

The resolution was carried unanimously.

Expert COMMITTEE TO SETTLE
SYLLABUS.

Mr. P. S. Krishnaswami Aiyar then
moved :—

«That {his Conference recommends to
such institutions as may be started to
follow the syllabus that may from time
to time be prescribed by the Experts
Committee of the Music Academy and
present their candidates for examina-
tions to be conducted by the Madras
Music Academy.”

This resolution was seconded by Vidvan
L. Muthiah Bhagavatar and carried unani-

. mously.

The following sub-committee was con-
stituted by the Experts Commitiee to frame
the syllabus on a standardised basis: Vid-
vans L. Muthiah Bhagavathar, Tiger Varada-
chariar, T. Sabhesa Aiyar, K. Ponnayya
Pillai and Messrs. T. V. Subba Rao, P. S.
Sundaram Aiyar and Bharatam Narayana-
swami Aiyar. ‘

Dr. T. Srinivasaraghavachariar said that in
the matter of standardisation sufficient stress
should be Iaid on correct pathams of the
various Kritis, and only such compositions
should be passed as are handed down by the
line of disciples of the original composers.

The Chairman suggested that he might
bring a separate resolution to that effect,
The sub-committee which was sufficiently
representative might be relied upon to bring
out a standardised syllabus,

The Conference then adjourned {o meet
again next day, when the lakshanas of
Purnachandrika, Kedara, Kapi, Karnataka
Behag etc., were discussed.



THE SINTH DAY,
27—12—'33,

——

The Lakshana of Purnachandrika was
taken up.

Vidvan Tiger Varadachariar: Normally
the arohana is Sa-ri-ga-ma-pa-dha-pa-sa and
the avarohana Sa-ni-pa-ma-ga-ri-ga-mna-ri-sa,
Dha-ni-sa is also a prayoga. Rarely Sa-dha-
pa is also used.

Vidvan Muthiah Bagavathar: Arohana
Sa-ri-ga-ma-pa-dha-pa-sa; avarohana Sa-ni-
pa-ma-ga-ma-ri-sa.

P. Ramakrishniah Pantulu sang a Raga-
malika of Manambuchavadi Venkatasubbier
which had the prayoga Dha-ni-sa-ri,

Mr. Umayalpuram Venkataramier said:
That according to Venkatamakhi, the raga
was sampurna in Arohana,

Mr. Mutthiah Bhagavathar pointed out
that sometimes there would be clerical mis-
takes. The gita of Purandara Dasa had Sa-
ni-dha-ni-sa and that was not found else-
where.

The president: The avarohana must be
Sa-ri-ga-ma-pa-dha-pa-sa.

At this stage, Mr. Ponniah Pillai, the pre-
sident placed Mr. Tiger Varadachariar in the
chair and left the conference.

Mr. Umayalpuram Venkataramier sang
‘Thelisi Rama  Chintanatho’ and pointed
out there was no Dha-ni-sa in that Kirtana.

After some discussion it was agreed that
the normal arohana was Sa-ri~ga-ma.-pa-dha-
pa-sa and the normal avarohana Sa-ni-pa-ma-
ga-ma—ri-sa. ’

Mr. M. S. Ramaswami Aiyar w'anted to
know whether Dha-pa-ma.-ga-ma-n-s‘a ‘was
admissible. It was agreed it was admissible.

Apurvaprayogas, according to Mr. Muthiah
Bhagavathar would be Sa-ni-dha-ni-sa-ri and
Dha-ri-sa-ri. .

Mr. T. L. Venkatararpa Aiyar; Accorcjmg

to Venkatamakhi Dha-ni-sa-ri and Dha-ri-sa-

ri were admissible only in the mandrasthiyi
and Dha-ri-sa-ri was used only in the man-
drasthayi in ‘Sankhachakra’ Kirtana.

Mr. Muthiah Bhagavathar: According to
Purandara Sa-ni-dha-ni-sa was used only n
mandrasthayi,

It was finally resolved that its arohana and
avarohana were Sa-ri-ga-ma-pa-dha-pa-sa

Sa-ni-pa-ma-ga-1 i-ga-ma-ri-sa.

In mandrasthayi, Dha-ni-sa and Dha-ri-sa-

ni were admissible,

KEDARAM.

Kedaram was next taken up. Mr, Muthiah
Bhagavathar : The Arohana Sa-ma-ga-ma-pa-
ni-sa, The avarohana Sa-ni-pa-dha-pa-ma-ga-
ri-sa.  There is also a prayoga Sa-ri-ga-sa,

P. 8. Krishnaswami Aiyar:
Sa-ga-ma-pa-ni-sa
Sa-ni-pa-dha-pa-ma-ga-ri-sa

Dr. Srinivasaraghavan:
Sa-ma-ga-ma-pa-ni-sa
Sa-ni-pa-ma-ga-ma-da-pa-ma-ga-ri-sa.

Mr. Umayalpuram Venkataramier:
Sa-ga-ma-pa-ni-sa
Sa-ni-pa-ma-ga-ri-sa.

‘Sa-ri-ga-sa’ is a visesha prayoga.

Mr. P. S. Sundaram Atyar:

Sa-ma-ga- ma-pi-ni-sa
Sa-ni-pa-ma.ga-ri-sa. Dha must  be
avoided.

Bharatam Narayanasami Aiyar agreed that
Dha should be avoided, that Sa-ga-ma was
sufficient and that Sa-ma-ga-ma was only a
visesha prayoga.

Mr. P. Ramakrishniah Pantuly:
Sa-ma-ga-ma-pa-ni-sa
Sa-ni-pa-ma-ga-ma-pa-dha-ma-ga-ri-sa.

Mr. V. Narasimhachariu:
Sa-ma-ga-ma-pa-ni~sa
Sa-ni-pa-dha-pa-ma-ga.ri-sa.
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Mr. T. V. Subba Rao:
Sa-ma-ga-ma-pa-ni-sa
Sa-ni-pa-ma-ga-ri-sa  and there is a

special sanchara
Pa-dha-ma-ga-ri-sa,

Miss. Bhavani Swaminathan agreed with
that view,

Mr. Tiger Varadachariar:
Sa-ma-ga-ma-pa-ni-pa-sa
Sa-ni-pa-ma-ga-ma-dha-ma-ga-ri-sa.

There is also the prayoga dha-pa-ma-ga-ri-sa,

Mr. M. S, Ramaswami Aiyar:
Sa-ga-ma-pa-ni-si
Sa-ni-pa-ma-ga-ri-sa.

Dha was originally absent and should not be
introduced in the normal course,

Mr. T. L. Venkataramier remarked thit
dha was not admissible according to ancient
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authorities but Dha

] might be a slip for Ni in
a loose expression,

Some Kirtanas were then rendered. After
some discussion it wag agreed that the
arohana and the avarohana were

Sa-ma~ga-ma-pa-m'-sa

Sa-ni-pa-ma-ga-ri-sa,

Pa-dha-pa-ma,
Were special prayogas,

Gandhara is long in avarohana,

pa-dha-ma-sa-ri-ga-sa

MusicaL NotaTioN.

The further proceedin
by Mr. Ponniah Pilfaj,

Mr. P. G. Sundaresa 's
paper in English on Mus;j
part.  The further reading
adjourned to the next day,

gs were presided over

astrigal read a
cal Notation, in
of the paper was



THE SEVENTH DAY
28—12—1933

KapI

Raga Kapi as it was sung in the past and
its subsequent transformation into its modern
-namesake popularly known as Hindustani
Kapi were elaborately discussed with compo-
sitions in both being sung as illustrations of
the two positions. The atlendance of
musicians and music lovers was large and the
keen interest evinced by the lay audience in
the discussion bore witness to the extensive
popularity of this Raga which has, as it were,
become an indispensable item at the end of
every concert nowadays.

1t was considered convenient to discuss
the ancient and modern Kapi separately
under the names of Karnataka Kapi and
Hindustani Kapi respectively for the sake of
distinction.

KARNATAKA KAPI

Vidvan L. Muthiah Bhagavalar initiated
the discussion on Karnataka Kapi and said
that it was a derivative of the 22nd Mela
(Karaharapriya), ils arohana was full and
its avarohana was Sa-ni-dha-pa-ma-ga-ma-ri-
sa, special usages being Sa-dha-pa, Sa-ni-pa
and Dha-ni-pa.

Vidvan Tiger Varadachariar agreed with
this view. :

Mr. Umayalpuram Venkatarama Aiyar
stated that the correct avarohana as observed
in some compositions appeared to be Sa-ni-
sa-dha-pa-ma-ga-ma-ri-sa and sang two kritis
of Thyagaraja beginning with the words
‘Anyamuseyakura’ and ‘Ethini Bahubalamu’
in supporl of his point.

Mr. G. V. Narayanaswami Aiyar pointed
out that Thyagaraja’s song ‘Nitya Rupa’ was
set down under Kapi in textsbooks but sung
il’] Dﬂl’baro

Vidvan Muthiah Bhagavatar replied that
this song had originally been sung in Kapi
only, but it subsequently came to be ren-
dered in Darbar; this latter practice had long
been in vogue. He sang a Tamil song begin-
ning with ‘Kattiyakaranan Vandane’ in illus-
tration of the old Kapi.

The Chairman remarked that Sa-ni-pa
would be the proper sanchara and that Sa-
ni-sa-dha-pa and Sa-ni-dha-pa groupings
should be avoided as they savoured of Darbar.
Vidvan Muthiah Bhagavatar maintained that
these latter prayogas were admissible as Kapi
was a chaya raga (a raga sensed by its virtues
or characteristics rather than by svaras).
He added that this raga did not extend in its
range below the Nishada of the lower octave
and ‘Ni-sa-ri-ga-ma’ was a very characteristic
usage, as also the prolonged use of Madh-
yamaasa Nyasa svara, He also stated that Sa-
ni-dha-pa was in use and should be adopted.
‘The Bhagavatar then sang an old Padam of
Kshetragna beginning with the words
‘Adaremovi’ in Kapi to illustrate his point.

Mr. T. L. Venkatarama Aiyar supported
this view on the strength of Venkatamakhi’s
gita enbodying the lakshana of Kapi. He
also {avoured Sa-ni-sa-dha-pa as it was found
in Dikshitar’s Kirtana ‘Venkatachelapate’,

On an analysis of the discussion, the
musical practice regarding Karnataka Kapi
resolved itself into this: Sa-ni-pa and ni-sa-
dha-pa.sancharas were found in existing
composilions but in the lakshana gita of
Venkatamakhi a clear Sa-ni-dha-pa was men-
tioned.

.chcc' at the suggestion of the Chairman
with which Vidvan Chambai Vaidyanatha
Aiyar agreed, it was decided by the Confer-
ence that the arohana and ‘avarohana of
Karnataka Kapi were Sa-ri-ga-ma-pa-dha-ni-
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.82 and Sa-ni-dha-pa-ma-ga-ri-sa (the Gan-
dhara being pronounced long) respectively,
as this would include all the existing autho-
-rised sancharas. The Mela was 22.

HiNpUsTANI KAPI

Vidvan Muthiah Bhagavatar led the dis-
‘cussion on the modern ‘Kapi’ as sung in the
south which for convenience’s sake might be
called ‘Hindustani Kapi’. He said that Kapi
as sung in Hindustani system of music was
different from what is now going by that
name here; for in the former not only was

“the ascent and descent complete but two
varieties of a number of svaras (four or five)
were observable, which was not the_qase in
the latter. He demonstrated it by giving in
the abstract a rendering of the Raga, in the
Hindustani country,

Mr. P. S. Krishnaswami Aiyar said that
they had to decide on the Raga as now sung
in the south which was different from the
Northern Kapi and opined that its arohana
and avarohana were Sa-ri-ma-pa-ni-sa, and
Sa-ni-dha-pa-ma-ga-ri-sa, the usages ri-ga-ma
and Dha-ni-sa also occurring occasionally.
Two Gandharas, Dhaivatas and Nishadas are
used. ' .

Vidvans Tiger Varadachariar and Chamban
Vaidyanatha Aiyar agreed with this view. Mr.
Hugulur Krishnamachar stated that the
ascent and descent were full, that there were
two Nishadas and Gandharas but not two
Dhaivatas and that Kakali Nishada was
always used in the ascent and Kaml_u' in the
descent. (He sang a Kanarese Kriti «Jesu-
mathaleyore’, which embodied these usages.)

Messrs. Radhakrishna Bhagavatar and
Umayalpuram Venkataramna Aiyar were of
opinion that it was an Oudavasampurna with
Kakali Nishada in thearohana and Kaisiki in
the avarohana, and that Suddha Dhaivata did
not occur but Antara Gandhara was used.
Mr, G. V. Narayanaswami Aiyar agreed as
this was illustrated in the song “Meevalla
Gunadosha.”

plar javali «Vaddanine’ was sung
by’lg‘r? gl?igivasax{aghavachariar in support of
his view that the correct lakshana would be
Sa-ri-ga-ma-pa-ni-sa and Sa-dha-ni-pa-ma-
pa-aa-ni-pa-ma-ri-ga-ma-n-sa.

Mr. P. Ramakrishnayya Pantulu, on the
authority of a Sanskrit text-book laying down -
that Kapi was derived from 22nd mela,
doubted the propriety of the usages of Anfara
Gandhara or Kakali Nishada. Mr. T. L,

. Venkatarama Aiyar gave the history of this
Raga and said that it appeared to have been
sung for the first time in the south by Vadi-
velu in the Travancore Darbar; up to that
time there had been only one variety of Kapi,
the one which they had already discussed
(Karnataka Kapi) and which was covered by
the old lakshana gitas.

Miss Saradambal, a student, then played
on the veena a svarajati in Kapi which was
composed at the time of Svati Tirunal in
which ri-ma-pa-ni-sa and sa-ni-dha-pa usages
were found. She also played another song
by Mr. Nilakanta Sivan in Kapi, in which
Ri-ga-ma prayogas were observed.

Mr, S. Y. Krishnaswami Aiyar, I. C. S,
who felt that the veena rendering of the first
song savoured of Madhyamavati to his ears,
remarked that in view of the fact that there
was so much difference of opinion among
the Pandits on this Raga, it appeared to him
that no useful purpose would be served by
attempting to codify it firstly because it was
an imported Raga and secéndly because it
was sung differently by different persons,
As it belonged to the Hindustani species, they
might take in whatever they liked, but he
doubted whether they could prescribe its
lakshana with authority.

Mr. T. L. Venkatarama Aiyar said that this
Raga had come {o stay and they had to take
note of it and try to decide its scientific
character, because it was so popular and it
was desirable to codify it so that it might
not stray further. Svatimaharaja composed
several varnas in Hindustani Ragas and this

Raga also appeared to have come into vogue
during his reign,

Mr. P.S. Sundaram Aiyar traced the
genesis of Kapi in the south” to the reign of
Venkaji Maharaja when it was imported
owing to the influence of Samartha Ramdas,

Vigivan Muthiah Bhagavatar remarked
that it was undoubtedly an import and in

our concerts it had been sung from the days
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of Mookhar Bava. Thisisa popular Raga
- with pleasing effect and, if they fettered it by
rules, it would interfere with the freedom of
artistic expression. No doubt, for Karnatic
_ragas they must prescribe rules and regula-
tions, but for an imported Raga like Kapi,
which had all sorts of sancharas, such restric-
{ions might not be very desirable,

Mr, G. V. Narayanaswami Aiyar opined
that the present-day Kapi was neither
Karnatic nor Hindustani, and therefore they
had to prescribe some lakshana.

~ The Chairman also agreed and added that
they had ten Kritis of Thyagaraja sung in
this raga, like “Athade Dhanyudu’ and there
was also a varna embodying it. (He sang
both.) As it was found that Kritis were
undergoing transformations at the hands of
musicians, it was necessary to fix some rule
or lakshana.

Finally, the Conference decided by a vast
majority that the following was the lakshana
of Hindustani Kapi: the arohana is Sa-ri-ma-
pa-ni-sa and the avarohana is Sa-ni-dha-ni-

pa-dha-pa-ma-ga-ri-sa. It is a shadja graha
Raga, the prayogas Ma-ga-ma (with Antara
Gandhara) and Ni-dha-ni (with Kaisiki
Nishada) occur in it and that Kakali Nishada
is used in the arohana,

KArRNATAKSY BEHAG.

There was not much disagrecement on the
svara content of Karnataka Behag as the
only composition in this raga is Thyagaraja’s
“Nenendu Vedakura” which is wrongly
classed as Harikambhoji in a number of
text-books. This Kriti was cffectively sung
by Dr. Srinivasaraghavachari and his disci-
ples, Misses Suganthavalli and Vedavalli
(daughters of Mr. N. Srinivasachariar) and on
hearing 1, the Conference unanimously re-
solved that the arohana of Karnataka Behag
was full and its avarohana was Sa-ni-dha-ni-
pa-ma-da-ma-ga-ri-ga-sa and that it wasa
derivative of the 28th mela.

The Conference then adjourned to meet
again the next day, when Devakriya, Kan-
nade Gowla, Desakshi, and other ragas were
discussed.

THE EIGHTH DAY.
29—12—1933.

Discussion on Raga Lakshanas was agr?ed
to be taken up afterwards, and thg Con etr)-
ence discussed resolutions on various su.(-:
‘ects relating to thg improvement of musi

{he revival of dancing. .
am:{r S, Satyamurtt offered the following

seven resolutions.
GRAMAPHONE CENSORSHIP.
The first reasolution was as fgllf)\vs: .
«This Conference is of opimon that,
order io concerve good musiC, to keep up
standards and to educate public tastedonf
right lines, it is necessary that a Bé)ar ©
ansors should be appointed by the : oxéenln-
ment, consisting of musical cfperts {:1(1)1 ,::(:1
ntati i ontrol
sentatives of the public to ¢ d
re;ulate the release of gramophone records..
Vidvan Muthiah Bhagavathar moveg (;t
and Mr. P. G. Sundaresa Sastriar secon et.
Both of them deplored Lhe deterioraling {aste
in music and urged that ifh _pt;]b]f:; ntgitrcd\:g:
be cultivated up to a hmgh s g
- blic ear should be fed on good musiC (gr
which the Censor Board proposed would be
absolutely necessary. .
The resolution was unanimously passed.
DURATION OF PERFORMANCES,
i d by the Con-
The second resolulion passe :
ference stated that in the interests of the
development of music, 1t ig necessary that no
musical performance including  Kala-
kshepams should exceed three hours in dura-
tion P It was moved by Mr. T. Lakshmana
Pill;;i and seconded by Mr. Bhar_:ztam Nara-
naswami Aiyar. The latier said that even
xe performan.ces of Patnam .Subra.mama
Aiyar and Maha Vaidyanatha Aiyar did not
exceed three hours.
VARIETY IN MUsIC S
i a Pillai moved an
dvan T. Lakshmana
ViX»‘van Muthiah Bhagavathar seconded the

next resolution.

«This Conference is of opinion that songs
sung in music parties should be of different
varieties and in different languages and
should be representative of different great
composers and especially appeals to musi-
cians singing in South India to sing more
songs in Tamil.”

Mr. P. S. Sundaram Aiyar doubted
whether it would be quite desirable to intro-
duce the restrictions of language and author-
ship in the field of music. Arl should re-
cognise no such limifations and the best
productions should be encouraged.

Vidvan Muthiah Bhagavatar replied that
they had got in Tamil many compositions
comparable in excellence to the songs of
Thyagaraja or Kshetrajna and instanced
Maha Vaidyanatha Aiyar’s ‘Ennaththukuda-
leekayam’ in Suddha Saveri. To enjoy music
to the fullest extent, listeners should under-
stand the Bhava or meaning, and if they
wanted Tamil compositions to come up in
larger numbers this resolution should not be
opposed. The Chairman agreed and added
that there was no antagonism to non-Tamil
languages in the resolution, either intended
or apparent,

The resolution was carried,
UNIVERSITY DIPLOMA COURSE,

Vidvan Tiger Varadachariar next moved:
«This Conference is of opinion that the Dip-
loma course in Indian Music of the Madras
University should be made a two-years’
course, and that the syl'abus should be re-
framed on a suitable basis.”

Mr. P. S. Sundaram Aiyar seconded.

A number of speakers expressed the opin-
jon that in the selection of students for the
University course, more emphasis should be
laid on their aptitude for music rather than
on their educational attainments or qualifi-
cations. ‘
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The resolution was unanimously passed,

The Conference then adopted the follow-
ing two resolutions without any discussion:

CirY BROADCAST.

“This Conference is of opinion that the
standard of wnusic broadcast from the Corpo-
ration broadcasting studio should be suitably
raised and requests the Council of the Cor-
poration of Madras to take suitable steps in
this behalf.

Music 1N ScHOOLS.

“This Conference appeals to the manage-
ments of. schools and colleges throughout
the Presidency to introduce Indian music as
an optional subject for boys as well as girls.”

SCHOOL OF DANCING.

Vidvan Bharatam Narayanaswami Aiyar
then moved and Vidvan Syama Sastri
seconded the following resolution which was
carried unanimously:—

“This Conference requests the Music
Academy to open a school of dancing as
early as possible.”

The Chairman observed that this was a
very popular art which had gone out of use
and it was only associations and bodies like
the Music Academy that could take up the
work of reviving it.

Mr. V. Raghavan supported saying that
Nritta in the ancient days occupied the
first place in Sangitha and gita and vadya
(the present-day music) were conceived as
only aids to dancing.

Mrs. Stan Harding then made a few re-
marks. She said that she was trying to get
a record of the surviving traditions of Natya
Sastra in India and for this purpose travelled
extensively in Southern India. If the art of
dancing was to survive, the artistes must
first be suitably rewarded and respected. As
regards the ritual dance, she said that it was
of vilal importance that it should not be
transplanted because it had struck roots dee
already; they could easily transplant a tender
shoot but not a tree. Dancing had played
in India from time immemorial a very im-
portant part in the worship of God and if it
was to be perpetually dissociated from tem-
ples, it would be like uprooting an old tree.

The private life of the artistes was not a con-
cern of the public. The requirements of the
art itself would make it imperative that the
artiste should keep away from self-indulgence
or excess, as a self-indulgent life is incompa-
tible with the art. The last living exponent
of the art she found was the Jate Jeevaratnam,
Both the Kathakali of Malabar and the
dance of the south might be said to be in
the same position, and the only people who
still preserved the finest traditions were
elderly men incapable of doing the acrobatic
part of the dance. Although there might be
no living demonstrator of the art, it could
still be preserved, by getting young pupils
ttained by the old teachers, The first thing
necessary to keep up the art was {o make the
artistes independent in life so that they might
be in a position to concentrate on the art.
She did not sce why, when God was wor-
shipped in the dancing posture, dancing was
not considered respectable for males. She
then referred to the change of dress of the
dancing women, Devadasis, When she
came to India 20 years ago, the style was
extremely beautiful and charming. Nowadays
they used very much heavier material which
would impede free movement. She there-
fore, urged that the old style of dress should
be revived. She exhorted the Music Aca-
demy to take carly steps {o revive this art
which had now become stagnant by finding
out where its tradition survived in its purest
form and encouraging its development.

Thefollowing resolutions of Mr, V. Ragha-

van were then unanimously adopted without
any discussion :—

Resolved that the Academy do arrange
for collecting a library of gramophone
records of all the available compositions of
the different composers, the different styles
of singing of the various Carnatic Sangita
Vidvans and the representative playing on
the different instruments, stringed, blown,
percussion, etc.

Resolved that the Academy do collect a
portrait gallery in their premises of all the
celebrities in the field of Carnatic music,

composers as well as musicians, vocal and
instrumental,

1933 CONFERENCE 121

Resolved that the Academy do publish a
series of books relating to music, each book
dealing with one definite subject—kinds of
Carnatic compositions, Carnatic composers,
Carnatic musicians of the past and of to-day.

Resolved that the Academy in the coming
years do arrange each month, besides
music performances, regular monthly lec-
tures on definite subjects by competent
scholars. '

‘Resolved that the Academy do represent
to the Hindu Religious Endowments Board
that steps should immediately be taken to
see that Devaram, Vaishnava Prabandham,
Bharata Natyam, Nagasvaram and other
temple musical arts are again made part of
the daily offerings to the God in all temples.

Resolved that the Academy do suggest to
dramatic societies in Madras that they must

employ songs composed by good composers
only, songs that are of a high level both in
Sangita and Sahitya; and that the same sug-
gestion be made to producers of Tamil sing-
ing pictures. The Academy should sponsor
Tamil talkie ventures that can preserve
wholesale to us the old operatic Tamil lite-
rature, the Rama Nataka Kirtanas of Aruna-
chala Kavirayar, the Skanda Purana Kirtanas
of Kavikunjara Bharati, etc.

Resolved that the Academy do arrange to
teach in their cily model girls’ music schools
not only the classical kritis, varnas, etc,, but
also something of the rich stock of the folk
music and household music of the Tamil
land, the national songs of Bharati and such
household dances as kummi, kolattam, etc,

The Conference then adjourned to meet
again the next day.



THE NINTH DAY.
31—12—33
DISCUSSION ON Racas,

The Conference re-assembled at 12-30
P.M, Vidvan Muthiah Bhagavathar took the
chair, owing to the unavoidable absence of
the President, Vidvan K. Ponnayya Pillai.
The lakshana of Raga Devaksiya was first
taken up for discussion.

At the outset Mr. T. L. Venkataramaiyar
described the progress of this raga during
the last three or four centuries. He said
that Ramamatya, Somanatha, Tulaja Maha-
_ rajaand Venkatamakhin classed it asa deriva-
tive of the 28th Mela (Harikambhoji) with
Sa-ri-ma-pa-dha-sa and Sa-dha-pa-ma-ri-sa
for its lakshana, so that it tallied with the
raga at present known as Suddha Saveri
under which a number of compositions like
Thyagaraja’s ‘Darini Telusukonti’ are group-
ed in the modern text-books. But the raga
which had been going by the name of
Suddha Saveri up to the eighteenth century
was similarly an oudava (pentad) but a janya
of the 1st Mela (Kanakangi) according to the
Sampradaya Pradarsini and the 15th Mela
(Mayamalavagoula) according o other
authorities. The name Devakriya however
cxisted at the present day but with itsancient
form and svara content entirely changed,
and was embodied in and remembered by
Thyagaraja’s kriti ‘Nati Mata Marachitivo’,
the only composition printed under ‘Deva-
kriya’ in subsequent {exi-books.

In view of the fact that the oudava in
question had come to be now called Suddha
Saveri and it would be difficult to displace
an established name, Mr, P, S, Krishnaswami
Aiyar suggested that this namc might be
retained but that the old Suddha Saverj gf
the 1st Mela might be called Devakriya, as
otherwise this latter raga would have to go
without any name,

Vidvan Bharatam Narayanaswami Aiyar
remarked that there was no known composi-
tion in the so-called Suddha Saveri of the 1st
Mela, and it might not be possible to sing it,
bringing out its individuality as a janya of
Kanakangi.

Vidvan Umayalpuram Venkatarama Aiyar,
said that according to the treatise ‘Sangraha
Chudamani’ by Govinda, Devakriya took
Sa-ri-ga-ma-ni for ascent and Ni-dha-ni-
pa-dha-ma-ga-ri-sa-ni, in the descent that it
was a Nishadantya raga and a derivative of
Natabhairavi, the 20th Mela. But in the
lakshana gita given by that author, the
Sanchara ranged from sa of the third octave
to pa of the lower octave. According to
modern practice, however, Devakriya was
known by the kriti ‘Natimata’. (The speaker
sang this kriti.)

Vidvan Muthiah Bhagavathar observed
that the kriti *Natimata’ did not g0 according
to the lakshana given by Govinda, but took
Ri-ma-pa-ni-sa in the ascent and Sa-ni-dha-
ni-pa-ma-ga-ri-sa in the descent, that the
svaras were those of the 20th Mela and that
Ri-ga-ma and Pa-dha-ni-dha-ni and chatusruti
Dhaivata also occurred prominently, It was
not known exactly what raga Thyagaraja
meant it to embody as Svararnava said to be
relied on by him was lost to them now.

Vidvan Shermadevi Subrahmanya Sastriar
said . that although undoubtedly the kriti
‘Natimata’ was very beautiful, its raga could
not be rightly called Devakriya, as Dikshitar
composed  two  kirtanas  *Sri Guruguha

Tharayasu mam’ and *Sri Vatukanatha’ giving
lh.cm the authoritalive name of Devakriya
with the seal at the end. The difference
bemg only in name he urged that this unim-
peachable authority might be accepted and
the name ‘Devakriya’ adopted for the raga
now going by the name of Suddha Saveri.
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Mr. V. Varahanarasimhacharlu brought
out an old Sanskrit treatise in which Deva-
kriya was described asa Shadava (six svaras)
raga with Sa-ri-ga-ma-dha-ni-sa in the ascent
and Sa-ni-dha-ma-ga-ri-sa in the descent, with
a footnote that the lakshana Sa-ri-ga-ma-ni-
dha-ni and Ni-pa-dha-ma-ga-ri-sa-ni was pre-
valent in the Andhra country. This some-
what tallied with Sangraha Chudamani.

Mr. T. V. Subba Rao suggested that the
raga now called Suddha Saveri embodied in
compositions like ¢Darini’ might continue
under that name as it had been coming
down like that for over a century. As for
Devakriya, he said, the raga embodied in
«Natimata’ might conlinue to go by that
name, as a derivative of the 22nd Mela, as in
the case of Dilipaka and Natachintamani.

Mr. P. S. Sundaram Aiyar observed that
from the discussion there seemed {o be two
schools of musical thought, one represented
by Dikshitar and the other by Thyagaraja.
Mr. T. L. Venkatarama Aiyar denied 1t say-
ing that there was only one school that all
{he three chief composers followed.

Vidvan Muthia Bhagavathar said that it
was now (00 late to change the name of the
present Suddha Saveri as it was fixed by
modern practice.  As for Devakriya of
¢Natimata’, it was a very welcome a_ddxtxon
to our musical lore given to us by Sri Thya-
garajasvami along with so many other ragas
like Chenchukambhoji, Kharaharapriya, ¢tc.,
invented or brought out by him. So he
advised the Conference to fix the lakshana
of Devakriya according to this kriti «Nati-
mata’ and record the fact about the ch;mge
of the old Devakriya into Suddha Saveri.

The Conference agreed that the ancicn@
Devakriya became the present Suddha Save.n
and that its lakshana was as follows (-]t is
in the 20th Mela with many chatussruti
Dhaivata prayogas like Bhairavi (Gandhara
also being the one met with in Bhairavi);
there is also the chaya of Kharaharapriya; its
arohana is Sa-ri-ma-pa-ni-sa and its descent
Sa-ni-dha-ni~pa-ma-ga-ri-s3 with Ri-ga-ma
and Pa.dha-ni as charagteristic prayogas; it
is a Bhashanga raga.

KANNADA GOULA

Mr. T. V. Subba Rao next started the dis-
cussion on Kannada Goula and said that it
was a derivative of the 22nd Mela with Sa-ri-
ga-ma-pa-ni-sa in the arohana and Sa-ni-dha-
pa-ma-ga-sa in the avarohana,

Mr. Umayalpuram Venkatarama Aiyar
pointed out that both the Sangita Sampra-
daya Pradarsini and Sangrahachudamani put
it as a janya of the 22nd mela with Sa-ga-ga-
ma-pa-ni-ni-sa and Sa-ni-ni-dha-ma-ga-ga-sa
in the arohana and avarohana respectively.

Vidvan Muthiah Bhagavatar observed that
in another authoritative work he found this
raga described as a derivative of the 28th
Mela (Harikamboji), but in the majorily of
text-books it was classed under the 22nd
Mela,

There being difference of opinion as to the
parent of this raga, Thyagaraja’s Kritis ‘Ora-
jupu’ and ‘Sogasujuda’ which were classed
under it were then sung one after another
by the vidvans. It was observed from the
renderings that the former song took a clear
Sadharana Gandhara but in the latter the
usage of Antara Gandhara was apparent.
There was also difference of opinion as {o
the other aspects of lakshana and the further
consideration of the raga was adjourned to
to-day to enable the experts to consult autho-
rities.

A PAPER
WHAT SYSTEM DO WE FOLLOW ?

Veena Vidvan L. Subrahmanya Sastriar
of Shermadevi then read a long paper of 15
printed pages on Indian Music—sccrets of
musical subjects, dealing with the history of
music from the time of Sarangadeva of the
Ralnakara (13th century) through the times
of Somanatha, Ramamatya and Venkala-
makhin down to the present day. What the
vidvan attempted to prove by means of this
paper was that Venkatamakhin was the
grammarian of the musical system existing
at the present day, that his lakshana gitas
represent the authorilative code relating to
raga svarupa, that Thyagaraja, Dikshitar and

Syama Sastri were all disciples of Vene

katamakhin’s school, that after Thyagaraja-
svami these valuble gilas were lost for a



124

while owing to lack of proper knowledge

akshya ang that
to show that ajj
€ some 30 years
amakhin was the
k d the scheme,

uen 1

certain modificationg 9 % e uced

‘ into it with neither
authority nor the least understanding of the

_ principles, that this
Govindy whose ¢ ’whereaboufls

regarding lakshana and |
there wad definite evidence
these gitas were i vogu
ago. He stated that Venkat
mventor of the present Mela an
that  Govinda Subse

former’s essentia)

me and

Were nat known wag résponsible f

ufitwelcome
observed during the confusion
death of Thyagamja.

Thatchy, Singzracharxyar
ber of books {(about "th

century) closely  follo

the musical Iiterature brought out in
modern imes répresented mere distorted
editions of these books; Singarachariyar with
all his greatness could not get at Venkata.
makbin’s original because it was hidden in
Kumbakonam Matham. Sastriar then refer-

red to the vexeq question  of geytis and
urged the desirapip;

\ ‘ ty of expert bodies
dxseussmg the theories which he ¢laborated.

revalutians iq musi

fol!owing the
A muysic Vigvan
who wrote num-
¢ end of the jast
wed  Govinda  apd

by the bajieq box,

sabhas was t,, st
AWay  from the sound oy

) Principles enun-
ciated in authoripative treatises,pthat the:c

(It must e noted 1 i
some vidvapy in th ere that i was felt by

€ Conference that some
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Oor some
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of the
Cpen o cniy

were not universally accepted.)

Mr. P, S K
that in view of
raised in the
lated ang th

+ Lakshmana billai, and unani-
mqusly agreed to, The Conference then
adjourned to mee{ pexy day.

VioLiy ComrETITION.

_In the marning there was a mdef'
ton in violin, with Vidvan Syama Sastr,
P. Ra'makrishnayya Pantuls and Venkats-
SWami Naidu as judges. There was a young
girl of 9 yearg among the competitors, The
talent displayed was admitted 10 be of a high
order; results were announced on Monday.

CoMPETITIONS 1N Music,

Vocal music competition for males was
conducted on Thursday morning in the
Music Copference pandal, Four competi-
fors presented themselves §op test, the judges
being  Vidvans haiyangar, Chembai
Vaidyanatha Bhagavatar aod M. P. &

rishhaswami Aivar of Qalicut. Each com-
Peltor sang One varna, twp kritis and
réndered the alapana of {wo ragas,

Oompgtiﬁon n Veena-playing, open 10

. %emlemen, wag also h;::;.
S1ght entries, of whom
were ladxes. ']ghc ]udg::, wc(:bVldm
S’hcrmade!’{ Snbrzhmanya Sasiriar, Tiger
\aradachanyar and Muthiah Bhagi"x:,"
for and relt T Played the pieces 2

render; igh level of
talent wag diSplayed, ering a high

A Corrrcmion.

In the decision Of the conference "eptd‘

ing Karnataky pan: insiant, the
avarohgp 2 Kapi on the 28th instant,

- W34, Bwing (o a sfj P"m’““:
f‘l:‘m—f!hﬂ-P{-ma-ga-riEa; the c%md vy
N3 is Sa-m—dha-pa.ma,ga-ma'riﬂ-

“——.*

points raised by the lectuger were
CISM and (hat alf &is theories

tishnaswam; Aiyar suggested
the importance of the points
PAper, it might be widely circu-
o Matter discussed thoroughly
Mr. P LD Suggestion was seconded bY

T Fo 8. Sundaram Aiyar, supported by

THE TENTH DAY.
111934,

DisCUssION ON RAGaAS.

e e s

- bled
e Academy Conference re-assem

at 1312-30 p.m.,wath Vidvan K. Ponnayyaf\
Pillai in the chair when the lakshanas o
four ragas were discussed and two papers
were read.

Kannapa Gouvra

J i i hich was
onsideration of this raga whi :
dis'cl:‘z}l‘:s:é in part on the 30th. ultnjno wl;x.s
resumed, and after some more d1sczss::n vtv ﬁ:
" ) n
erence decided that its aroha :
g:i‘rfi—-;a-ma-p%m-aa and its avarohanaﬁa-t_m-
dha-pa-ma-ga-sa, and that it was a derivative
of the 22nd Mela (Kharaharapriys),

DESAKSHI

i Muthiah Bhagavathar starting the
dis‘glds:?:n on the lakshana of this x-aga,ti(s):::
{hat it claimed no current ce_,mpssx ksh{
The only piece which he knew in csz:) (ohi
was a gita by Purandaradas which soault d
as a janya of the 28th mela. He C(})]ni f(er

pumber ol treatises and found that fou
?)wks treated about this raga. In Bharﬁ\m-
latakalpavalli it was described as 3 Igegvg;
tive of the 35th Mela with Shats‘ruu_ dllf a a
taking Sa-ga-ma-pa-dha-sa and §a~m- ka;pad
ma-ri-s2, whereas Singaracharlu’s wor na-
Sangitachandrika as  also Sangfwt?heg;gth
dusyam classed it as a jauya o e ash
Mela with Sa-11- g2 P eandira gita

~a-ga- Ma-r1-53 - “ -
csl}?gwn;d tghat its asSc:ntt g:: Sgr;;g;gigl;i::

scent a-ni-dha-pa-

Zairikg;bhoji) which seemed to be the
{mrec{ lakshapa so far as the raga dw_a.s,
. ent in practice. i was also '{OB? tllxn
g::gita Sarvartha Saragangraha, prior 10 the

According 10 Mr. Varahaparasimha-
charlu, Desakshi was a derivative of the 29-th
Mela, but different sancharas were given in
different text-books.

Mr, T. L. Venkatarama Aiyar statgd that
rding to Sangita Sampradaya Pradarsini,
?tl}fgfcdlg%re tW(g) ragaspcal'led ‘Narayana
Desakshi’ and ¢8aila Desakshi’, one being a
derivative of the 29th Mela and the other the
35th melakarta raga ilself. There were 3
number of gitas and prabandhas in the
former which was sampurna both ways,

The Chairtvan asked if any Vidvan knew
any compositions in this raga, and Mr.
Radhakrishna Bhagavathar sang the Ashta-
padi song beginning with ‘Stanavinihita
and M. Aaantakrisnna Alyar gave 3 rénder
ing of Dikshitar’s ‘Sri Sulinim’, It was obe
served that these renderings savoured of -
Bilahari. |

Mr. T. V. Subba Rao opined that the
Dikshitar song recited was not in Desakshi
as that name was not found mentioned by
the composer in the kirtana itsell as was
usual with him. The correct view Aaccord-
ing to him was that Desakshi was a janya of
Harikambhoji, and there were many Puran-
daradas’s kritis and gitas to support this view,

There being such wide difference of opin-
ion among the experts pregent and as there
were no current songs forthcoming on this
raga, the consideralion of its Jakshana was
adjourned.

BaLasamsa

Dr. T. Srinivasaraghavachariyar fed the dis-
cusston on Balahamsa, stating that itg jak-
shana was Sa.ri=ma-pu-gha-sa in the arohana
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and Sa-ni-dha-ma-ri-ma-ga-sa in the avaro-
hana, with a special usage of Ma-ga-ri-sa;
and this lakshana was borne out by a
number of Thyagaraja’s compositions.

Mr. P. S, Krishnaswami Aiyar opined {hat
the usage of Ma-ga-ti-sa was found in Dik-
shitar’s compositions, but not in those of
Tyagaraja, so far as he knew. In the latter’s
kritis, Sa-ri-ga-sa frequently cccurred. (He
sang ‘Ninnubasi’ to illustrate his point.)

Vidvan Radhakrishna Bhagavatar then
sang Tyagaraja’s ‘Dandamu Pettenura’ and
stated that according to i, the descent was
Sa-dha-ni-pa-ma-ga-ga-ri-sa.

Vidvan Muthiah Bhagavatar observed
that, according to his pitham of ‘Dandamu
Pettenura’ and cther Thyagaraja kritis in this
raga, the arohana would be Sa-ri-ma-pa-dha-
sa and the avarohana Sa-ni-dha-pa-ma-ga-ri-
ga-sa, the grouping Sa-ri-ga-ma-pa-ma-ri also
occurring now and then. As Sa-ri-ga-ma
and Ma-ga-ri-sa prayogas were used by both
Thyagaraja and Dikshitar, he proposed that
these might be regarded as arsha prayogas.

Mr. G. V. Narayanaswami Aiyar stated
that he had heard many kritis of Thyagaraja
and Patnam Subrahmanya Aiyar in this raga,
but could not find this Sa-ri-ga-ma usage in
any of them. Mr. T. L. Venkatarama Aiyar
replied that this prayoga was to be seen in
the gitas embodying the lakshana of the
raga. Vidvan Muthiah Bhagavathar sup-
ported the previous speaker saying that he
had learnt a number of kritis, varnas, and
javalis in this raga and found this parti-
cular usage occasionally prevalent. Mr. T.
V. Subba Rao was against Sa-ri-ga-ma
prayoga. '

Misses Sugandbavalli and Vedavalli then
sang Thyagaraja’s kriti ‘Thallidandrult’, and
on this rendering and that of the other songs
sung earlier, the Conference decided that Sa-
ri-ma-pa-dha-sa and Sa-ni- dha-pa-ma-ri-ma-
ri-ma-ga-sa were the arohana and avarohana
of Balahamsa respectively, that Ma-ga-ri and
Sa-ri-ga-sa were characieristic usages; it is a
janya of the 28th Mela (Harikambhoji): and
that Sa.ri-ga-ma was an arsha prayoga found
in the ancient compositions.

_As regards Ma-ga-ri-sa usage, Dr. Srini-
vasaraghavachariyar gave an interesting story,

It appears that when Thyagaraja sang a kriti
with this group of notes, the first of his
sishyas respectfully pointed out that it did
not seem to be sastraic, The saint directed
this disciple to see the Vyasakataka or some
such old treatise; and it was found that this
particular usage was authorised in that book.
On this, the Svami seems to have remarked

that unscientific usages could not escape his
lips,

EESAMANOHARI

There was not much of disagreement as
regards the arohana and avarohana of this
raga, but the dispute related to the tonal
value of the Nishada occurring in it.

Vidvan Muthiah Bhagavatar sang Dikshi-
{ar’s “Ananta balakrishna” and Thyagaraja's
‘Sti Janaki’ and pointed out the Kakali
Nishada occured clearly in the former while
in the latter it was certainly touched though
not with emphasis. Mr. T. L. Venkatarama
Alyar observed that in the usage Sa-ni-sa, the
Nishada was always Kakali.

Dr. T. Srinivasaraghavachariyar and Mr. P,
S. Sundaram Aiyar and Vidvan U. Venkata-
rama Aiyar were against the usage of Kakali
altogether, whether clear or shadowy, while
Messrs. G. V. Narayanaswami Aiyar, Varaha-
narasimhacharlu and T. V. Subba Rao were
inclined to allow an alpa prayoga (shadowy
usage) for this note, the rest of the vidvans

favouring the use of a clear-cut Kakali
Nishada.

Thyagaraja’s ‘Manasa Srimachandruni’
was also sung with a view to discover this
elusive note, and it was given out by Vidvan
Radhakrishna Bhagavatar that it occurred in
the arohana while Kaisiki Nishada was in
evidence in the descent,

The Conference finally decided that Eesa-
manohari took Sa-ri-ga-ma-pa-dha-ni-sa in
the arohana and Sa-ni-dha-pa-ma-ri-ma-ga-
ri-sa in the avarohana, that it was a derivative

of the 28th Mela, and in the ‘usage Sa-ni-sa
Kakali Nishada occurred.

MusiCAL NOTATION aND SruTis, ETC.

Mr. P. G. Sundaresa Sasiriar concluded
his paper on musical notation, He suggest-
ed a number of signs, horizontal and vertical
lines, dots, commas, crescents and other dis.

4
a
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tinguishing marks to indicate _tala, kala,
sthayi and other elements of music, many of
which are not found in any text-books.

ANOTHER PAPER
Mr. P. S. Sundara Aiyar then read the
paper written by Vidvan Radhakrishna
Bhagavathar on  Srutis, Gramas and
Murcchanas.

The Conference then adjourned to meet
next day.

COMPETITION RESULTS

The following were the results of the
Competitions (Vocal, Veena and Violin)
held during the Music Conference Session:—

Vocal for Ladies: (1) Sri R. Brihadam-
bal; (2) Sri S. Santa Bai. ¢

Vocal for Gentlemen: (1) Sangita Bhu-
shana D. Sriramamurti, Annamalai Univer-
sity; (2) Not awarded.

Veena: (1) Sri Subbamma, Mysore; (2)
Sri Sarojini Devi, Guntur.

Violin: (1) Sri V. N. Tulasi Bai, Madras;
{2) Not awarded.

A separate function for the award of
medals to the winners of the Ashtapadi and
the Conference Competions (Vocal, Veena
and Violin) was announced at 2-30 p. m. on
Tuesday the 2nd January 1934 at the Con-
ference Pandal behind Ripon Buildings,
People’s Park.



THE ELEVENTH AND LAST DAY,
2—1—-1933.
REevivaL or BHARATHA,

The Acadery Conference re-assembled at
12.30 p. m. with Vidvan K. Ponm
“Pillai inpthe chair, anaya

Bharata Vidvan Naltur Narayanaswami
Aiyar delivered a lecture on the “Art of
Bharata—the Indian dance.” He explained
at length with numerous examples the three
branches of this art, namely, Bhava, raga
and tala which could be fully expressed only
in this particular art. Rasa, in its technical
and all-round sense, was the ineffable bliss
which manifested itself in the nine emotions

or Nava rasas. He further explained the
ramifications of rhythm and melody in rela-
tion to dancing. The revival ot that art
would give the proper and necessary em-
phasis to bhava the expression of which was
wanting in modern times. He concluded
by an appeal for reviving the glorious art
which required the simultaneous expression
of the three component efements of Bharata,

Bara KokiL'—A NEw INSTRUMENT.

A new musical instrument constructed
like an obfong box with two sets of wires
fixed thereto by two rests, invented by Mr.,
N. 8. Arunachala Aiyar was exhibited before
the Conference. It was operated with ashort
cylindrical wooden piece and a plectrum of
wire or pointed wooden pencil. Its mani-
pulation was on the lines of the Gottu
Vadyam, but its dimensions were much

smaller.
Di15CUSSION ON RAGAS—SUDDHA DEst.
Discussion on ragas was then resumed,

musical compositions were asked o be sung
by the Vidvans present,

Vidvan  Muthiah Bhagavatar  sang
Thyagaraja’s kritis ‘Endu Kougalintura' and
‘Raghunandana’. It was found that though
the former took Chatussru; Dhaivata, the
latter composition contained the Suddha
variely thereof. The Bhagavatar explained
that according to Sangita Chandrika, Guna-
dusyam, Bharatalatakalpavallj and Sangita
Koumadi, this raga belonged to the zgnd
Mela, whereas Singaracharlu’s book alone
classed it under the 20th Mela {which took
Suddha Dhaivata), The usage of this flat
_Dhawat‘a seemed to him to be a sybge uent
mnovation  not  authorised by ar?cicnt
musical texts or practice.

Vidvans Tiger Varadachari r -
mana Pillai and Messrs, P, S.yﬁriigga?w?n!;i
Aiyar and G. V. Narayanaswami Aiyar
agreed with this view, while Vidvan
Umayalpuram Venkatarama Aiyar advocated
Suddha Dhaivata on {he authority of
Govindacharya,

’l"hq Conference decided b
majority that Suddha Des; wzsaa vsgivﬁzsee
of the 22nd Mela (Kharaharapriya) with Sa.
n-ma-pa-dha-ni-sa in the archana and Sa-ni~
dha-pa-ma-ga-ri-sa in the descent.

KANNADA,

This raga which is different from the
well-known Kannada of stage fame had, ac.
cording to Vidvan Muthiah Bhagavatarywho
led the discussion thereon, two sorts of

Suddha Desi being the first taken up. There sancharss one being Sa.ga-ma-pa-ma-dha-ni.
was no disagreement either as to its parent sa and Sa-ni-sa-dha-pa-ma-ga-ma-ri-sapgthe
Mela or its archana and avarchna, but other being  Sa-ri-sa-ga-ma-pa-ma-da-ni-s

difference of opinion manifested itself as to and Sa-ni-sa«dha-pa-tasga-ma-pa-ga~-maeris

the character of the Dhaivata used in it. To sa. Mr. M, S, Ramagwasm Aiyar considered

decide this point, the existing well.known the first sanchara sufficient as it included the

< PP INWivsung vy
ariyar gave an
vasaraghavach
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second a)so' in ils scope, the second not ¢Soundararajam asraye’ were then pressed

being substantially different from the first.

Mr, P. S. Krishnaswami Aiyar pointed out
that both the Gandhara and the Dhaivata
should be pronounced long to bring oul its
characteristic raga bhava. :

Mr. T. L. Venkataramma Aiyar raised
another point, f.e.,, that there was a3 usage
of Ri-ga-ma in the higher oclave and sang
Dikshitar’s ¢‘Somam Sirodhruta’ in illustra-
tion of his point.

Mr, Radhakrishna Bhagavatar raised the
question of Nishada and was very emphatic
that it was Kaisiki and sang ‘Bhaja re’ to
prove it. The Chairman, on the other hand,
sang the absfract raga and explained that
Kakali Nishada alone would give the chaya
of the raga. The latter view prevailed,

It was finally decided that the asohana of
Kannada was Sa-ga-ma-pa-ma-dha-ni-sa and
the avarchana Sa-ni-sa-dha- pa-ma-ga-ma-ri-
sa, the Gandhara and Dhaivata being pro-
nounced Jong; Sa-ri-ga-ma and Ga-ma-pa-
ga-ri-sa were regarded as exceptional usages;
the raga was classed under the 29th Mela
(Dhira Sankarabharana).

BRINDAVANA SARANGA,

There were not many widely known
compositions in this admittedly imported
raga, and Vidvan Muthiah Bhagavatar
stated that except for the touch of Sadharana
Gandhara and a shade of Kakali Nishada
this raga would sound like Madhyamavati; it
was a derivalive of Karaharapriya mela
(22nd) and took Sa-ri-ma-pa-ni-sa in the
ascent and Sa-ni-pa-ma-ri-ga-sa in the
descent. As for the presence of the Kakali
Nishada, the Bhagavatar said, it was clear
from the kirtana of Dikshitar in this raga.
The facts that this was originally a Hindu-
stani raga, that Dikshitar imbibed the
Hindustani style in his childhood and that a
northern raga called Sarang took a clear
Kakali Nishada in the ascent lent support to
this view, The Gandhara svara was intro-
duced by the southerners to distinguish the
raga from Madhyamavati on one side and
Sriraga on the other.

Painam Subrahmanya Aiyar's ‘Sarasi-
ruhanayana  Srirama,” and  Dikshitar's

into service to find out whether the theory
of Kakali Nishada was borne out by current
practice. It was observed that it was absent
in the former and existed in the laffer parti-
cularly in the arohana. On the basis of the
former song a section of the Conference
advocated Sa-ga-ri-ma in the arohana,

Mr. T. L. Venkatarama Aiyar quoted the
authority of Venkatamakhi to prove that in
the usages Ga-ri-sa and Ga.sa the Gandhara
was not clear but only very slight and that -
the note that distinguished this raga from
Madhyamavati was the Kakali Nishada, He
sang ‘Soundararajam’ in illustration of his
pomt. Vidvan Muthiash Bhagavatar support-
ed him saying that he knew 2 Devarnama ip
this raga which revealed the presence of this
note in a pronounced manner,

'A }arge majority were, however, against
this view and expressed (hemselves in favour
of Kaisiki Nishada and clear-cut Sadharana
Gandhara occurring in the raga, and the
Conference accordingly decided that Brin-
davana Saranga was a derivative of the 22nd
Mela with Sa-ri-ma-pa-ni-sa in the arohana
and Sa-ni-pa-ma-ri-ga-sa in the avarohana,

KANNADA Baxgara,

_ The paucity of any avthoritative composi-
tions in this raga probably accounts for the
complete unanimity that prevailed in regard
to its lakshana, which was deduced from
the song of Thiruvottiyur Thyagayyar begin.
ning with the words “llalona Nika Sariye.
vvarayya’', f.., that it was g derivative of the
15th Mela (Mayamal:wagoula) with Sa-ri-
ma-ga-ma-pa-dha-sa in the ascent and Sa.
dha-pa-ma-ga-ri-sa in the descent,

A PAPER ON GaMaxkas.

Mr. V. Varahanarasimhacharlu then read
a paper an Gamakas, in which he advocated
the 15 authorised gamakas of the classical
anthors and stated that the go-called Dasa.
vidha Gamakas of the modern text-books
represented a wrong classification apng
nomenclature, He also opined that the
signs used by Subbarama Dikshitar were too
many and proposed the infroduction of 5
new signs (10 represeni the authoriseq 15§
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gamakas) 10 the
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ir place, viz, for Kampita,
Kuralam and another.

Ahata, u Yasita,

- The Conferen
pext day for the las
CLOSING PAY’S PROCEEDINGS.

3.-1--1934.

_ concluding sittings of the Madras

Tl_lg C‘:,;erence organised by the Madras

.Mus‘.c Academy were held ou 3-1-34 after-
Mus! when the medals to the successiul
noon sitors in the competitions held during
:’::’, onference, were given away by Lady
Raman. Vidvan K. Ponnayya Pillai, the
President, was in the chair.

Mr. K. S. Viswanatha Sastri, Secretary of
the Academy, alter giving details of the
compelitions held by the Academy, request-
ed Lady Raman to hand over the medals,

The following were the prize-winners :—
m:l\t;l:t;[i)a(}i)x cgmpctition: P‘ix‘§t prize—Sri-
vVoN :I'h' R{\)am; second prize—Srimathi
]a.yalal::shmimm Bai; consolation prize—

chal Music {Ladies): First prize: Sri-
malhg R, Brihadamba; second prize: Sri-
mwathi Santha Bai.

Ba\iliolin (Ladies): First prize: V. N, Thulasi

ce then adjowned (o_mee\
t sitting of the sesson,

Vocal (Gentlemen)— Figst prize: § ~
Bushana Sriramamurth; Pan{)ulu. +Sangectha

(“Veena)—-l“irst prize: Srimathi Subbamma
Mysore); second prize: Srimathi jini
Devi (G u,ntur). p mmathi Barojini

Lady Raman, after distributing the pri

) es
wished the Academy all successgand ll)lom c’l
that ere long the Academy would be able to
have its own building, She also hoped that
all the Vidvans in the Presidency would
co-operate with the Academy.

PRESIDENT'S CONCLUDING REMARKS,

Vidvan K. Ponnayya Pillai, in the course
of his concluding address, said that he very
much appreciated the interest which Vid.
vans took in the discussions. The papers
read were inteéresting and he would recom.
mend that they be published in the jour.
nal and the ideas put in them be trapslated

into action. He was glad that the Academy

was giving due prominence to Natyasastra.
He finally hoped that the resolutions passed
by the Conference would be adopled by the
Vidvans in their performances not only in
the Academy but also elsewhere. 1t was
only then that their efforts would be com-
pensated. He thanked the Committee for

giving him an opportunity to participate in
the Conference. ) P "

Dr. U. Rama Rao proposed a hearty vote
of thanks to Lady Raman for giving away
the prizes and to Vidvan K. Ponnayya Pillai,
their President. He also thanked the volun-
teers under the leadership of Mr. G. K.

Seshagiri for the great assistance rendered
by them.

. The Academy he said, was having the
onference solely for the purpose of impro-
Vg music and their chief work lay in the
dlscussuoqs and he very much regretted that
several Vidvans had not participated in the
discussions though they were in town.

| Dl;. Rama Rao appealed 1o al) Vidvans in
the Presidency 1o help the Committee, to
make it a real academy of Vidvans,

Mr, S. Salyamurti gaid that the Academy
had achieved something of which it could
be proud. 1t had raised the status of musi-
cians and he earnestly hoped that the
appeal of Dr. U, Rama Rao would not go
in vain.

Vidvan L. Muthiah Bhagavatar, Vidvan
Tiger Varadachariyar, Vidvan Parupalli
Ramakr'lsh!m Pantulu and Vidvan T. Laksh-
mana Pillai also thanked the Academy for its

comlortable arr
Vidvans, angements to lodge the

Col:Ir. K._ S. Viswax}a(ha Sastri thanked the
thcporahOn authorities for allowing them
use of the grounds, the press and the

police for the; . :
ence a succcs: help in making the Confer-

With the sing;
ference mminﬁlgg ol mangalam, the Cone
In the evepin th i
tai g there was a musical enter-
“rnm';"' b\? Vidvan Ponnayya Pillai(vocal)
Ir: arl]{z enkatarama Aiyar (violin), and
Jore Vaidyanatha Aiyar (mridangam).

BOOK REVIEWS

BY
K. V. RAMACANDRAN

Ghanam Krishna Aiyar (With the text of
57 compositions and a list of 73 composi-
tions of Krishna Ayyar); Gopalakrishna
Bharati (with an appendix of 26 songs) and
Mahi Vaidyanitha Aiyar. In Tamil by
Mahimahopadhyaya Daksinatya Kalanidhi
Dr. U. V. Svaminatha Aiyar. Copies to be
had of the author, Thyagaraja Vilasam,
Pillaiyar Koil Street, T iruvettesvaranpet,
Madras. Prices As, 3, As. 8 and As. 6.

i
GHANAM KRISHNA AIYAR.

In this brochure the Mahimahopadhyaya
gives an account of the life and times of
Ghanam Krishna Aiyar, the well known com-
poser in Tamil, who was no other than th’e
maternal grandfather of the biographer’s
father. _

Ghanam Krishna Aiyar learnt music under
{he great Master Adippayya among whose
disciples  were some of the greatest
musicians of the age, in particular, Syama
Sastri and PPallavi Gopala Aiyar. At the time,
a famous exponent of the Ghana mode ap=
peared on the scene, in the person of ngbxh
Kesavayya, and under his guidance Knslm:;
Aiyar mastered the intricacies of that styleo
singing, within a very brief per_xod, l(l)? the
amazement of Kesavayya himself. From
now Krishna Aiyar's position among contem-

rary musicians was assured, gnd Ratrons

ied with one another in securing his alle-
o ble among these were the
nar of Kapisthalam, Prince Amara-
:;‘,:?3;3 Tiruv;daimarudu'r and ?{acchyra’x}ﬁz
and Kalymarange 0 D e by
Moorpj?)mlr)u‘:::?(t:ohtzgeKrishna during his
::ﬁl; §rd%ous rehearsals, ’!‘ouchmg was }ihe
f;iendship between Amz_arasxmhz and I;nsh:s
Aiyar; alceady the previous evening €

giance. Nota

taken leave of him, prj i

' - s prior o h
Udaiyarpalaiyam, but early ‘Sng:{)artu(e for
found Krishna Ajyar bidding him ‘f‘;Ornmg
again through a song in Udaya Ra rewell
ing tears (0 the eyes of 84 bring. .

Krishna Aiyar had caredAmarasim a. Jf

i 1
chosen his patron from a’mc:sgcci?éd kl;]:;e
s

of the land, but Krishna A;

the appreciation of Kacchira?glzat:) fl:":!{eerretd
side. Kacchiranga's appreciative nod wa:‘} N
his estimation worth several kingdams, ’l"hg
role played by these Zamindars in trouble-
some times in encouraging art and letters is
a bright chapter in the history of art and
letters, It was an age of genuine piety; and
Krishna Aiyar’s hold on his patrons was com-
pletey if some temple needed renovation, he
had just to put it info a song and sing it and
the thing was done. Ripe in age and
rich in honours, Krishna Aiyar passed away,
but his songs are still sung, especially by the
artistes of the nautch. ) .

- 11
GOPALAKRISHNA BHARATI.

When Krishna Aiyar was at Tiruvidai-
marudur, a certain ungainly young man was
masiering the rudiments of Hindustani
Music under a north Indian musician named
Ramadas, a protege of Amarasimha, and
those of Carnatic music under Krishna Aiyar;
the young man was no other than Gopala-
krishna Bharati who found such consum-
mate use for his musicial knowledge, later on
when he improvised his immortal Nandan
Charitram. In the beginning of his carecr
the Mahamahopadhyaya apprenticed himseli
to Bharati; a littie later he had {0 give up.
his music lessons because his Tamil pre~

_ceptor Vidvan Meenakshisundaram  Pillaie, |

‘the arch-enemy of Music'=as Bhanati
styled him, did not approve of it. ~ But even;
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the arch-enemy who had consistently denied
a preface to Bharati’s opera even when the
latter beseeched him for one, suddenly be-
came a convert and volunieered him the
preface of his own accord, alter he heard
Bharati sing once. Purists like Arumukha
Navalar hastened to honour Bharati, Not-
withstanding the jibes of pedants who did
not approve of his literary methods, Bharati’s
contemporary popularity was amazing; it per-
sists even to-day, though his music has suffer-
ed at the hands of uncultured adapters.

The Tamil genius, neither clannish nor
parochial, combines a fine sensibility and an
eclectic aestheticism, and responds to the
finer elements of other cultures in fulfilling
itself; Bharati was the artistic embodiment
of the Tamil genius. The sandal is said to
derive its boquet from.the iragrance of
diverse flowers; even soin Bharati’s work, is
an interplay of subtle refinements and intan-
gible influences, synthesised from diverse
cultures. Bharati was a master of expres-
sion—lilerary and musical, equally at home
in ‘tearing the decree of fale’ or penning a
dainty miniature of little girls’ dancing as in
the following:—

F15 LT R gorgQereres sovn

£iger e Fap® Qusrer

s igopzisrt Quarwry sriws

EFIs 5 Folupybsy,
Nandan Charitram was the parable of his
own soul, intensely feit and imperishably
expressed. He had, besides, a rich vein
of drollery, as witness this mock description
of Sivai—

«Why indeed did you choose this eccen-
tric one, Oh Umal! At the sight of Tripuras
he just grinned; when he saw Manmatha he
just blinked. If in his senses, he sceks you;
otherwise he stands on one Jeg. Why indeed
did you select this mad one?”

Itis interesting that an European was, in
some measure, responsible for bringing out
the first edition of Nandan Charitram. One
Kandappa Chettiyar financed for the publica-
tion. Apparently there was no non-brahmin
movement in those days. 1Iiis a pity that
the original music of Bharati is being rapidly
jost. The music Acadmeny cou!d not do
petter than .pyblish Napdan Chritram as it

was intended to be sung by the author, in
suitable notation,

11
Maua VAIDYANATHA SivaM.

Nearly fifty years have elapsed since the
passing of Maha Vaidyanatha Sivam. Con-
temporary passions and controversies have
long been at rest; now is perhaps the time
to attempt a critical estimate of the achieve-
ments of the famous tenor, certainly one of
the most remarkable personalities of the last
century, about whom there has been greatest
diversity of opinion, the musically learned
and intellectual  section  damning him
with faint praise and the less learned and
uninitiated acclaiming hiin an incarnation.
A Pandara Sannidhi, in whom the genuine
Saivaite fervour of Mahd Vaidyandtha Aiyar
struck a sympathetic chord and whe suc-
cumbed to the magic of his voice, was the
person who bestowed the title ¢Maha' on
Vaidyanatha Aiyar of Vaiyaccheri—a title res-
ponsible for the impression that the recipient
was head and shoulders above his brother
artists and that there was no one  else who
descrved such a title during his time, before
or since. Did Mahd Vaidyanatha Aiyar really
tower over his contemporaries by proven
accomplishnient ?

Ramaswami Sivan, the clder brother of
Mahd  Vaidyanatha Aiyar, was an excellent
man in his own way, learned and pious.
His elegy on his brother isa monument of
his grief and powers of literary expression in
Tamil; and his monograph ‘Mahi Vaidya-
natha Vijaya Sangraham’, which isan elegy in
prose, was motivatcd by his sense of bereave-
ment and loss, more than by a desire to per-
pctuate the achievements of his brother.
Ramaswami Sivan ardently worshipped his
brother on whom his influence, if it was not
exactly sinister, was at least unhealthy; and
to that extent Maha Vaidyanatha Aiyar was
unfortunate in his brother. Ramaswami
Sivan with his severe Tami schoiarship fed
exclusively on the lives of Saints and the lite-
rary fare of Periya Puragam and Tiruvilaiy-
adal Purapam was not unlike Don Quixote
nurtured exclusively on heraldje fiterature
and like him he developed many complexes
chief among which was the victory complex,.

,/Y/
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5 Vaidyanatha Aiyar was a prodigy an‘cal
!bxlea,l::oughtysolnc'uniquq gifts to bear on hl?
musical art; but the excited imagination o
Ramaswami Sivan peopled by Sambandha,
Banabhadra and Banabhadra’s wife and thctr
miraculons exploits saw in his brother’s
music those miracles reduplicated. V\{he're
other people saw music of enthralling beauty,
Ramaswami Sivan could not help sg:mg
a victory. He believed his younger brother
was some kind of musical warror pfedes-
tined to win in every musical jousi an!:il
tournament, whatever the odgls; and he cou
not think of music except in terms of the
battle. 1f Maha Vaidyanatha Aiyar we;p't 'f(?r(]};
to sing, it was in fulfillment of ‘dik-vijaya’.
there flourished some ret'narkablc musician
in some corner of the peninsula he had been
created in the opinion of Ramaswami Sivan
for the sole purpose of being vanquished and
subjugated by his younger brother—a cur}nlgus
aberration of brotherly affection but w ic !
Mahi Vaidyanatha Aiyar in his reciproca
devotion to the clder brother, . at least
tolerated, if he did not encourage it.

san age of high musical achieve-
m:xtﬂ‘:vathe stfndard' of S{ubbara}'r'fu' of
Bikshandarkoil was still {resh in men's mle(;
mory—even Maha Vaidyanatha Aiyar wmft '
not ordinarily sing Sahana out of respgc} 0(1j
Subbarayar’s inimitable exposition of it; ;:?!e
men like Vaithi the elder arld Vaitht e
younger(of Sivaganga),Patnam bubral:jr_na:‘z’d
Aiyar,” Krishna Aiyar of Kunnakkudn and
Raghava Aiyar of Coimbatore were re lou -
ble musicians of proven and substantial mer '
and achievement beyond _cavil. Victor ller
over these remarkable musicians, Spec(am:xb;;e
or otherwise, were neither easy nor pos: te
as Ramaswami  Stvan fondly 1ma§mel ;
contests, if there were any at all, coul o?hz
jead to situations similar to that betweenma
mountain and  the squnrrel. One 'eg
readily admit that alr;ong’ his az?gieggs??i?ted’

3 Vaidyanatha Aiyars w nost

:f);;(l:]é‘;::g);;lat {ew could sing to his pilch or

emulate him in speedy execution or re-

3 d
i groons of clustered svaras an
dup‘l;a:lti tl:;;:;!e expression that his VID,}C)?
::':di;g . him to. But naither coutld M l? e:
i ivar reproduce the neat ara
::gy:(n;‘mh? A‘{laimi‘s Pallavi in the fourth

diminution; nor imitate the intricale pat~
terns of Chinna Vaithi; nor recapture the
rich epic style of Raghava Aiyar nor the
sophisticated elaborations of Patnam Subrah-
manya Aiyar, though all these great musicians
commanded few natural advantages, but had
an excess of defects to overcome. Of Vaithi
the elder it is said that his voice was so
voluminous that he had {o requisition a
special drone of Thuruthi and Othu in place
of the Tambura; and that it would effort-
lessly regale an audience of several thousands
without an amplifier. Further Kunnakkudi
Krishna Aiyar and Patnam Subrahmanya.
Aiyar have, in their compeositions, wrought
things of beauly which are a joy even tc-day
and which enable posterity to measure and
appraisc the genius and art of these great
musicians. No one disputes the brilliance
of Maha Vaidyanatha Aiyar, but how many
of his compositions would bear repetition
te-day? 1t was Patnam Subrahmanya Aiyar
—a victim of one ot the alleged victories—
who retorted “Why stray so far away from
the field to conquer people, when there were
several nearer home (probably in the same
street) waiting to be conquered?” or words
to that effect, These conquests therefore
are perhaps the least important among the
achievements of Maha Vaidyanitha Aiyar.

The Mahamahopadhyadya describes a con-
test between Mahd Vaidyanatha Aiyar and
Vaithi the younger and elder of Sivaganga
umpired by a certain Vainika named
Chinnayya Bhagavatar, In singing - Noata,
Vaithi the younger is said to have blundered,
while Maha Vaidyanatha Aiyar who had a
theory as to how Nala ought to be sung,
sang it correct; obviously the Vainika
Chinnayya Bhagavatar approved of Mahi
Vatdyanatha Aiyar's version. Laler Mahi
Vaidyanatha Aiyar sang a cerfain Raga which
even Vaithi the elder was unable to re
cognise till he was told it was ‘Ct akravakam®
by Maha Vaidyanatha Aiyar who added that
its structure had been defined in the Sangita
Ratnakara, In Ramaswami Sivan’s version
of the same incident, it was a contest not
only in singing but also in 1heoretical dise
cussion as well and that the the Rishabha
and Dhaivata of Nata were the isgyes and
that even after scveral repetitions the iwo
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