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THE MADRAS MUSIC CONFERENCE
1937
OFFICIAL REPORT

THE OPENING Day

22—12-1937

The Eleventh Music Conference conduct-
ed by the Madras Music Academy was held
in a special Pandal erected in the garden of
Mr. Lodd Govindoss, adjacent to the Con-
gress House, Royapettah, 1t was opened by
the Hon’ble Mr, . C. Rajagopalachariar,
Premier, Madras, and was presided over by
Brahmasri Chidambara Bhagavatar of Man-
gudi.

The procecdings commenced with a
prayer after which Mr. T. L. Venkatarama
Aiyar rcad messages received wishing the
Conference success,

WELCOME ADDRESS,

Rao Bahadur K. V. Krishnaswami Aiyar,
the President of the Academy, welcomed
the Premier and the members and visitors
to the Conference, Mr. Kricshnaswami Aiyar
said in the course of his welcome to the
Premier:

Sir,

I am thankful for the privilege which is
mine to-day, as President of the Music Aca-
demy, 1o offer you our most hearty welcome
and to request you to open this, our Ele-
venth Annual Conference.

I am afraid I would be exposing myself to
the Punarukti dosa, if 1 should again refer
to what I have referred to on more than one
previous occasion, the life of service and
sacrifice without expectation of reward, to
which you stand dedicated. You, sir, have
declared war on addresses and caskets and
like formalities. We, of the Music Academy,
respect your self-denial and have renounced
for our part, the pleasure of presenting you
a formal written address enclosed in a

casket. Perhaps in this hall, where un-
recorded sounds receive their maximum
value, a spoken welcome is more appropriate
than a written one, although of course, to
sing our welcome would be best of all.

Let me therefore sirike as the first note
one that like true music would touch the
heart and offer you relief from anxiety. Sir,
I am not going to pester you with any
importunate requests. In fact, I will not
even address you, at this hour, in your capa-
cily of Prime Minister and remind you at
every turn of the stress and strain of your
official life. T rather think, that it is the
duty of every one of us, {o draw you away
by any means, from your desk and from
your files, exhausting yet inexhaustible, and
provide for you some moments of ease and
relaxation; “Quicken your embraced heavi-
ness with some delight or other”,

You, sir, are a lover of music and, with
your leave I would add, the leader of an
orchestra too, knowing full well both the
nature and the difficully of harmony. We
are therelore, assured of your sympathy in
abundance. Perhaps you are not fully aware
of our aims and activities. You will there-
fore pardon me, if 1 say something about
ourselves,

The Music Academy, 1 have said it often
and I am not tired of repeating it, is not a
music Sabha of the sort that we are all
familiar with. Music Sabhas are undoubtedly
necessary and [ wish there were more of {he
kind than we have now. If music is the
food of the heart and all enlightened man-
kind hungers for it, there ought to be
organisations to provide that food in the
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most abundint measure. It is not possible
for every lover of music to satisfy his
appetite by having music in his own house,
I mean, the living music of the human voice
directly and face to face from the artiste.
It is impossible; the cost and other difticul-
ties are prohibitive. A co-operative organi-
sation like a Sabha therefore satisties a real
need. But a factory or shop, which supplies
demands, however useful and necessary it
may be, 1s a very different thing from an
industrial research laboratory. An Academy,
stands to a Sabha in some such relation—an
institution  which, in addition, secks fo
advance knowledge and guide as well as
stunulate progress. This in short, is the
scope of the activities of our organisation.
1 will not tire you by enumcrating them all
but would refer only to some of them, for
example, the convening of this Conference
itself, the Journal of Music that we issue,
the Teacher’s College of Music that we
conduct, which, thanks to the Director of
Public Instruction, Mr. Statham, has now
received recognition by the Department of
Education, and lastly our publications bring-
ing standard Musical works within reach of
all.

Further, we have always endeavoured to
mamtain the standard of the Acadomy
by keeping it free from the prevailing bane
of commercialism and we have been greatly
encouraged in this respect by the continuing
support that we have been receiving from
the Government of His Highness the Maha-
rajah of Travancore. We stood, and now
and for ever will continue o stand, wholly
and only and always for Music.

This leads me to refer o the disappoint-
ment that we feel in our relations with
Musicians as a class.  After all these nine
long years of our existence, and notwith-
standing our close association, our services
and sacrifices, the Musicians yet scem to
persist in living in an exclusive world of
their own. They do not see that we exist
only to serve them, that this Confcrence is
oply for their sake; that we manage the
Academy only in trust for them and that we
have absolutely no benehcial intérest in it.
We recognise and admire their scholarship
and practical expertness and our only

endeavour is to elevate their profession and
bring higher honours and greater recogni-
tion to the Artistes. Yect it is a pily that
while they are prepared to enter into con-
tractual and commercial relations wilh us,
they fail to appreciate our common cultural
aims which can advance cnly with their
whole-licarted cooperation. I 1 may use the
analogy of a partnership, that between us is
one of a novel type unknown to jw Ispru-

nence,  They are pattners who share in the .

income and bear ng share of the rosj ensibi-
Iity, which is all ours. They do not even
realise that as an organisaticn, we could
protect their interests more than any profes-
sional guild of their own ever can. We
serve them with our best; and what higler
proof of it than that, You, sir, with your
tragile health, in the midst of your arduous
:m"l absorbing  duties, have stolen a few
nunutes of your most precious time o give
thg‘m the encouragement of your presence
and the weight of your sympathy and
support?  We in our turn ask that they
should respond by giving us of their best.
Your opinions are unbigsscd. 1 would ask
you to judge between them and us and, if
you think fit, to advise them with your
appealing el(‘)qucncc 10 cooperate with us
more gencrously, in disregard of commercial
considerations,  \Will they not realise that
trustees as we are, they bargain with them-
selves when they drive bargains with us?

I would now refer to a few topics whick
concern the musicians and their art moe
than it concerns us dircctly.

Under this calegory, I would first mention
Voice Culture, That part of the art is dving,
it is not already dead.  \We hear it on all
sides that while our practical CxXperts are
powcrtul—very  powerful indecd on  the
intellectual side, they lack the adequate
strength on the physical side. It is even
whispered now and then there is no blend-
tng of the voice with the &ruti. Our Vidas
in Music insist on the need for voice culture
and prescribe in detal the modes of attain.
ing 1. But all that is a dead letter now.
In modern times, the practice of fraining
oneself in voice production seems to have
been practically given up, There is no
vigour, no strength, no volume in the pre-
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sentation and sometimes, as 1 said, no
accordance with the Sruti too. The voice
does not in many cases emanate {from below
the throat., There is no sense of fulness or
richness, no sense of the sounds swelling
and spreading beyond reach. I seems
cramped, limited and almost imprisoned.
This undoubtedly marks a serious decadence
in our art. How fine and soul-stirring
would our appeals in music to the Lord ol
the Infinite be, if only pieces werc rendered
with the fulness and richness of an infinite
voice. It is needless to borrow ideas irom
other schools or other countries or institute
compatisons with them. Of lterature we
have enough, and in our own country in the
north, the ¢quipment for a musician would
not be considered complete without a course
in voice training. To train the voice first
and to maintain it by a studied, rigorous
and disciplined life are the sinc quo non of
musical excellence. Let us revive the art,
Iet not our intellectuality make us ignore
the need for strength.  Let us be giants, not
gntellectual’ weeklings,

The other day [ read of Ghanam Krishna
Aiyar. While many could not explain what
Ghanam in Music meant, others who said
they knew what it was could not produce it,
as 1t required special voice culture. We
ha-e practically lost Ghanams; why, we are
losing even Tanams,

Let me now pass on to another topic.
It is the genius of our art that its subtlcties
which are our pride cannot be recorded
permanently on paper for the benefit of
posterity. The Paddbati and the Gamakams
cannot be so recorded and they can be
transinitted only [rom mouth to mouth. In
that state of things it is eminently desirable,
if not imperative, that our leading musicians
should not rest content with any stock,
however large, of pieces that they may
posscss, but must engage themselves in add-
ing to it time and again. 1 understand that
there are certain classical compositions pre-
served in certain families only and these are
in danger of being lost to the world of music
aliogether. You will agree, sir, that in seek-
ing after knowledge there is no question of
rank, prestige of .posit.ion, no quesiion of
status, superior or inferior, The danger to
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the art is great and it is in the hands of our
servants of music and their hands alone to
preserve our heritage. It was a pitiful sight
to see during the discussions at the Confer-
ence session last year that.the Pallavi alone
of a useful piece was remembered, the rest
of it having been forgoiten. The pro-
grammes too, furnished to us by the artistes
confained few new or additional pieces,

" though I understand there are heaps of them

in classical music. To be just to our musi-
cians, I ought {o say, that there is now an
awakening, We had ample apologies and
promises of better equipment for the next
Conference. Even this year, with their
cooperation and with some difficully we have
so settled the programmes that no two
artistes present the same piece and during
the session about 140 different pieces of
more than 30 camposers will be rendered.
For the very purpose of encouraging this
tendency and giving an impetus {o it, this
year we organised competitions individually
in the compositions of the great Masters,
Purandara Das, Syama $astri and Ksetrajiia
but it is regrettable to see that there have
been no entrics excepl for Syama Sastri’s
Krtis and for Tiruppuhal.

I now pass to a fourth topic and 1 do so
as a layman ignorant of the intricacies of the
art, to whom Music is more a pleasure than
an intellectual exercise. I refer to the mode
of presentation of pieces by our artistes.
One feels sometimes that no attempt is made
to appeal to the heart at all. I understand
from those that know, that there are, not
infrequently serious misquotations obviously
indicating that the artistc himself was
unaware of the sense or the meaning of the
piece. 1 leave out of account the pardon-
able erroneous splitting of words which the
exigencies of preseniation in conformity to
the strict rules of Svara and Tala, might
necessitate. But 1 do not see why pieces
that are the outbrusts of ecstacy should not
be presented with due regard to the sense
of the piece so as to evoke, at least in a
mmeasure, a like ecstacy in us. 1 would not
probe into the matter deeper than to say
that the situation needs to be remedied.
Should not the Bhava be given.equal import-
ance with the Svara and the Tala? |
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would not, however, venture the suggestion
of a remedy. My first efforts in that direc-
tion proved an ignominious failure,

I have spoken more than 1 should, but
before 1 close 1 desire to bring to your
notice a new ilem in the programme of this
year’s Conference. Our experts assembled
in conference, record after elaborate discus-
stion their conclusions on Raga Laksanas.
There is, however, no sanction for their
enforcement and it is a pity that leading pro-
fessional musicians do not take part in the
discussions, as much as I wish they should.
This failure on their part shows either in-
difference or worse. Is it due toafeeling that
the practice of their profession rcquires no
theory or does it indicate a nervousness to
participate in the discussions? Either way,
1t is not good for the cause of music, and 1
hope they would change their policy into one
of active cooperation.  Our decisions should
no longer be, so to speak, brutum ful-
sen. To save the situation in a measure, we
advertised this year a competition for profes-
sionals only, in which the strict observance
of the results of the discussions in our Con-
ferences could be insisted on, Here again
the competition has to be dropped as there
have been only two entries,

I thank you, Sir, most hcarlily for having
spared the time to be with us here this
night and I request you to open this year's

Conference and give it a new and vigorous
life.

PREMIER’S OPENING ADDRESS

Mr. Rajagopalachariar, who spoke in
Tamil, said that the speech of Mr, Krishna-
swami Aiyar was from beginning to end a
criticism of the present day tendencies in
music pertormances and of professional
musicians  generally. Fortunately, he
selected English as his medium of expres-
sion, a language notunderstood bya large
number of musicians and thus, perhaps,
averted a breach of the peace. (Laughter).
He spoke with restraint and dignity and at
the same time pointed out clearly the various
defects. Mr. Krishnaswami Aiyar desired
that he (the speaker) should act as a sort of
arbitrator and settle the differences between
the Academy and the professional musicians,

i he attempled such a task, Mr. Rajagopala-
chariar said, he might, in all probability, fail
nmuserably.

If Mr. Krishnaswami Aiyar had not
omitted to mention some of the good points,
the Premier said, his task would have been
casier. He felt sure that there were many
points about the professionals, as people
patronised them very well, in spite of the
flaws pointed out by Mr. Krishnaswami
Aiyar. Indians did not go in such numbers
to hear the English band being played, even
though at the present time the popular mind
seemed to beiler appreciate things foreign
which were taken to be more pleasing to
their senses. Now-a-days people considered
bread to be superior to rice, a food which
had not been found wanting in the matter of
nourishing our ancestors. Even orthodox
people preferred lavender and other foreign
scents to indigenous ones.  English cottages
and English scenery appearcd to them more
charming than Indian cottages and Indian
scenery. In language, literature and various
other matters people showed a preference {0
things foreign. Thus, while their fastesin
other matters had undergone a radical
change, it was gratifying to note that their
ears conlinued to have a liking for svadesi
music.

They should take the criticism of Mr,
Krishnaswami Aiyar in the spirit in which it
was offered. He spoke from the abundant
love for the art, A father would be quick to
notice the mistakes of his child. Even so,
Mr. Krishnaswami Aiyar had pointed out
defects with a view to having them rectitied.
He wanted to preserve the art in all its glory
for posterity.  They should take the neces.
sary steps to develop the art more and more
and to make it popular. They should convert
the Music Academy into a Music University.

SPECIAL RESPONSIBILITY OF \WOMEN.

Music had been kept a close prescrve by
a few Vidvans. That might be responsible
for the defects adverted to by Mr. Krishna-
swami Aiyar. The same kind of difficulty
was felt in religion. They allowed their
sastras to become the monopoly of a few
pandits. Those pandits kept aloof from
modern thought and culture. [f there was
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a close association between $astraic_educa-
tion and modern cducation, the difficulties
felt now would not have existed. Therefore,
he would like to see music cultivated in
every house. Their ladies had a special res-
ponsibility in this matter. They should not
regard music as something nccessary only
till thay got their girls married. They should,
on the other hand, regard music as part ot
cultural development and help music to have
a place in every house.

He had already had enough troubles, the
Prime Minister continued, over matters
connected with finance and money. i he
were to interfere in the question of remune-
ration to musicians, he would be treading on
dangerous ground. The nusicians might
feel that it was derogatory for them to ask
for favours from lay men. They might also
feel that they must be paid adcquately if
people desired to enjoy an art which was
acquired only with great ditficulty. That
was the danger of monopoly in anything.
If every one -learned music, such defects
would dicappear. A few giants in the ait
‘here would always be, even as they had a
few great men like Tagore and Sic C. V.
Raman.

People invited him to functions, Mr.
Rajagopalachariar remarked, without ascer-
taining whether he was competent to speak
on a particular subject or not.  He had the
courage 1o speak on most of the subjects.
He might even, if necessary, lay br?cks. [—.]c
might even venlure {o usc a surgical knife
in an emergency. But he must frankly
admit that the subject of music was beyond
him. As no one invited him {o such func-
tions before, he might not be far wrong if he
guessed that he was being invited now on
account of the position he held in Govern-
ment.  He did not thereby suggest that they
worshipped officialdom.  Far from it. He
was aware that they were happy to sec one

among them occupy a high position and
were enthusiastic over the change that had
come about and <o they invited him to share
the joy with them.

The Premier, in conclusion, thanked them
for honouring him and wished the Academy
every success. He then declared the
Eleventh Music Conference open.

LApy VENKATASUBBA Rao

Lady Venkatasubba Rao said that it gave
her very great pleasure to say, on behalf of
the Music Academy, how deeply grateful
they were {o the Hon. Mr. C. Rajagopala-
chariar for having opened the Conference.
As a great lover of the county, he took pro-
found interest in her cultural development
and no wonder that he had, in spite of press-
ing ecngagements elsewhere, agreed to spend
an cvening at the Conference and give it an
impetus by his presence and advice which
would enable Indian music to play a worthy
part in their cultural advancement.  They
were also proud, Lady Venkatasubba Rao
said, of the President of their Academy, Rao
Bahadur K. V, Krishnaswami Aiyar. He
had a rare gift, for which he was so famous,
of putting vigour into every institution with
which he was connected.  His was the task
of selecting arlistes, and he had chosen some
of the finest representatives of each of the
wmusical arts whose performances were going
to delight them. With his characleristic
sagacity, Mr. Krishnaswami Aiyar had also
chosen their illustrious Premier as being the
fittesl person to inaugurate this ‘great
festival”,

On the motion of Pandit Subrahmanya
Sastrigal of Tanjore, seconded by Vidvan
Lakshmanan Pillai of Travancore, Maha-
kathaka Kanthirava Brahmasri Chidambara
Bhagavatar of Mangudi was installed in the
Presidential Chair.
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THE PRESIDENTIAL ADDRESS OF

ABHINAVA BHARATACARYA MAHAKATHAKA KANTHIRAVA

BRAHMASRI CHIDAMBARA BHAGAVATAR OF MANGUDI

Lovers of Music, Ladies and Genticimen !

I lh.ank you heartily for conferring upon
me this high position of honour, the ambi-
tion of every Musician,  An honour such as
this, is got only a matter of perscenal gratifi-
cation to me, but it is more; for 1 Tukc it
as an honcur conferied upon the Bhaga-
vatars asa class, and the lute Krishna Bhaga-
valar of Tanjore, my Preceptor, in p;n?li-
cular,

o mic omly i the Ty i Liven
ic. : ime of Sarngadeva.
The original of Sangita was Nitya, vocal
and instramental music being its adjuncts.
This Nitya Veda was compiled from the four
Vedas by Brahma, the Creator, and given to
Bharata as the fitth.  We alo see Natya
mentioncd in the Vedas as the prmcibznl
amusement with its subordinates vocal and
mstrumental music. Panini in his Vydkarana
speaks about Nata Satras, '

From these, -we inler that Nitya was
primary and vocal and instrumental music
were only adjuncts, Again one varicty of
Natya is defined to be 2 mono-drama acted
by one and the same person who plays the
parts of the several characters of a drama
depicting various phases of life in the world
to'e}cvate the physical, mental, moral :m(i
spiritual faculties of the spectators.  This
function, as everybody knows, is being per;
formed only by the Bhagavatars,

Logically also, it is an eternal truth, that
ideas are first cxpressed only by signs,
visible representations, and gestures, and
then enly by Language.

The advent of Musicians like Messrs
Mahd Vaicyanatha Aiyar, Sarabha Sastric
gal,  Apantarama Bhagavatar, Muthia
Bhagavatar - and  Stimati  Sarasvati Baj
Ammal and Pandits like Lakshmanachar
and Panchapagesa Sastrigal to Harikatha
{1‘;:;:2:2“,;,‘,':(,],-;tlh-c- .?pec_ial worship, that is

4 cue anly accorded to the Bhaga-
vatiars bcforc the performance, go to prove
my previous statement,

Tue VaLte or Migic

Although I have been anticipated by my
predecessors and it would be only a repeti-
tion if 1 dwell upan the value, importance
and utility of music, still impelled by a
desire, 1 erave your indulgence to atlow me
to say a few words.  Music gives physic:ﬂ
.sirfngt&! by the cxercise of the lungs Jike
}lipjil)'ﬁll);l. It tones up  the ncrvts and
mvigorates the muscles,  That it bea(;w’
beauty, gaicty wnd life to everyihing, can b:
seen from a palaeohithic s.mq&c tr;m's(ormed
Into a4 20th century savant, aiter learning
httle bit of music, [t imparts a phy '&:l‘
pleasure by giving health and \\'e'[:ltzlhlc?t
grves wings 1o the mind, Hights (o.ll
imagination, and sclace in sadness. It is ”1‘-‘
meral Jaw, 1t s the essence of ;)rde and
leads to all that is goud, just and beart“;nd
of which it is the invisible, but ncverthele.
dazzling, passionate and cterngl form eles'S
:l:e swectl}cumpanion of labour, the n.w t}:;
b sympathy, and the hand.ina;

:tt mcx:lculcs the discriminu;li:)lr:db:l‘\::lfl:j}?é
lernal and  non-efern: :

renunciation  of nltlun(‘!.gsir:-:mul:::ges 'lhe
hermﬂ.e!', aids in the acquiren oy nd
tmnth(_y. self-restraint, and olhermm o
and cherishes the desire for release Tlct:?cs
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like Yoga, takes a man from his material
sphere and places him in close communion
with God. Itisa kind of inarticulate un-
fathomable speech which leads us to the
edge of the infinite, and lets us gaze into it.
it touches the heart, stirs the soul to become
one with the universe, and transforms one’s
being to realisc his divinity. When it has
got the power to work miracles and to sway
the animate and inanimate forces of nature,
like the music of Appar, Sundarar and
Sambandhar, the curative value of it is quite
ordinary. Music is an uplifting, ennobling
element transporting the musician and his
audience into inexplicable 1ealms of bliss
and happiness. Itis anart that God has
given us 1 which the voices of all nations
may unite their prayers in one harmonious
rhythm. By constant meditation it makes
one forget himself, and be one with the God
in samadhi and allain final beatitude.

THE EvoLuTioN OF MUsic

The omnipotent God in His kinclic
Natardja form, dances in Chidambara
Ksetra, the heart of the universe, and music
begins as Dancing, accompanied by the
several orbs moving in harmony with each
other, The cosmos itself is an ¢mbodiment
of melody and order  (Réga and Tala).
The movement of trees, the songs of birds,
the whisperings of leaves, the ripple of
walers upon a sandy shore, the wail of wind
of sea, arc all natural music, dancing with
accompaniments, Again,' vyhep animate
objects begin to dance, their instincls come
out as emotions or Rasas. These Rasas are
of eight kinds, vz, Srigira, Vira, Karuna,
Adbhuta, Hasya, Bhayinaka, Bibhatsa, and
Raudra. These eight may be resolved into
four sets consisting of Srngara and Hasya,
Vira and Karuna, Randra and Bibhatsa, and
Adbhuta and Bhayanaka, There will be
mixture of other rasas also a little in cach
rasa. These four sets, in thew gradual
evolution, took the forms of four Vrttis,
Kaidiki, Dharati, Arabhati a§nd Sattvati
which  became elaborate in  various
themes.  When several specialists were
available for different  themes - Natya
changed its form 1nt0® Nitaka to be
acted by «cveral characters. Nevertheless

the Kaisiki (srngdra emotion) not bein
beautiful when acted by males, becam§
the special property and study  of
females, and affained a high positidn‘
Bharata Natya was patronised by kins'
and lords in palaces and temples durix%
festivals and marriage occasions, It%
adjuncts, vocal and instrumental music
practised by specialists, developed ragas and
talas to glorious proportions, E\?en the
alien violin began to reign in concerts,

THE DECLINE OF Music

Music driven by foreign’ iﬁvasion and
occupation, assimilating alien colours and
shades, took refuge (Tafijam) in Tanjore
(city of refuge) and shone brilliantly like an
expiring taper during the time of Maharaja
Sarafoji, and flickered out with Sivaji. How.
ever, being prayed 10 by Svaradevatis, the
Trinity, Brabhwma, Visnu and Rudra i(’1car-
nated as Tyiga Brahma, Syima Krishpa
and Guruguha, who flooded the world with
the nectac of their compositions, which
running deep into the unfathomable abysses
of Mahavaidyandtha Sivan, Patpam Subra-
manya Aiyar, Sarabha Sustrigal and Krishx;a
Bhagavatar, and overflowing through the
channels  of “Sisyapummparﬁ” brought
to life the dead music, bul the ’lalter x%a
not able to stand upon ifs legs, and land bS
the Gurusisya boat for the reason of (i ry
being no kings and lords to protect ;:hz

floods with embankments and anicyts and
> ge 4 i - 4 «
the current was flowing shallow over the

plains of teaching-with-harmonium gramo-
phone, cinema-talkie, Radio etcr Even
though Tondaimandalam and other sabha
with Bhagiratha efforts from 1895 causeds
the Gangeslike musicians to flow 'fmm the
abovesaid abysmalManasasarovara, music was
not able to raisc its head, having’ beén sub
jected to the tastes of the poor role:
fariat  and  others poisoned by f(?reigﬁ

culture, on whom it had fo depend for its
maintenance,

At this juncture Independence Resolution
was passed by the Indian National Congress
1927, wh.en music also was regenerated b
the .MuSlC Academy, as a sequel to the All
Indm-l\l_usic Conterence. This Music-ch'lé
after being adorned by the bangles of Annla.



THE PRESIDENTIAL ADDRESS OF

ABHINAVA BHARATACARYA MAIAKATHAKA INANTHIRAV A

Bransasrt CHIDAMBARA BHAGAVATAR OF MaANGUDL.

Levers oi Music, Ladies and Gentlemen !

I thank you heartily for conferring upon
me this high position of honour, the ambi-
tion of every Musician.  An honour such as
this, is not only a matter of persenul gratiti-
cation to e, but it is more; for § fake it
as an honcur conferred upon the Bhaga.
valars asa class, and the Jate Krishna 3haga.
vatar of Tanjore, my Preceptor, in parti-
cular,

The designation #Sangita” was given
to music only alter the time of Saragadeva.
The original of Sangita was Nitya, vocal
and instromental music being its adjuncts.
This Niatya Veda was compiled from the {our
Vedas by Brahmi, the Creator, and given o
Bharata as the fifth.  We also sce Natya
mentioned in the Vedas as the principal
amusement with its subordinates voceal and
instrumental music. Panini in his Vydkarana
speaks abuut Nata Siitras,

From these, we infer that Nitya was
primary and veecal and instrumental music
werc only adjuncts.  Again one variety of
Natya is defined to be 2 mono-drama acted
by one and the same person who plays the
parts of the several characters of a drama
depicting various phases of life in the world,
to elevate the physical, mental, moral and
spiritual faculties of the spectators.  This
functicn, as everybody knows, is being per.
formed only by the Bhagavatars.

Logically also, it is an eternal truth, that
ideas are frst expressed only by signs,
visible representations, and gestures, and
then onlv by Language.

The advent of Musicians like Messrs,
Mahi Vaidyanatha Aiyar, Sarabha Sasiri
gal,  Anantarama Bhagavatar, Muthia
Bhagavatar - and  Stimati  Sarasvati Baj
Ammal and Pandits like Lakshmanachar
and Panchapagesa Sastrigal to Harikatha
profession and the special worship, that is
being customarily accorded (o the Bhaga-
vitars beiore the performance, £o to prove
my previous statement,

Tue VaLve or Music

Although 1 have been anticipated by my
predecessors and it would be only a repeti-
tion if 1 dwell upon the value, importance
and ulility of music, still impelled by a
desire, 1 eruve your indulgence 1o allow me
to say a few words.  Music gives physical
strength by the exercise of the lungs like
Praniyima. It tones up the nerves and
mvigorates the miscles,  That it bestows
beauty, gaicty and life 10 ever ything, can be
seen from a - palacohthic savage transformed
o a 20th century savant, after learning a
little bit of music. It wuparts a physical
pleasure by giving health and wealth. It
glves wings to the mind, flights to the
mmagination, and solace in sadness. It is the
meral aw, s the essence of order and
leads to all that is goud, just and beautify]
of wl.nch it 1s the mvisible, but nu’erlhdcs;
dazzling, passionate and cterngl form. 1ty
th_c sweet companion of ksbhour, the mather
of sympathy, and the hand-maid of religion,
It inculcates the discrimination between the
eternal and  non-eternal encourages the
renunciation of all desives here and
h\ere;\ﬂbe'r, aids in .lhe acquirement of
tranquility, sclf-restraint, and other meang
and cherishes the desice for release.  Music
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like Yoga, takes a man from his material
sphere and places him in close communion
with God. It'is a kind of inarticulate un-
fathomable speech which leads us to the
edge of the infinite, and lels us gaze info it,
1t touches the heart, stirs the soul to become
one with the universe, and transforms.onc's
being to realisc his divinity. When it has
got the power to work miracles and (o sway
the animate and inanimate forces of nature,
like the music of Appar, Sundarar and
Sambandhar, the curative value ol it 15 quite
ordinary. Music is an uplifting, ennoblmg
element {ransporting the musician and l_ns
audience into inexplicable realms of bliss
and happiness. Itis anart that God has
given us m which the voices of all nations
may unite their prayers in one harmonious
rhythm, By constant meditation 1t makes
one forget himself, and be one with the God
in samadhi and atiain final beatitude.

THE EvorLuTion of Music

The omnipotent God in P{is kmcrhic
Natardja form, dances 1n (,lndamba.x‘.}
Ksétm, the heart of the universe, and music
begins as Dancing, accompanied by ,“.)le
several orbs moving in harmony with each
other, The cosmos itsel is_an cmbod'n?ent
of melody and order  (Réga and th}a)‘.
The movement of trees, the songs of birds,
the whisperings of leaves, the .npple_of
walers upon a sandy shore,‘the waxl' of w;pd
or sca, ar¢ all natural music, dancing w_xth
accompanimenls. Agam,' vyhep a‘mmate
objects begin to dance, their zns.tmc)l's‘c'omg:
out as emotions or Rasils._ The_st_:' I\Afa‘s m’c
of eight kinds, vz., S_rquu'n, Vira, l«tjuuz;m,
Adbhuta, Hasya, Bhayinaka, Bibhatsa, .:md
Raudra. These eight may b_e rcsolved_mto
four sets consisting of Srogara and Hasya,
vira and Karuny, R;l_udra :m(} ‘Blhhats:}, and
Adbhuta and Bhayanaka. lhc_re \\"1“ be
e of other rasas fl]b:() a h(vilc in cach
rasa. These four sels, thew gr;xdu.:ll
evolution, took the forms _of four }ythsz
Kaidiki, Dharafi, Arabhati qnd Sattvati
which  became  elaborate in | various
themes,  When Ascveral specialists Y\Yere
available for different f\l;g‘m;‘f tl\agga
acted by scveral €

mixtur

the Kaisiki ($§rngara emotion) not being
beantiful when acted by males, became
the special  property and study  of
females, and altained a high position.
Bharata Nétya was patronised by kings
and lords in palaces and temples during
festivals and marriage occasions, s
adjuncts, vocal and instrumental music
practised by specialists, developed ridgas and
talas to glorious proportions. Even the
alien violin begaun to reign in concerts,

THE DECLINE OF Mtsic

Music driven by foreign invasion and
occupation, assimilating alien cdlours and
shades, took refuge (Tafijam) in Tanjore
(city of refuge) and shone brilliantly like an
expiring taper during the time of Maharaja
Sarafoji, and fhckered out with Sivaji. How-
ever, being prayed {0 by Svaradevatis, the
Trinity, Brahma, Visnu and Rudra incar.
nated as Tyaga Brahma, Syima Krishna
and Guruguha, who flooded the world with
the nectar of their compositions, which
running deep into the unfathomable abysses
of Mahdvaidyanitha Sivan, Patpam Subra.
manya Aiyar, Sarabha Sastrigal and Krishpa
Bhagavatar, and overflowing through the
channels  of  “Sisyaparampari”, brought
to lifc the dead music, bul the latter was
not able to stand upon its legs, and land by
the Gurusisya boat for the reason of {here
being no kings and lords to protect the
flvods with embankinents and aniculs, and
the current was flowing shallow over the
plains of teuching-wiih-hzu‘monium, gramo-
phone, cinema-talkie, Radio etc.  Even
though Tondaimandalam and other sabhis
with Bhagiratha efforts from 1895, cansed
the Gangeslike musicians to flow from the
abovesaid abysmalManasasarovara, music was
nol able to raisc its head, having been sub.
jected to the tastes of the pvor prole-
tariat  and others poisoned by foreign
culture, on whom it had to depend for its
maintenance,.

At this juncture Independence Resolution
was passed by the Indian National Congress
1927, when music also was regenerated b
the Music Academy, as a sequel to the Alj.
India-Music Conference. This Music-chiid
after being adorned by the bangles of Anna.
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malai Music College, Madras Tutorial Col-
lege, University diploma and other jewels
by the mother Music Academy, after the
lapse of 10 years, shines like a child on the
11th day of «Punyihavicanam” simul-
taneously with the Democratic Government
under Rajaji.

MusiC REFORMS

Various suggestions have been put for-
ward by Music-lovers to bring music o ils
pristine glory. Let me also offer my opinion
from my experience and I request you to
take it for what it is worth.

(1) Music School. The modern way of
{eaching music by svaras without the
traditional Bhramara-kita method to pupils,
giving them all sorts of luxury, i1s not con-
genial to its growth and will not exhibit the
Gamakas, origais, jars, and dolls, the subtle
and tonal graces of carnatic music. Further,
each art requires. 12 years’ study to allain
perfection. I am sorry one mandala, one
year or two years will not suffice. [ recom-
mend six years’ study.

(2) Knowledge of Language. Most of the
musicians,—| may be pardoned for express-
ing-ure not literates. Itis incumbent that lan-
guages also should be taught with the pre-
vious study of 6 years so that musicians may
be able to pronounce the Sahityas correctly,
knowing their meanings, and manifest
plainly the Bhavas.

(3) Compositions. Many of the composi-
tions are lost or mutilated, and those that
are living are sung by musicians, as they
pleased without Sampraddya. Therefore
every effort should be taken to collect and
preserve the old compositions, {ranslated
into svaras by those who know the tradi-
tion, and should be made available to be
sung by the musicians at large.

(3) Demonstration.  There is no use of
quarrelling between ourselves adhering to
different Laksanas of different periods.
‘The proper method is to follow the tradition
only. 1 request the musicians to conform
to the tradition of Sisyaparampari of the
great masters of the art. Music-lovers also
should encourage this system and use their

influence to arrange for concerts in temples,
festivals and in sabhds in various towns,

(5) Lectures. I is a well-known fact that
the world is fascinated by good orators.
A propaganda should be carried on through
out the presidency by lectures on the Laks-
yas and Laksanas of Music, to elevate the
tastes and make the people appreciate good
music.

(6) Journal. Public mind is growing
every day in favour of music education, and
people are insatiably athirst for knowledge.
Musicians also are now rising from their
lethargy. If our Music Journal, a good
medium to share the benefits of the best
minds, engaged in the research work of
Music in its theoretical and practical
side, would become a popular monthly
and bring out the hitherto  unpub-
lished Laksanagranthas also, the differ-
ences could easily be reconciled before the
end of this century.

(7) Hall. The hall should be on a level
ground, of not more than 100 feet in length
and 25 feet il breadth, and should possess
good accoustic properties. If it is ade
bigger and airy, the concordance of musical
instruments will be disturbed  frequently,
and when the musicians tune their instru.
ments ofien, the audience will not be patient
and will excite the minds of the musicians
{)y. hoqtmgt:l thcnl]. Harmonium came into
eimg 1 : place T ara A
foun%ain]-pcxllL plftcctoné)efr(sr.:n')'bur'd' . “',c

. . are arranged in
medium h;_n]ls by gentlemen, as of old, with-
out expecting ticket-sales, the high level of
music and Tambiard will come to their
original position.

(%) 1:";/101.1'011. Emotional side is said to
be lucl-n.ng In our concerts; but those who
complain, must know that emotion being a
fluid requires a ground below the level for
Howing. We also know that the taste of
the fluid is aficcted by the soil through
which it flows. Therciore it is necessary for
t?xc display of emotions, a good and atten-
tive audience  without any hurry about
domestic or other functions, and capable of
following the technique without any pre-
judice or preconceived notions; the attrace
tion of the artist should not also be affected
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by frequent inlerruptions conira bolos
mores. To appreciate an art requires train-
ing, and no doubt the cultivated ear only
will more and more relish, like the learned,
a lecture, It is also the law of life that the
highest joy is found not in the unrestrained
expression of emotion, but in the disciplin-
ing of emotion. That is why Bharata has
dealt with the Santa Rasa separately as the
ninth,

(9) Raga Alapana. We learn that there
were only 55 Ragas in vogue, during
Venkatamakhi’s timie, and the Janaka-janya
Ragas appcared after his time. Musicians
should sing the Rakti-Ragas a little elabo-
rate, and Apiirva Rigas concisely wherever
possible,

(10) Pallavi-singing. As music 1s regu-
lated by time, many works on Tala have
been composed and the percussion instru-
ments developed to a high degree. To give
them practical use, Pallavi-singing is neces-
sary. To enjoy Pallavi only, the third class
ticket-holders crowd in concerts as in’ trains.
Some of the first and sccond class may
enjoy. 1 one knows the details there wili
be no aversion to hear Pallavi,  “There are
but seven notes in the scale” says an artist,
“yet what a slender cuthit for so vast an
enterprise !  What science brings so much
out of so little? Out of what poor elements
does a great master create his new world?
Shall we say that all this exuberant inven-
tiveness is a mere ingenuity or trick of art,
like some gymnastics or games of fashion,
without reality, or without meaning? Is it
possible that that inexhaustible evolution
and disposition of notes, so rich yet so
simple, so intricate yet so regulated, so
various yet so majestic, should be a mere
sound to kill time? Can it be that those
mysterious stirrings of the heart, and keen
emotions and strange yearnings after we
know not what, and sublime impressions
from we know not whence, should be
wrought by what is unsubstantial and comes
and goes, and begins and ends in itself ¥ It
is not so; it cannot be. No; they have
escaped from some higher sphere; they are
the outpourings of eternal harmony in the
medium of created sound; they are echoes
from our eternal home; they are the voices

é
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of angels or the magnificat of saints or the
living laws of divine governance or the
divine atlributes; something are they besides
themselves, which we cannot compass,
which we cannot utler, though mortal man,
the artist perhaps not otherwise distinguish-
able above his fellows, has the gift of elicit-
ing them. However, singing of Sat-kila’
Pallavi with an aksara of 128 units for the
first kila, and the victory of Govinda miarar
over Tyagarajasviini, is an incredible
quixotic adventure. There is nothing in the
“Endaro  Mahdnubhava” Kirtana, to
verify this fable. “Too much of anything 1s
good for nothing”, is a maxim applicable
to Pallavi-singing also, and Pallavi should
be sung in three kilas only moderately
and kirlanas should form 1/3 portion
only of a concert as of old,

. (11) Orchestra,  Orchestra or mass-sing-
ing was coeval with the Vedas and was also
prevalent in Bhajanas of temples and mutts,
Owing to want of concordance it became
obsolete. Sarngadeva also stresses in his
Ratnékara, the close following of the princi-
pal singer by others in unison with notes,
measurements, pitches and pronunciation
without variations or interruptions of any
kind, to make the orchestra a success.
A regular uniformity of the choir and taste
of thie public should be cultivated.

(12) Foreign Music. That the present
epoch has made our culture susceptible to
the influence of foreign language, fashion,
manners, civilisalion and custom by con-
stanl association needs no proof, when we
see our brethren take a fancy to everything
foreign and delest our own, It is our mis-
fortune to say that our Sama-Veda is mono-
tonous and there is no solemnity, sublimity,
awe and admiration in our music.  Without
assuming false dignity and feeling delicacy,
if one mingles with the masses, goes to the
temples and other public festivals and hears
the different {unes played by the Nigasvara
to suit different occasions, and Bhajana
parties, he could realise the solemnily, sub-
limity, awe and admiration in our music
also. I do not say that we should be satis-
fied with our music at the perilof stagnation,
I look forward to a future for conquering
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fresh fields and pastures real and beautiful,
in foreign music also,

(13) Commercialism. Itisa well known
fact that musicians even though they are
poor and are not safe from falling into the
abyss of modern poverty until they have
amassed a decent wealth, respond to the
calls of officials, philanthropists, temples,
Bhajana mutts, festivals, institutions and
sabhids, and give benefit performances. To
say that they bargain with the sabhis has no
foundation. 1f the sabhas come forward to
give them due respect, and attend to their
comforts, and even pay moderately to meet
their family and other necessary expendi-
tures, they will be at their beck and call,
If they arenot honoured like their co-profes-
stonals in other countries, their worth like
gems, cannot be lowered by undervaluation.

Gentlemen, I have already tried your
patience hard, and 1 will not detain you any
longer. I conclude with the last mantra of
the Rg-Veda.

“ One and the same be your resolve,
Be your minds of one accord,

United be the thoughts of all,
That all may happily agree. ”
-~Griffith’s translation.

I appeal to affiliate all the sabhas in the
presidency to the Music Academy, and
to work unitedly with one puipose. 1am
sure that music will come ennobled from the
crisis, into which it has been plunged, by the
guiding hand of the unbiassed logicians, the
cool-headed sociologists, and economists

capable of harmonizing it with practical life
and moral order.

CONCLUSION

It now remains for me to say, that in the
discussion of the several important subjects
placed before you for consideration, you will
show the same moderation, both of language
and thought, as you have hitherto
displayed. May merciful providence guide
us all, in the discharge of our duties on this
important occasion, and may our delibera-
tions contribute to the benefit of all con-
cerned.

Long live the lovers of Music and
the Music Academy!

THE SECOND DAY.
24—12—1937.

The conference of the experts of the Music
Academy held as part of the 11th Annual
Music Conference of the Academy met this
aiternoon at the pandal erected near the
Congress House. Mr. Mangudi Chidambara
Bhagavathar presided and a large number of
Vidvins and others attended.

THE AGENDA OF THE CONFERENCE.

I. (a) Intensive consideration of the
Laksya and Laksana of Bhairavi, Sahana,
Bilahari and Kedira with exhaustive review
of the composilions therein.

(b) Laksya and Laksana of the f{ol-
lowing Ragas:—

Gundakriya.
Gurjari.
Gopikavasanta,
Madhava manohari.
Dilipaka.
Saindhavi,
Manirang.
Silaga Bhairavi.
Desaksi.
Nata.

II. Riagalaksanas and their applicabi-
lity in modern practice.

SomNgnswN -

)

IIl. Raga and Rasa.

IV. Raga Aliapana Paddhati.

V. Pallavi Singing.

VI. Notation.

VIi. Standardisation of compositions.

VIil. Demonstration of musical instru-
mentis and invention.

IX. Matters of general interest.

On the motion of Mr. P, S, Sundaram
Aiyar, the Conference unanimously passed a
resolution expressing it as its opinion that
«ghort term courses in musical training were
of no value and should be discouraged.”

Inaugurating the proceedings, the Presi-
dent observed that in India as elsewhere,
periods of decay and of progress had alter-
nated f(or all arts. In the former periods, it
had been the practice among their ancients
to resuscitate the arts on lines which would
bring them in consonance with the spirit of
the ages. The Academy, in its endeavour to
shape present-day tendencies in music to
suit modern needs was, therefore, but fol-
lowing a road that had been well trodden
before.

On the motion of the President, the Con-
ference adopted a resolution expressing its
sense of sorrow at the deaths of Sangitha
Vidvans Naziruddin Khan, Manji Khan and
Abdul Karim Khan of North India, and of
Tanjore Vaidyanatha Pillai. To the art of
the last named musician on the Nagasvara,
the President paid a personal tribute,

SAHITYA AND BHAva,

Bharatam Narayanaswami Aiyar moved a
resolution that, in the opinion of the Con-
ference “il was desirable that musicians
should render the compositions of great
masters with due regard to the sahitya and
bhava,”

Seconded by Mr. S. Subramhanya Sastri,
the resolution was passed unanimously.

VOI1CE-CULTURE,

The President pointed out that there was
need for attention being paid to voice-cul-
ture among musicians. That was a science
to which the ancients had attached immense
importance and on which many authorita-
tive works had been written. The tnasters
of music of an age which had just passed
away had achieved great success with the
ghana and the naya in their musical render-
ings.  Present.day musicians tended to
ignore the need for the scientific cultivation
of their voices; and the result was 2 regret-
table lowering of musical standards.



Messrs. K. V., Krishnaswami Aiyar and
Bharatam Narayanaswami Aiyar associated
themselves with the President’s remacks.

The Conference unanimously resolved at
the motion of Mr, §, Subrahmanya Sastri,
that «in its opinion instruction in music
should include a course for voice-production
and culture, with a view to enlarge the
range and improve the resonance of the
voice."

PROPER TUNING OF TALA INSTRUMENTS.

Bharatam  Narayanaswami Aiyar next
drew the Conference’s attention to the need
tor reform in the rendering of tala pieces,
In thci singing of these picces, he suggested,
attention should be paid to the proper tuning
of the tdla with the music, and particularly
to the marking of the ftalas in a manner
wl'lich., except where audible marking was
scientifically required, would avoid intru-
sion nto the main current of the musical
exposition. A reform of the practice in this
direction, he said, would greatly benefit, in
particular the art of Bharatanitya.,

The Conference adjourned, pending fur-
ther discussion on’ Mr. Narayanaswami
Aiyar’s suggestion,

THE THIRD DAY,
25—12—1937.

The proceedings were resumed with the
President, Chidambara Bhagavathar, in the
Chair.

Tara.

Mr. Nallur Narayanaswami Aiyar restated
his opinion that more beats should not be
allowed than are permitted among the pri-
mary afigas. Mr. G.V. Narayanaswami Aiyar
said that musicians might be permitted to
adju-t their ‘Tidla’ in their own way, The
President explained that the object of the
resolution was not to interfere with the
practice which the musicians might not
observe, but to give a guide to students, who
will in future practise music.

Mr. Ponniah Pillai said that the proper
method would be to avoid intermediate
beatings and it is only by reason of practice
m early days that the habit had sprung up
and it might be stopped by proper training,
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Prof. Sambataurti  said that the musi-
crans ought to be allowed to have ¢Ul (ala’
because it helps the musicians to be steady.

Then Nallur Narayanaswami Aiyar moved
the following resolution ;

“This Conference is of opinion that no
pieces should be sung in a Kila more
Vilamba than could be negotiated by the
musician without introducing  beats other
than the Ghita of the afgas.”

Mr. T. V. Subha Row seconded it.  Prof.

Sambamurti said that this should not apply
to Kirtanas.

Me. Tiger Varadachariyar explaned the
ancient practice, and how the resolution was
In consonance with it. Vidvan Sabhesa Aiyar
agreed.  Then the following resolution was
tentatively discussed,

“This Conference is of opinion that musi-
cians when rendering music should observe
the Safabda and Niddabda Kriva rules.”

A further discussion followed. Ultimately
the following resolution was moved:

“This Confeyence is of opinion that musi-
cians when rendering music should observe
the Sasabda and Nisdabda Kriyad rule, so as
to avoid beats other than the ghata of the
angas,” :

It was proposed by Bharatam Nuarayana-
swamt Aiyar, seconded by Mr. T, V. Subba
Row, and passcd unanimously.

PaLLavi,

The ongim of «Pallavi” was next taken
up.  The president referred to the hywn in
the Rg-veda with the refrain «“Kasmai
deviya havisa vidhema.” Then later on this
pallavi - received  specialisation  at  the
hands of great musicians like Margadarsi
Seshatyangar, Matribhutaiyar, Adippaiyar,
Venkatasubbialh, Duraiswami  Aiyar and
others. The art owes much of its developnient
to Bharata Nitya and Pada-Varnas, Adip-
paiyar specilised in ‘Tana’ Varnam.'

Prof. Sambamurti stated that ‘Pallavi’ is
used in two different meanings. It is a
portion of the Kirlanas; that is so from
at least the time of Purandardas. But the
Pallavi proper is only 200 years old.

CONFERENCE

. . N Lo that
Tiger Varadachariyar was of opinion

Pall;gvi is ancient, and cannot be said to be

old only 200 years old. It is decidedly older.

The Conference was of opinion that the
Pallavi was of ancient origin.

THE FOURTH DAY.
26—12—1937.

The proceedings began §vilh Pand_il
Subrahmanya Sastri in the chair, the presi-
dent having deputed him to preside, during
his absence.

GRAHA, NyYasa, AMSa,

Item 2 in the agenda was taken up.  Pal-
ghat Sundaram Aiyar wanted {o know the
meaning of Grahasvara, Nyasasvara and
Armhgasvara  and  their applicability 1n
nmiodern practice.

Prof. Sambamuiti said that Graha-
wvara had its origin in the Grima mela days
and had become obsolete; Nydsasvara
is the one where you can dwell and produce
the Riga bhdva, and Aisa svaras are
wvaras which play a frequent part in the
Raga.

Mudikondan Sabhapati Aiyar next spoke
and gave his exposition of the Graha svara.

At this stage the President, Chidambara
Bhagavathar, took the Chair.

Tiger Varadachariyar explained that sadja
being the starting note fer the ragas, 1ls
the most important and is the ‘:(}mhn
svara; it is the key to the Raga Sanciras.

Pandit Subrahmanya Sastri said  that
Sarngadeva has given a detailed description
of Jatis and the “Graha” svatas c.o'ul'd be
Jearnt only by understanding the #Jatis” and
not merely the “Gitas."”

Mr. Sundaram Aiyar was of opinion that
{he “Graha' and the like have ancient Sast-
raic authority and we should try to under-
stand them and not discord them as obsolete.

Mr. Subrahmanya Sastri said ‘Jati’ is not
the same thing as ‘Raga’ and is one of the
characterics of this Raga.

The riga system has undergone a change,

There is difference between the melas in the
time of Venkatamakhin and those at the
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present day. In dealing with matters of
science we should have regard to the long-
standing ancient authorities,” and not only
to the Sangraha-cidamani and Singara-
chariar’s books which are quite modern.

Originally there was the Grima and Mur-
chana, then there was Tana which was of
two kinds; out of this was evolved the
Nastoddista. Then by treating different
svaras as Sadjas, different melas were
evolved. Owing to the lack of “Laksyas”
the real learning has become absent,

In the Sangita Sudha there is a clear expo-
sition of the whole scheme. In the Sangita
Parijata, which follows the Hanumat system,
the laksana is given in the modern manner,
as Arohana and Avarohana, Even m
the time of Venkatamakhin, the Grima
system had become obsolete, he deals only
with Desi-rigs.  Therefore only the Sadja-
grama has been adopted and Sa-grama means
only Sadja grama.

THE FIFTH DAY.
27—12--1937,

The proceedings were resumed with the
President, Chidambara Bhagavathar, in the
Chair.

Mr. M. 8, Ramaswami Aiyar, in further
clucidation of the fgraha’ svara, sialed that
Jati had seven notes, that Rigas had eight
notes; that ¢Jati’ singing was always choral
and had no ‘Adhira Sruti'. Therefore to
enable the singer to start, the ‘Graha svara’
is an indication.

After some more discussion, it was found
that a satisfactory conclusion could be
rcached after all the works on theory are
printed and published.

RAGA LAKSANA
Ragalaksana was next taken up:
(1) Bhairavi.
The President suggested that two profes-

sionals might sing laksyas and two persons
learned in laksana, might explain the latter.

Mr, Tiger Varadachariyar said that Bhai-
raviwasa Samparna Riga. Sa-ga-ri-ga, Ni-ga-
ri-ga were prayogas which bring out the Raga
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bhiava very well. PBoth Dhaivatas occur.
He sang the Raga,

‘Mr. Mudikondan Venkatarama Aiyar next

-spoke and explained where the different
Dhaivatas were in use,

Mr. Mudikondan Sabhapati Aiyar slated
the Sastraic theories of (he Raga and said

that it should be regarded as janya of the
20th mela.

Mr. .—'\nantakrishpa Atyar stated thal even
in “Pa dha ni sa” Sudda Dhaivata was used
according to the old Sampradiya, though

now the higher Dhaivala has come into
vogue,

Mr. Vinjamuri Narasimhacharlu  and
others also ook pait in the discussion.

The President stated that Bhairavi was an
ancient Riga that existed prior to the mela.
kartii classification. There was authority
for use of both the Dhuivatas in Sangita-
Sudhi and in Caturdandi prakiadiki. The
Dhaivata will be higher when it compounds
with the ‘Ri* which is higher, and in other
prayogas, it will be Suddha,

A discussion then arose as to whether
‘Bhairavi’ could be said to be 2 janya of 20th
mela. The Raga is anterior to the 72nd mela-
kartd scheme and is now grouped under
mela 20 only for scientific completeness of
classification.

Vidvan Sabhesa Aiyar wanted 10 know
what Dhaivata should be admitted in the
Prayoga «Ni dha Ni dha Ni dha”, He stated
that “Suddha Dhaivata’ was the right render-
ing and that even in ‘Pa dha nj sa’ where
‘sa’ is short it is only Suddha Dhaivata,
Itis only when «Sa’ is long in Pa dha nisa, in
Pa dha nisa ri sa, higher Dhaivata is admis-
sible. Mr. Mudikondan Venkatarama Aiyar
and others agreed with the view. This was
adopted by the conference on the motion of
Vidvan Sabhesa Aiyar.

AWARD OF DirLOMAS.

The Convocation to award Diplomas to
the students who passed the examinations
conducted by the Teachers’ College of Music
of the Music Academy, was held at the Con.
ference Pandal in the evening, A large

gathering was present, Dr. P. Subbaroyan,
Minister for Education, presided and distri-

buted the Diplomas to the successful candi-
dates,

Aiter invocation by Mr. T. L. Venkaia-
rama Aiyar, Mrs, K, § Jayarama Aiyar,
Correspondent of the College, welcomed
Dr. Subbaroyan and requested him to distri.
bute the Diplomas. She referred to the need
for making music and dancing compulsory
in all schools, and said that Government
should take steps in this direction.

Dr. Subbaroyan distributed the Diplomas
and congratulated the recipients on their
success,  He dwelt on the work the Music
Academy was doing in several spheres, and
congratulated them on is conducting a
Teachers” College of Music for training

young men and women to become teachers
of music,

With a vote of thanks proposed by Mr. T.
V. Subba Rao, the function terminated.

THE SIXTH DAY.
28—12-—-1937,
SAHANA AXND BiLAHARI,

These two Rigas were discussed in detail
at the conference of experts with Vidvan
M. Chidumbara Bhagavatar in the chair,

LiBErTY TO CRITICISE

Mr. Nallur Narayanaswami Aiyar drew
the attention of the conference to a review
of a book published in the latest issue of the
Music Academy journal, confaining some

remarks about the late Maha Vaidyanatha
Aiyar,

Mr. T. V. Subba Rao explained that (he
review in question was a fair comment re-
presenting the opinion of the reviewer which
he was perfectly entitled {0 express, that such
remarks and even more Severe criticism was
always published in the Press provided there
Was no malice in it, and that i any person
fell the Other way, he was at perfectly liberty
to criticise the review, He undertook to
publish in the Academy journy| such critj-

cisms as anybody might fee] j¢ necessary to
make on the point at issue, Y
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Sahdnd:—The laksana of Sah?mﬁ was
then taken up. There was no serious dis-

{e as to the arohanpa and avarohaqa of this
raga which were agreed to be Su-ri-ga-ma-
pa-ma-dha-ni-sa and Sa-ni (long) dha-pa-m}:;x-
ga (long) ma-ri-ga-ri-sa respectively. But _tde
tonal values of its gindhdara and nisada
formed the subject of keen discussion which
revealed sharp differences of cpinion among
the vidvans assembled.

Vidvan Sabhapati Aiyar lcd the debate by
explaining that Sahidna was a rakti and chdya
raga and was a bhisiﬁga-denved _from the
28th mela, that its Giindhdra was Antara €X-
cept in the combination ri-ga-ri-sa as it
occured, for instance, in Ty:agaraja S ‘Gl(x-
pai’.  Mr. Lakshmana Pillai concurred in
this view and added that this note was in
quality similar to its prototype in Saveri,

Messrs. Anantakrishna Aiyar and T. L.
Venkatarama Aiyar opined that Sahana
gandhira was of the cadharana variety and
sang Dikshitar’'s ¢Sri Kamalimbike’ and

‘Abhaya’ in support of their contention,

Mr. T. V. Subba Rao stated that there was
neither Sadhirana gandhira nor Kakali
Nisada in Sahana, that in the particular
combination ni-sa-ri-ga-ri-sa, the gandhara
no doubt sounded a $ruli or a shade less
than Antara but on that account it could not
be called sadhirana, and that the presence
of this latter note would convert the Riga
into Dvijivanti,

Messrs. Kumbhakonam ]ay';u:ama Aiyar

. S. Aiyar concurred in this opinion,
:gdalgo Vidvyan Sabhesa Aiyar who added
that the particular groupings of svaras in
which this particular note occurred were
manipulated too quickly to permit of any
clear demarkation, while Vidvan Tiger
Varadachariyar humorously remar_kcd that
the note was asddhirana (extra-ordinary).

As for the nisada, it was generally agreed
that it was kai$iki but it was pointed out by
Mrs. Alameclu ]ayaran?a A:yar. and two
others that in the combination ni-sa-ni-dha-
ni-dha the note appeared to be Kikali.

esident expressed the opinio'n that
K:l‘(}:l:ipx(aisada was not at all admissible,
thal Antara gandhara was the proper note

for Sahdna, in the usage ri-ga-ri-sa the
gandhdra was lower than the usal Antara
one and that this Raga was anterior to the
72 melakarta scheme,

The majority favoured this view.

Bilahari:—Vidvan Tiger Varadachariyar
at first gave the numerous saficiras chayac-
teristic of this Raga and Mr. Jayarama Aiyar
of Kumbhakonam explained that the aroha
svaras by themselves could not determu;e
the raga svariipa and that the emphasis in
Bilahari was laid on rsabha while the gandh-
ara is siressed in Mohana, a Raga with the
samc ascent,

Difference of opinion was revealed as to
the character of the Nisida occurring in
this Raga. Mr. Sundaram Aiyar :}pd‘ two
others were emphatic that it was ka,ISIkl and
instanced Tyagaraja’s ‘Najivadhara’,

Vidvan Tiger Varadachariyar pointed out
that in the old Bilahari there was no kaisiki
nisdda and that it was a recent trespasser.
But Vidvan Sabhesa Aiyar disagreed staling
that kaisiki nisida was absolutely necessary
to bring out some aspects of the riga; only
one must know when and how to use it,

The President stated that Bilahari was a
Riga anterior to the melakarta §cheme, that
kaisiki nisada was admissible in the usage
pa-dha-ni-dha-pa, and that sa-ri-ga-pa-dha-sa
and sa-ni-dha-pa-ma-ga-ri-sa represenied the
normal laksana.

" The conference then adjourned to the
next day.

THE SEVENTH DAY.
29—12—1937

The President, Chidambaram Bhagavatar,
took the Chair. Kedira was discussed.

Kedaram.

Tiger Varadachariyar: In some prayogas
Dhaivata is used. The other view is that no
Dhaivata should be used. Thereisa ¢ ga
ma dha ma’ prayoga, occasionally used.
It is stated {o be a ‘Rafijaka’ prayoga.

Mr. Umaydlpuramn Venkatrama Aiyar stated

that Dhaivata is not admissiblg: according to
Tyéagarajar and Diksitar. It is used only in
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the Sangraha Cidamani. Messrs. Mudikon-
dan Sabhapati Aiyar, Nallur Narayanaswami
Aiyar and T. L. Venkata Aiyar were against
Dhaivata,

LECTURE ON ‘EUROPEAN MusIC',

Further discussion was adjourned. Then
Mrs, Grace Calwell gave an exposition of
European music and gave a demonstration.
The President thanked her on behalf of
the Academy.

Mrs, Calweil traced the history of Euro-
pean music from the days of the ancient
Greeks to the modern harmony movement,
and played pieces from Chopin, B:cthoven,
Brahms, and others on the piano.

Thanking her, the President said that
European music was like a piece of archi-
tecture into the vestibules of which they
could not now enter. While South Indian
music must naturally claim their prime devo-
tion, he pointed out, they should keep an
open mind to good things found elsewhere.

THE EIGHTH DAY.
30—12—-1937.

The proceedings began with Pandit
Subrahmanya Sastri in the Chair.

LECTULRE ON ‘VabDi, SaMVADI, VIVADI AND
ANUvVADL

Mr. Pirutla Subbarayya Sastri gave a
lecture on ¢Vadi, Sarhvadi, Vivadi and Anu-
vadi’. He said for Adharasvara, which is
Vadi, the Samvidisvara should be the 9th
or the 13th ¢ruti, as in the relation of Sa-ma
and Sa-Pa. When there is an interval of
one Sruti it is Vivadi. For ¢‘Rakty there
ought to be Vadi and Sarwvadi. There
is “Sruti-Samvadins” there is also Vadi Sar-
vadi”. Therefore Sa, ma and pa are all
related as Vadi and Sariivadi Svaras.

At this stage the President came and
occupied the chair,

Keddara-Raga: Discussion on this Raga
was resumed. Mr. T, K. Jayarama Aiyar said
that #“Dha pa”’ is only “Ni Pa” and that
Dhaivata should be avoided. Umayalpuram
Venkatrama Aiyar wanted to know whether

Sa ma ga ma pa nisa is right or Sa ga ma pa
nt 8a 1s correct,

Mr. Sundaram Aiyac said that “Dhaivata”
should be avoided.

Vidvan Sabhesa Aiyar said that Sa ma ga
ma 13 the normal prayoga. But Sa ga ma is
used largely and is admissible, so also pra-
yogas like Sa ri ga sa and Sa ri ga ri sa are
admissible. ‘Dhaivata’ is altogether inadmis-
sible.

The President summed up the debate,
Lak&gas were based on Laksya, and their
authority should be follcwed. The Dhaivata
1s not warranted by ancient authorities; but
in recent renderings occasionally ‘Dha’ is
used in a few saficiras, But that is really
“Nisida” toned down. So there is no fas-
traic authority for it. In practice also the
laksyas are predominantly against the use
of Dhaivata and so it should be discussed.

Sarigasa, Sarigarisa and Sagama
are admissible,

Gundakriyd.
Mr. Pirutla Samkarayya garu:
Sa ri ma pa ni sa.
Sa ni pa dha pa ma ga ri sa,

He  sang  Thiruvattivir  Tyigavya’s
«Tharana”’.

Mr. Umayalpuram  Venkalrama  Aivar
agreed with this view, ’

The Conference was of opinion that the
laksql)a of the Riga is Sa ri ma pa ni sa and
Sa ni pa dha pa ma ga ri sa, and Sa sa ri sa
1s a prayoga found in the laksanas, It is a
Janya of the 15th mela,

Gurjari,
Mr. Umayalpuram Venkatrama Aivar:
Sa ri ga ma pa dha ni s
Sa dha ni pa ma ga 1 sa,

In the Gita of Govinda Dikshitar Dha ri
prayogam are also found.

Mr. T. L. Veqka(ram Aiyar said that Dha
sa was only used in the Kiitana of Dikshithar,

The Conference decided that it was
Sampiirna rags, and it was
15th mela, 1tisan old rag;
Gaula, ctc.

a
a Janya of the
t, like Mohanma,
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lts bhiava was brought out by Vakra
saficiras like Sa dha pa, Pa dha sa, Sa dha
ni,

GOPIKAVASANTA

The President sang two pieces in the raga,
from the Bhajana paddhati.

Further consideration was adjurned.

THE NINTH DAY
31—12—1937

Proceedings commenced with Pandit
Subrahmanya Sastriyar in the chair,

MADHAVA MANOHARI

The point of discussion was whether
‘Pratimadhyama’ was admissible. In the
Sangraha Cidamani it is stated to be a
Pratimadhyama raga, with Suddha Dhaivata
and Kaikali Nisada; but since Venkata-
makhin puts it in the 22nd mela and the
kirtana of Diksitar, Mahalaksmi, is
traditionally sung with Suddhamadhyama,
the conference was of opinion that it was
a Janya of the 22nd mela and that “Suddha-
madhyama’’ is the proper Svara. Its laksana
is Sa ri ga ma pa Nidha nisa Sa ri dha ma
ga ri sa.

DiLIPAKA

This riga is not found either in Venkata-
makhin or in the Sangraha Ciidamani. “Rama
Niyada” is said to be in Dilipaka. Mr, T. V.,

~ Subba Rao stated that {he laksapa is Sa ri

ga ma pa dha ni sa and Sa ni dha pa ma ga
risa; and *Ri ma’ and ‘Ma ni dha ni sa’ are
characteristic prayogas.

Messrs. Tiger Varadachariyar, Vidvan
Sabhesa Aiyar and T. K. Jayarama Aiyar
were for regarding “Rama Niyada” as com-
posed in Kharaharapriya and that Dilipaka
was no distinct riga.

Dr. T. Srinivasaraghavan agreeed with
Mr. T. V. Subba Row.

‘The Conference was of opinion that “Rama
Niyada” was being now rendered only in
Kharaharapriyi and that there was no
laksana slating Dilipaka as distinct from
Kharaharapriya.

3

It 15 a Janya of the 22nd mela. Iis laksana -
is Sa ri ma pa ni sa and Sa ni pa ma ga 1i sa.
Mr. Tiger Varadachariyar contended for ma
ga ma.

Further consideration was adjourned {o
the next day.

THE TENTH DAY
1—1—-38

The proceedings were resumed with the
President in the chair:

MANIRANG

The laksana of Manirang whose discussion
had been adjourned previously was taken
up.

The President observed that the irohana
and the avarohana of this riga were Sa ri ma
pa ni sa and Sa ni dha pa ma ga ri sa, and
that this was borne out by the exisisting
laksyas like “Panidi Padu” and “Mamava’”
and that it was a derivalive of the 22nd mela:
‘Ma ga dha’ was not admissible, ‘

The Conference agreed with this view.

GOPIKAVASANTA

The consideration of this riiga which had
been adjourned on 30—12—37 was then
taken up.

The President sang two Utsavasampra-
daya songs some parls of which flavoured
of Apandabhairavi and others of Nilambari.

Mr. Thiruvottiyur Ramaswami Aiyar said
that he had heard from a Malayala bhagavatar
some ycars ago a song in this riga which
looked like Anandabhairavi, -

The Sangraha Ciidamani gives the laksana
as

Sa ma pa ni dha ni dha sa
Ni dha pa ma ga sa dha sa.
It is derived from the 20th mela.

The Sampradiyapradar$ini lays down the
following laksana :(—
Ri sa ri ga ma pa dha pa ni ni sa
Sa ni dha pa ma ga ni ma ga sa.
The Conference was of opinion that it was
of the 20th mela, that its laksana was
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Sa ri ga ma pa nisa and
Sa ni dha pa ma ga sa

and that Antara gandhara and Catussrati
dhaivata also occured.

LECTURE ON BHARATA NATYA

Mr. Nallur Narayanaswami Aiyar then
delivered a lecture on “Bharata Natya” and
explained Bhava, Raga and Tala,

The President then made his concluding
speech. The President of the Music Academy
thanked the President of the Conference and
other vidvans for their co-operation, Vidvan
Sabhesa Aiyar, Tiger Varadachariyar and
Pandit Subrahmanya Sastri thanked the
President and the authorities of the Academy.

THE LAST DAY
2—1-38
DiscUssioN ON RaGas

The Conference decided, before it con-
cluded, the laksanas of Girjari, Madhava
Manohari, Dilipaka, Manirang and Gopika-
vasanta. It expressed the view that Girjari
was an old sampirna raga corresponding to
to the modern 15th mela, that its bhava was
brought out by vakra saficiras like ga dha pa
and sa dha ni and that ga pa and dha sa
were generally used in compositions in the
raga.

After some discussion on the character of
the madhyama, the dhaivata and the nisada of
Madhavamanohari, the Conference decided
that that raga was a janya of the 22nd mecla,
that Suddhamadyama was the proper note
in it and that its laksana wassa ri ga ma pa
ma dha ni sa and sa ni dha ma ga ri sa with
the Suddhadhaivata as alpa prayoga.

About Dilipaka the conference decided that
there was no laksya showing it as distinct
from Kbaraharapriya.

Manirang, the conference decided, was a
derivative of the 22nd mela with sa ri ma pa
ni sa in the arohana and sa nt pa ma ga ri
sa in the avarohana. The usage ga ma was
not admissible.

The President explained singing Tyiga-
raja’s “Sri Rama Rdma” and Nirdyana-

tirtha’s « Ramakrsna’ and other pieces to
illustrate his_point of view, that sometimes
features of Anandabhairavi and Nilambari
were observed in songs composed in this
raga.

The Conference decided that Gopika-
vasanta was a derivative of the 20th mela
with sari ga ma pa nisa in the ascent and
sani dha pa ma ga sa inthe descent. Antara
gindhara, Catussrutidhaivata and Kakali
nisida were used.

BHARATA Natva

~ Mr. Bharatam Naraysnaswami Aiyar, speak-
ing on Bharala Nitya, explained why the
art was dominated by Srngira rasa. He
hoped that a school for the systematic
teaching of the art would be established, to
give a fillip to its future growth, on sound,
scientific, traditional lines.

PRESIDENT’S CONCLUDING ADDRESS

Declaring the Conference dissolved,
Brahmadri Chidambara Bhagavatar said :
Ladies and Gentlemen,
For a period of twelve days, we were in
a realm of bliss, in Svarga lLoka, enjoying a
grand festival of music the whole day and
night without lcisure to altend even to our
mcals and rest. We had such a tight pro-
gramme and all of us were immersed in the
ocean of joy. 1 dare say that our Con-
ference has no equal to it. It was fully re-
presented by delegates and distinguished
visitors from all parts of India and even from
other countries. 1 feel proud to have in our
midst Dr, F. W. Thomas, Boden professor
of Sanskrit, Oxford University, who came to
preside over the Oriental Conference at Tri-
vandrum. The arrangements, the accomoda-
tion of seals, the discipline with which the
various functions were conducted in the
magnificient pandal were all splendid and
we should thank the organisers of the Music
Academy for everything which made the
concerts perfect, with strict adherence to the
programme. The performances were all of
high order, with some exceptions'perhaps and
may be classed as models for the future
generations. The lecture on and demonstra-
tion of Europcan music by an Europeon
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lady was an additional feature this year and
though we were not able to enjoy it in
full, it was a good incentive to us to shake
off our prejudice and to hear with an open
mind what is beautiful in foreign music
also. The deleberations which form the
important factor of the Conference, were par-
ticipated in by many experts and leading
musicians of the Presidency and 75 per cent.
of the items of the Agenda were gone through

successfully, with their kind co-operation,

moderation and valuable suggestions. Accord-
ing to the $toka, Ksiné punygé, I am sorry
we have to icave the paradise and enter
into our material homes, 1 assure you that
with fresh punya and power, we will be able
to meet in this Svarga duing the next ses-
sion. [ acknowledge with thanks the help
rendered by experts and musicians in bring-
ing the Conference to a success and once
again 1 thank Rao Bahadur K. V. Krishna-
swami Aiyar and other organisers of the
Music Academy, for having honoured me
with the presidentship this year.

AFS ATMEATE TAEIR AFI |
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Mr. Tiger Varadachariyar pointed out that
by its resolutions on riga laksanas, the
Conference had rendered a service both to
ancient and to modern music.

Mr. Subrahmanya Sastri suggested thatthe
Academy should take upon itself the {ask of
composing sihityas in rigas, the laksanas of
which were not clearly known.

Vidvan Sabhesa Aiyar, Mr. T, Venkatrama
Aiyar and others expressed their gratification
at the success which had attended the work
of the Conference.

Mr. K. V. Krishnaswami Aiyar proposed a
vote of thanks to the President, the delegates,
the artistes and the public. He hoped  that
sangita vidvans would, in fulure, co-
operate in an increasing measure with the
Academy in its work,

PrizZE DISTRIBUTION

Later in the evening, the hon. Dr. U. Rama
Rao, President of the Legislative Council,
distributed the Academy's awards {0 success-
ful candidates in its competitions. Srimatis

J. Chellam and M. K. Rajam were awarded
medals and Srimati Vidya a certificate in the
Syama Sastri Competition. Mr. T, S. Pillai
and Srimati T.V. Rajalakshmi were awarded
medals in the Tiruppugal Competition. A
cup and a cerlificate were presented respec-
tively, to Srimati V. Nagalakshmi and Mr,
K. Ramanathan Chettiyar for their work as
volunteers.

Dr. Rama Rao traced the growth of the
Academy and paid a tribute to the work of
its President, Mr. K. V. Krishnaswami Aiyar.

OFFICE-BEARERS FOR 1937

PRESIDENT
Rao Bahadur K. V. Krishnaswami Aiyar.

V1CE-PRESIDENTS
Diwan Bahadur M. Balasundaram Naidu,
Mr, S. Satyrmurti.
,,» K. Srinivasan,
,, T.V, Subba Rao,
,» M. Sudarsanam Aiyangar,
Lady Venkatasubba Rao.
Mrs, Alamelu Jayarama Atyar,
TRUSTEES
Mr. K. Balasubrahmanya Aiyar,
Mr. P, Rangaswami Chettiyar.,
SECRETARIES
Mr. T. L. Venkatarama Aiyar,
E. Krishna Atyar.
TREASURER
Mr. A, Damodara Mudaliyar,
OTHER MEMBERS OF THE IEXECUTIVE
COMMITEE
Mr, K. S, Jayarama Aiyar,
» T.S. Vaidyanatha Aiyar,
Miss Bhavani Swaminathan,
Mr. N. S. Mani.
S. Rajagopalachariyar—Resigned
K. Chandrasekara Aiyar.
,, P.Sambamurti Aiyar,
Miss G. Visalakshmi Ammal,
Dr. K. Bhashyam,
Mr, A. C. Sampath Aiyangar.
Mr. G. Tyagaraja Sastri—Co-opted.
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INDIAN MUSIC

DR. ARNOLD A, BAKE

Just like every phenomenon, Indian music
has two aspects, namely what it means to
India and ils importance to the world in
general, The first aspect is easily understood.
Music has a very old history in India, and it

is only natural that with the awakening of -

nationalistic feeling, with the rcalisation of
the value of things Indian in contrast with
things Western, music began toatiract atten-
tion. The situation in India is not lLke that
in Japan for instance, where Western music
has been adopted and appearantly thoroughly
absorbed, and where large sections of the
population will go oul of their way to hear
a good performance of Western music, be it
by one of the outstanding Western musicians
or by a native of Japan. I think I may safely
say (hat the music of the West has made
very litlle impression in India, and has had
no consiructive place in the devolopements
we witness in India at presenl. The cul-
tured Indians who would go out of their
way to hear a good performance of Western
music are very few indeed. Their energy
and love go out to the traditional system that
is irreconcilably different from our modern
Western system. The tendency in India is
fortunately not to remodel their music along
Western lines, but to bring their own music
back to its time-honoured place in Indian
civilisation.

Time will show how far that is possible;
it always seems {o me that a really living art
could not go untouched by a continuous and
intimate contact with another civilisation. As
long as the change is brought about by an
inner urge, however, and not by superimpo-
sition from outside, Indian music will have
an organic growth that will develop into
something beautiful, even if different from
the old traditions.

\What are the traditions that attract the
attention of the large groups of students both

g
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in and outside universities? How far does
the history of that art go back? References
to music are already found in the Vedic texts;
the Tandya-mahi-brahmana for instance is
full of them, and that certainly takes us
back to the oldest stratum of Indian civilisa-
tion, even if the compilation of that work in
its present form is of a much younger date.’
Music in connection with the Vedic offerings,
be it the recitation of the Yajur-Veda, the
chanting of the Rg-Veda, or the singing of .
the Sima-Veda (comparable to the lectiones,
the accentus and the concentus of Roman
Catholic liturgy) go back to the beginning of
the developement of the Vedic sacrificial
rites, and can thus easily be estimated as
having had a conscious existence, because in
connection with the paramount. importance
of the 'intoned word on which the whble
cflicacy of the elaborale sacrificial ceremo-
nies depends, nothing could be left to chance,
and tone and enunciation had 1o be studied
and well defined at this very early date.

It is a common belief among Western
scholars, and even in India, that the pure
tradition of the Sama-Veda is lost now, as the
large Vedic sacrifices calling for the offices
of the Simavedic priests and {heis helpers
have become almost extinct. This statement
seems, to say the least, a bit hasty. India is
an enormous country and a great many
nooks and corners have not heen visited b
Western scholars and are even unknown to
many scholars of India itself. It is certajn
that no comprehensive study of what is
living still of the Jaiminiyas in Malabar, or
in the Tinnevelly District has been um:]er-
takeg, nor of what the Kauthumas in Madras
Presndgncy or in the colony of Samagas in
the neighbourhood of Baroda are practising,
And there are many other spots in which it
15 said small groups of Samavedic priests
have gathered to carry on the tradition

.-
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according to the ‘different schools. It cer-
tainly is a deplorable fact that nonc of the
Western scholars after Burnell have studied

- the subject in India, not even the great

Caland and Richard Simon,andthat alsofrom
the Indian side nobody of importance has
contributed anything since the time of M.

Seshagiri Sastri’s Descriptive Catalogue of the
- manuscripts in the Government Oriental Lib-

-

rary of Madras. From personal hearing Iknow
that there is a rcliable tradition of Samavedic
chant in the ripantara form, that is to
say, the way in which the Samavedic students
memorise the text-books, notably the Grama-
geyagana and the Arapyakagana; and the
priests belonging to the famous Sriranga
temple in Trichinopoly have assured me that
Simaveda in its Svar@ipa form, which means
the actual form used at the sacrifices with its
proper division over the different priests, the
Udgatr and his helpers, is still in regular
use, and 1 see no reason to disbelieve him
until the opposite is definitely proved. In
a country where tradition is so rigorously
adhered to, and where the same office runs—
as I have known instances—in the same
family {rom father to son for 30 generations,
there is a fair chance that in the holiest, and
consequently most conservative departinent
of human life, religion, a good deal has been
preserved in its purity.

It is however not the music of the Vedic
offerings that has become the centre of the
modern revival of Indian music, but the clas-
sical or art music, which also has a long his-
tory, though not maturally quite so long as
the music of the Vedas, The oldest treatise on
the theory of art music may be safely dated
back according to the fatest researches, to
the tirst or second century of our era, and
even that book points to a number of pre-
vious efforls. In the ccnluries between
them and now the tradition has undergone
many modifications but has never bcen
definitely broken, as has been the case with
so many of. eur Western traditions that were
adopled ftom the world of antiquity.

Indian music is pre-eminently vocal in
nature. The ccnnention of words and
their musical enunciation, so prominent .in
Vedic music, is of equally great importance
in the oldest art music. Instrumental music
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---Vadya—is definitely felt as subordinate to
vocal music—Gila. The real developements
of instrumental music came after {he time of
the Mohammedan invasion, that is to say
after the 11th century, With the exception
of Vina, a beautiful stringed instrument, the
flute and the percussion instruments, all those
in use in India to-day are of Arabic or Persian
origin. To that class belong the sitar, dil-
ruba, rebab and sarod among the stringed,
the shannai among the wind instruments.*

Music is an art developed within the walls
of the theatre, in connection with dance,
which is actually comprised in the original
meaning of the word for music, Sangita,
which means music, vocal and instrumental,
and dance, The first treatise on music is
incorporaled in a treatise on stage-crafl in
which il occupies a comparatively small
section. It is not however so far removed
from the music of the Vedas as the modern
observer might think. The performance of
drama was essentially a religious act, pre-
ceded and concluded by offerings and prayers.
The movements of the hand and feet, which
accompanied the singing of the stanzas on
the stage, were closely related to those
accompanying the singing and chanting of
Vedic hymovs, I think it may be said in
truth that one of the roots of the Indian art
music is the music of the Vedas. The other
root is folk music. '

In India the division between art (marga)
and folk (del) music was made at a very
early date.

Music is divided into mirga and deéi.
That which was conceived by Brahman dnd
performed by Bharata in the presence of
Siva is called mirga and it' bestows liberation.
That music which in the different countries
serves solely for the enjoyment of the people
according to the custom of the Jand, is called
desi.

The religious value of art music—marga—
is clearly apparent and actually this music,
as conceived by the highest gods and handed
down through a succession of teachers, 1s
felt as a means of breaking the endless cycle
of birth, death and rebirth. Nothing so high

* This lateness of the importance of instrumental
music, we are not able to accept. V.R. Ed. '
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was atiributed to folk music, which was
only for the enjoymant of the people, and in
the estimation of the bonzes of art music
in our days, nothing that does not conform

to the rigorous system of rules that has be-

come established through some centuries of
secluded developement may claim to be
music at all. Still, the living connection
between the sophisticated music of the edu-
cated classes and that of the people is and
remains a thing of vital importance for the
growth and very existence of the music of a
nation, and India is no exception to that rule.
During the last century we have been able
to observe in the whole world how compo-
sers have turned to folk music for fresh
inspiration. India itself has done that in
former ages. Felber points out in his “musik
der vedischen und classichen Zeit” how al-
ready in the Simaveda there are indications
of folksongs, songs of war for instance, hav-
ing been incorporated into the circle of rites
at cerlain moments to enhance their efficacy.
In the history of Indian art music too we
find ample traces of the incorporation of
folk melodies into official system. How
could it be otherwise when, for all its reli-
gious value, art music was for the greater
part also for the enjoyment of the people,
and naturally pleasing folk melodies were
introduced by professional singers, even il
dressed up to conform to the standards of
his audience. The very names of a great
many ragas indicate their popular origin,
such as Saindhavi, after the fashion of
Sindh, Giirjari in the Gujerali style, and
so on. Often singers who became famous
must have travelled from one court to
another and charmed their new patrons
with songs from previous halting-places
which showed some alluring differences
from the songs in the new surroundings.
Subsequently those traits would become
standardised and lead to the formation of
those ragas ‘afler the fashion of such and
such a place.” Somc ragas, that is to say
melodic constructions comparable to our
Greek and Gregorian modes but with infi.
nitely more individual characteristics, are
ascribed by tradition to certain definite his-
torical composers. Sometimes these new
creations consisted of a skillful blending of
the peculiarities of two existing ragas, some-

times it was a singer who created something
new in the fervour of his inspiration, Soch
was the case with some of the mystical
singers of the middle ages, who created their
own meclody as the ideal vehicle for their
mystical poetry.  Those singers sang for the
people and sprang from the people. Later
their crealions went to enhance the beauty
and richness of art music. It is only since
art music in India has turned definitely away
from the real life of the people and become
more and more the property of a chosen few,
who scorn every innovation and are satisfied
with the infinitely skilful repetition of handed
down formulae, that degeneration has set in.
But this failing has been mended to some
extent by the quickening of national life.
A living interest has sprung up, and we may
hope that new life will be born from the
old forms by an intelligent adoption, not a
slavish imitation.

So much for music as a cultural factor in
India itself. 1 must finish my introductory
remarks with a few words on the importance
of it to the world outside -India. There is
always the beauty and achievement in melody
and rhythm that could inspire artists in other
parts of the world, where the structure of
harmony has blunted both rhythmic and
melodic sense. But there is more : the music
of India is a close relative to that of antiquity
and Mediaeval Europe, and its place in the
totality of music of the Indo-European
peoples is very simular to that of Sanskrit in
the Indo-European languages, and conse-
quently of immense value in the compara-
tive study of music. Like Sanskrit, it has
preserved many features which are extinct
e.lsewhere. As Fox Strangways says: “Here
(in India) we have the living language of
which there (in Europe) we have only the
dead remains.””  Apart from the specifically
musical value we find that Vedic music is
an object-lesson in religious psychology, and
the popular music of India enlightens us
more than anything clsc on the real spiritual
life of the people in all its aspects, owing to
the fact that music has its place in every
department of Indian popular life. Thus the
-study of Indian music, whether from the
lndnqn or Western point of view, will satisfy
the investigator from whichever angle he
may make his approach.

-
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To this I would like to . add a few
remarks of, I hope, some practical value,
Music in India, like any form of art any-
where in the world, is a struggle belween the
conscious and the unconscious; a surplus of
either is a danger to real spiritual expression,
Naturally the unconscious becomes more and
more evident the further we go down the
scale of cultute and see what the primitive
section of the millions of India possess by
way of music. I mean the jungle tribes, the
aboriginals of so many out-of-the-way places,
as ior instance the Chencus of Hyderabad or
the Uralis of Travancore, the Veddas of
Ceylon, or even a tribe probably descended
from a previously higher level of culture
like the Todas. Amongst all these we find
a largely inarticulate expression of musical
feeling, something struggling to work up-
wards towards consciousness, but very often
nothing more than a shapeless succession of
tones within a very limited range.

At the other end of the scale we find a
surplus of consciousness, an art music
where nothing is left to chance, where every
note, every musical linc is according to
fixed rules, and where delight is created by a
skilful blending of prescribed variations. In
the general view of Indian music that has
gone before 1 have mentioned the pheno-
menon Riga and have compared it to what
we know in the West as church modes, but
with infinitely more individual characteris-
tics. Each basic mode or riga, or as
Bharata calls it, ]Jati, has countless deriva-
tions, crystallised at a later date into mascu-
line ragas or feminine raginis. Certain
constructions of scale connected with defi-
nite intervals or melodic {urns suggested a
masculine character of a given mode, other
characteristics affected the singers as femi-
nine and became raginis accordingly. They
exercise a psychological influence which
need not surprise us because also in Greece
Plato for instance ascribes such influences
on the formation of character 'o the
different Greek modes, Consequently he
banishes some of them from his Slate as
having an effeminating effect on the.
character of young people. There is a
marked tendency throughout Indian culture
for things to become stereotyped, a tendency .

which finds its philosophical justification in
the conviction of the deterioration of the
times. By this attitude our present-day
customs and art must be worse than those
that went before. Consequently every artist
must {ry {o come as near as possible to the
ideal of the former generation. This leads
to imitation and rigid fixation of rules,
Hinduism and Islam both show this same
tendency and once the. innovations brought
about by the merging of Persian and Indian
culture were accepted, these {oo came to be
regarded as the standards of the fathers to
which the younger generation must conform,
So long as cullure pulsated with life the
dangers were not so great, but the further
the cultured circles drew away from the
pulse of life, the more the courts where art
mu.ic was practised grew artificial and
remote, the more music degenerated into
slavish imitation and the more the accent
was laid on skill as contrasted with inspira~
tion. This is the reason that we find at pre-
sent an excess of consciousness at the fop
of the cullural scale, a tyranny of rules, and
artisans instead of artists.

The large mass of folk music lies
between these two poles; at the one end the -
consciousness struggling for expression, at.
the other consciousness stifling expression.
The task before the new generation is to
restore the balance, and let me stress the
point that this must be done by India itsels.
The West cannot help; the creation of a
new art must come from within, That
India wants an Indian art is cerfain. If ]
said at the beginning of my introduction
that Western music had had no constructive
place in the developments we witness in
India, 1 might have added that music from
the West and Western instruments have had
a destructive influence, all the more danger-
ous because it has been so rarely noticed by
Indian admirers of Western music, Danger
lies in the wholesale importing of Western
bands at s0 many Indian courts, Harmonised
Western music baffles and spoils the Indian
ear, trained on melody alone. Indian orches-
tras, even if composed oul of fifly different
sustruments, never would play anything like
a Weslern harmony, If Indian music wants
to develop polyphony it must do so along ity
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own lines and not by adopting imported and
imposed methods foreign to its very nature.
Whatever the relationship batween Indian
music and that of Medizval Europe may
have been, the changes we have witnessed,
particularly in the last 250 years, have
definitely obscured those relations. Super-
smposition of the finished sysiem of Weslern
harmony on the perfected system of Indian
melody kills the latler.

The influence of the bands, which aiter all
are few and far between, is bad but limited.
Infinitely worse is the subtle corruption of
the atrocious harmonium, badly tuned if
tuned at all. Its fixed keyboard prevents the
finer shading of tone so important for the
conveying of delicate emotional accents;
besides, the quality of tone forces the singer
to shout if he wants to be heard at all. The
genuine Indian instruments on the other
hand are ideal for giving the right back-
ground to the singer, stimulating him to
give the right intonation and expression.
The harmonium with its cut-and.dried notes
spoils voice and ear so that after a while the
singer is unable to do without it, like a
drug-fiend unable to live without his stimu-

- Jant. I heard it said the other day that the
reaction against this horror, formerly adopted
out of sheer laziness, had set in. But when
I left India three years ago the harmonium’s
influence was not on the wane; on the
contrary, it was penetrating into the farthest
villages, even Into the secluded valley of
Khatmandu. How often did I note on com-
ing to a village where the school-teacher
said: “We will sing, but unfortunately we
have no harmonium.” The first thing India
will have to do is to get rid of the har-
monium and return to the instruments
attuned to the spirit of her own music. An
intelligent study of the West and the growth
of polyphony there may leadto the discovery
of polyphonic possibilities in Indian music,
But it will have to be a development, not an
imitation. Timir Baran. and his elder
brother Mihir Baran, of Brahmin caste, have
adopted and developed rrin‘ciplcs as followed
by the Mohammedan leader of the Maihar
State band, which show an interesting deve-
Jopment along indigenous polyphonic lines,

~ and apart from their endeavours there may

-amountalmost to a different musical lan
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be a great many new departures in different
places in India. There is no doubt however
that the 1oajority of modern Indian
musicians strive after a revival of the old
ideals of art nwusic, or bring new lhfe into it
from folk music, but definitely along
melodic, not polyphonic, much less harmonic
lines. Those who inspire themselves on folk
music find an cnormous scope in the unlie
mited field of Indian folk music with its end-
less variations of expression and emotional
content. Naturally modcrn composers who
inspire themselves on folk music tend to do
so on what thcy know best in their own
country or province, just as a Russian com-
poser would but rarely inspire himsell on
English folk songs, or a French one on
Scandinavian melodies.

Mere obedience to the rules as taught by
the piesent-day singers is not sufficient. Al-
though the classical tradition is basically one
where local differences, the differences if
dialect if one may call it so, are great not
only betwecen north and south where they

but even beiween the several local

of the north. Each teacher upholds the.

cxcellence of his own traditions with the
exclusion of every other preceptor’s theory.
Magnificent work has been done by Pandit
Bhatkhande who spent a lifetime collecting
the different versions of the same ragas and
raginls, and evolved a system especially for
the teaching of music in schools which is
based on a kind of common denominator of
all the variations he found. His eflorts have
given a great impetus towards the creation of

a unily so necessary to a strong and
vigorous art, '

There is one thing however which the
rising generation of those who adhere to the
old tradition will have to face, and that is the
way of execution, from the musical as well
as the aesthetic side. For reasons connected
with the whole trend of Indian life, art music
has lost its sense of proportion. The balance
between melody and ornament has been
completely lost, just as in sculpture, the
later temples have lost their architectural
meaning under a deluge of ornament, how-
ever beautiful each decoration might be in
itsell. Professional jealousy in trying to
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outdo the previous singer, and competition
for a patron’s munificence greatly contri-
buted to the growth of this artlstxcal!y dep-
lorable tendency. Voices forced to sing for
five to seven hours at a stretch day alter day
became over-stained and soon broke. The
shell of perfect technique remained with the
voice gone. The absence of voice as such
became so general that failures and faults of
old came to be regarded as virtues in our
days. This is not the phantacy ol a preju-
diced Westerner; I will illustrate (his state-
ment with quotations from a Sanskrit text.
The faults enumerated there give a true
picture of a preseat-day singer, even of the
most successful type, whereas the ideal of
beauty as expressed in the Sanskrit lext is
not or hardly to ke found anywhere.

Let us imagine the stage set for the per-
formance of an Ustad. The accompanying
tamburas have filled the atmosphere with
the lovely vibrations of the chord, serving as
a background to the melody. The drumimer
is silting ready to take his parl as soon as
the singer will have finished his introduc-
tory improvisation which is to establish the
character of the raga he is going to perform,
All attention is centred on the gorgeously
dressed man sitting in the middle of circle
of musicians. Suddenly he stretches his neck
and starls swaying his budy. He twists his
neck, now opening his mouth very wide, now
closing it altogether, with audible takings in
of the breath. The sound is harsh and
rough; very often the difference between
high and low notes is such that they are as
if sung by a different person; but of course
the technical side of the song is rendered
faultlessly. When he reaches the climax of
the song the singer gels into such a cramp
that the veins on his forehead, face and neck
swell o bursting-point. One wonders what
the singer would say if he took the trouble
to read the injunctions of the Sanskrit texts,
where it says:

[Il. 42. dadhdnah kandharim dirdhvam
karabho’bhihito budhaih|

The one who puts his neck up is
called the camel by the wise,

II1. 45. vakrikrtya tu yo grivam
gayed vakri sa ucyate|

gitram prasdrayed gayan
prasari sa tu giyanahij
The one who sings twisting bis
neck is called the distorter; the-
singer who stretches his body-
while he sings is called the
stretcher. .
I11. 39, udghrsto virasodghosah
sitkari sitkrtair muhuh]
Uughrsta is he who sings {aste--
lessly loud, taking breath with
repeated sound of it. C

I11. 41, karalodghatitamukhah
' karali gayano matah|
That singer is called the gaper who
opens his mouth in a terrible
fashion.

I11. 38, sandaSya dasanam gayed
asau sandasta ucyate|
The clencher is called he  who
sings pressing the teeth together.

111, 31, roksatvam tyaktaraktita] anudh-
vanivihinalvam nissarata visva-
ratd kakitvam sthianavicyutih
kar§yam karkagyam ity etat
kusariram tu diisanaih. :

Being harsh, without charm and
resonance, pithless, out of tune,
making a sound like a crow and
having a break between the
registers, of small valume and
rough, that, on account of the
faults, is called the bad bodily die-
position,

111. 43B. sirala phala vadana
griva mukha vikaravan|

44, dombakah kathitah sadbhir gayanah
sarvato’dhamah]|

The one who distorts his face by
letting swell the veins on his fore-
head, face and neck is called
dombaka by the wise, the lowest
singer in every respect.

As regards the ideals of beauly as expressed
in the Sanskrit texts, these are absent in 99
out of 2 hundred professional perfoimers in
India. The astonishingly sharp euwr for
phonetic phenomena had very soon discover-
ed what was found out in Europe much later,
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namely the three registers of the human
voice, the breast, throat and head register
respeclively. According to the old treatises
the breath starts from the navel and goes
upwards through the three registersand only
acquires artistic properties when uttered
through the mouth. This coincides with
the Western theory that the basis of musical
voice-production is in the diaphragm.
The realisation of this principle greatly adds
to the charm of the voice.

1II. 29. (tarasthane bhaved yasya
madhuryam snigdhata tatha|
gambhiryam mrduta raktih
pustih kadntir anudhvanih]|
tat susariram ity uktam
laksmalaksanakovidaih||

He whose voice possesses sweet-
ness in the higher register and has
mellowness, depth, softness and
charm, the beauty of richness and
resonance, is said by the authorities
on the science of characteristics to
have the right bodily disposition.

From which we see that the actual beauty,
melodiousness and richness of resonance are

the first exigencies of anyone who wants to
start being a singer. Of all these qualities
not one is apparent among the majority of
Indian professional singers, who hardly ever
use the breast-ragister pressing everything as
high as possible in the head-register, whereas
softness is entirely absent. This exclusive
accent on the higher regions of the voice may
be the result of Arabic influence, as the
Arabic ideal does not consider a voice to be
singing unless it sings in falsetto. Anyway,
the previous quotations show that whatever
the cause may be, the present way of execu-
tion is very far removed from the hi
standards and ideals of old,and that for a true
revival of Indian art music the study of the
Sanskril texls must be undertaken along with
that of the traditions of the preseni-day
singers. The impetus and urge is so strong
in the India of our day that there can be no
doubt that something new and beautiful will
gradually emerge from the conflicting ten-
dencies, based upon the longing for a true
ait peculiar to India herself, an adequate
expression of her own spirituality. But in
order to realise this ideal one thing is required
above all others: openmindedness, and- a
mutual appreciation in true co-operation.

THE MELAKARTA—A CRITIQUE

K. V. RAMACHANDRAN

The melakartas have dominated our
musical thinking of the past 100 years so
thoroughly and influenced our musical beliefs
and practices so intimately, that it is perhaps
time we examine what these Melakartas are,
mainly o clarify some of the implications
of the Melakarta theory, whether it has fur-
thered the develcpement of the art or
arrested its devolopement.

Mela denoted a group of svaras. At one
stage in the history of our music—Vidya-
ranya was probably the originator of the
practise—the Rédgas came to be grouped and
classified in terms of Melas. Ragas consti-
tuted the substance of our music and they
were far too intricate to be defined by any
mechanical formula based exclusively on
svaras: the svaras were just one of the seve-
ral units — the vowcls let us say—that
contributed to the making of the Raga, which

implied besides a graded variety of impor.

tance among the various svaras timed and
free and comprehended movements of
various kinds in addition to certain charac-
teristic figures and exclusive phrases not to
mention a variety of pauses, initial, medial
and final. The sound picture that resulted
from all these factors was the Raga. The
Mela never attempted fo define the Ragas,
but just indicated the more prominent
svaras requisilioned by them. The Mela
was just a label and at no time did it have
anything more than a classifying sense. To
summarise the more prominent svaras that
found employment in the Raga is not to
define the Raga because the svara was just
one of the many units of which the Raga is
composed; it did not imply and taboo that
svaras not comprehended under the Melas
should under no account be resoried to. It
did not matter for instance whether the
Mela was Gurjari or Gaula so long as
people understood the group of svaras that
the names mnemonically summarised. In

other words there was a fluidity about the
system of Melas which was never forgotten
as long as the early Mela system was in
vogue; and it was in vogue as recently as the
time of Tulajaji. It was the Mela that was
derived from the Réigas; the Mcla was a
generalised hypothetical term improvised by
the musical authors at a time when the
earlier classifications based on the character
of the music were found not sufficient and
there was a need to emphasise the svaras.
The Mela was not a Raga; it was just a

Thypothetical term with a classifying sense.

Unfortunately current musical belief
among professional musicians as well as the-
oretical experls is that the Melas is the
parent and that the Rigas are the offspring,
that the Mela implies svara tabooes and that
the Aroha and Avaroha saficiras are suffi-
cient 10 define the Raga. As explained
before the Mela does not define the Riga;
and the aroha and avaroha saficiras are
but one among many features of the Raga,
For the present state of our musical beliefs,
a certain work named Sangraha Ciidamani
is directly and indirectly responsible. )

Venkatamakhin who flourished during the
Naik period, among others, made an attempt
to codify the Ragas current in his time
under the Melas that earlier writers had
already improvised; but he was responsible
for the suggestion that by mechanical mani-
pulation of the svaras it was possible to
derive 72 Melas; but he did not elaborate the
suggestion nor give names to the 72 possible
groups. This was probably done by a
certain Muddu Venkatamakhin said to be a
grandson of the original Venkatamakhin and
it was perhaps he who gave the names
beginning with Kanakdmbari catalogued in
the anubandha of the published edition of
the Caturdandiprakasika, in addition {o
certain Ragas thal were not current in
Venkatamakhin’s time, but had since invaded
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the south and come to stay., Muddu
Venkatamakhin belongs to the early Maratha
period. - At a still later stage perhaps, the
new fangled system of Melakartas received
some final touces, but the system itself did
not gain genecral acceptance and was
presumably confined to certain families,
because long afterwards almost in the times
of $ri Tydgarija, we find Tulajaji defining
the Ragas current in his time in terms of the
pre-Venkatamakhin Melas with additional
data calculated to visulaise the Ragas more
precisely. We are thus fortunately ina position
to assay the exact musical inheritance of the
great composers Tyigaraja,Syama Sastri and
Muthusvami Diksita. The period imme-

_ diately preceding these great men was one of
intense musical activity: Purandaradas and
Ksetrajiia divide the honours of compesi-
tion and among master craftsmen are
Virabhadrayya, Adiyappaya, Vina Kala-
hasti Ayya and Sonti Venkalasubbayya from
some of whom Tyagaraja, Syima Sastri and
Diksitar learnt their music. An analysis
of the music of Sydma Sastri and Diksitar
seveals that these great composers are inter-
preting the music of the past almost
exclusively-—a great past, of which we could
have no conception, but for them. Tyagaraja
is an indefatigable interpreter of the past as
well; but if with one eye he looks backward,
with the other he looks forward as well.
Like Prajapati he creates his own media and
adores his Raina not alone with jewel-words
newly fashioned, but also with jewel-music
newly created. It is this facet of Tyagardja
that distinguishes him from his illustrious
contemprories.

" To eslimate the real achievement of
Tyagarija, we have to distinguish between the
Riga media that he inherited from the past
—an inheritance shared by all the three great
composers—and the media that he actually
created. However this is not easy because
the Raga nomenclature of the Kirtanas of
Tyagaraja are in a state of shocking confu-
sion. Tyagardja has been singularly unfor-
tunate in s editors; inspired by the Sangraha
Cadamani, each Apiirva Raga kirtana has
been given some novel name by these
editors. One Riga is' disintegrated to yield
10 different names for none of which there

is warrant and all of which are non-cxisteit,

Sucha state of affairs complete disguises
existence of ceftain wondgrﬁally 'whg:
real form is distorted out of shape

disintegration; it has also cffectively db’;- mhl

the fecundity of the master who could oorp. - -

pose such diverse patterns out of a sipgle
Raga. We have lost the Riga, but

ten names; the exaltation of the Mchm:-t‘..
based upon a misreading of what it dengted .
and the mistaken corollaries that the svatds -

arc never {o be transgressed elc. are respone
sible for the banishment of our Apiirva
Ragas. We donot even know that there
are such Ragas, much less do we know
how to employ them. Ignorance of the
Apiirva Rigas and of Tyagarija's musical
inherilance is responsible for such absurd
identifications; such identifications are res-
ponsiple for subsequent attenuations and
distortions of the Ragas in question. Guided
by the Sangraha Cidamani, the kirtanas
‘Raga sudhd rasa’ and *Sirvabhauma siketa
Rama” have been identified as Andolikd
and Bhafijaram whereas both the kirtanas
are in Devamanoharl. ‘Niada tanum ani§im’
and ‘Moksamu galada’ have been - identi-
fied as Cittarafijani and Siramati whereas
both are compositions in a pre-Tyagayyan
Raga called Gopikdvasanta. ‘Nenendu’
labelled - Harikambhoji  (which the late
Mr. C. R. 8. renamed Kannada Behag on
his own authority) is reallya pre-Tyagayyan
Riga called Tarangini in which Diksitar
has a song ‘Maye tvam yahi’. In this exam-
ple, our musicians today assume that the
face of Viniyaka resembles a monkey and set
about fashioning it after that type. ‘Vinaya’
1s not Pratapavarali but a pre-Tyagayyan
Raga called Natanarayapi. Among other
Réagas that have been so cruedly identified
or @sgntcgrated are Kannada gaula, Kannada
Vangila, 1$a Manohari, Abheri and many
qthers. Inslead we have fantastic names
hke'l\?a\_mr;_xsakannada, Bahudir, Kaldvati,
I\Lalmékanh etc. Among the kirtanas group-
ed under Darbaru, there is plenty of confusion.
As.elf—c.qnscious and deliberate artist like
’{‘yagaraja has given some unique interprefa-
tions of the Apirva ragas, but the ignorant
:zd seli-complacent identifications of these
Cﬁ%‘;‘:na:?d;;g :ihe auspices of the Saiigraha

) eprived us of these where
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indeed it has not distorted them as in the
case of Taranginl., It is au irony that our
learned theorists are most anxious to define
these non-existent Riagas and even our uni-
versily-syllabuses arc  preoccupied with
these.

. How did such a state of affairs arise? It~
arose when printing was introduced to India.

The late Mr. Singarachariar who was among
the first to print kirtanas had necessarily to
name the Ragas when he printed the
kirtanas. In his earliest publication ¢Sarvartha
Sara Sangraha’ he solved the problem by
giving fanlastic names of his own coming
to the A) firva Ragas of Tyagaraja’s kirtanas.
There was a gap between the demise of
Tyagardja and the time when his kirtanas
became popular. When after this hiatus
people rediscovered him, there was a real
need to know what the Aparva Rigas were
in which he had composed in such prohfic
abundance. When Singarachariar published
his Sarvartha Siara Sangraha, he lacked the
means to solve the problems and so fell back
on his own imagination. But when he
published his next book, he had discovered
the Sangraha Cidamani and all his subse-
quent identifications are based on that book.
As Singarachariar is our first printed musical
Manu, the Paradaras and Yajaflavaikyas that
came later have just been faithfully copying
him without ascertaining the soundness of
his identifications.

In 1927 the writer charced upon a copy
of the Sangraha Ciidamani at the Adyar
library and as there was such marked agrce-
ment belween this work and the identifica-
tions of Singarachariar, he thought that
Singarachariar must have used this work
though without acknowledgment.  This
work which is a reflex of {he Melakarta
scheme elaborated by Muddu Venkatamakhin
names the Melakartds ‘Kanakangi’ *Ratnangl’
etc. Sangraha Ciidimani came into exis-
tence at a time when there was a need to
know the correct nomenclature of some of
Tyagaraja's kirtanas. Suffice it to say that
the identifications are mostly incorrect
and that the work reveals not only an
ignorance of Sanskril, but an ignorance of

5
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earlier musical literature and a colossal
ignoraunce of the Apiirva Ragas—the Ragas
that Tyagaraja inherited from the past, If
the author had been aware of Ragas like
Gopikavasanta, Kannadagaula, Devamanohari
Natandrayani, etc. which were in existence
even before Tyagaraja was born, he would
not have blundered. Pari of his undoing
was due the fantastic edifice of Melakartasand
their imagined corollaries. The work suffers
from another serious defect. Though
Muddu Venkatamakhin gave names to the
72 Melakartds renaming some of the older
names in the process, Ragas like Sama Varili,
Bhinna sadja, Vasanta Bhairavi eftc. that
existed even previous {o his time, the Ragas
are easily recognisable from his list because
he has just added a prefix to the names call-
ingthem Ganasamavarali, Dhunibhinnasadja,
Geya Hejeji, Viti Vasanta Bhairavi, etc.
There is no break with tradition involved.
But the Sangraha Cidamani calls these
Ganamiirti, Dhenuka, Gayakapriya, Vakula.
bharana etc. The prefix which determines
the number of the Melakartd is more impor-
tant than the Raga. The substance of music
of Jayadeva and Sarngadeva is not very
different from that of our present day music,
only the nomenclature has undergone consi-
derable changes. With Muddu Venkatama-
khin's names we could still rediscover the
Ragas of Astapadi, whereas we cannot do it
with those of Sangraha Cadimani. What
was the need to distort the names of Ragas
and produce a freak theory? It was clearly
a want of equipment. At best the theory
was tentative and expedient a temporary one.

Unfortunately this theory has come to
color our beliefs and practises. In the light
of fuller knowledge now available it would be
proper if our music scholars devole some
part of their valuable time to a correct iden-
tification of the Ragas ot Tyagaraja kirtanas.
It is only when this is done that an appraise-
ment of the art of a great composer would
be possible. In the process we would
gain certain wonderful Ragas which 'like
some of our marvelous Natardjas have
become rusty and mud-smeared by intermin-
able burial underground. Musical restora-
tion is the need of the hour.
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MUSIC IN THE BRHADDHARMAPURANA

BY

"V, RAGHAVAN, M.A., PH.D.

o ————

The Brhaddharmapwana is printed in the
.Ribliotheca Indica Series. In ch. 25, SI. 26
and in ch. 30, §L. 50, the work calls itself
the latest of the Upapuranas.

This Upapurana has occasion to speak of
music in its account of the story of the
celestial river Ganges. Ch. 44, Sl 16 to
SL 101 in this Upapurina give not only a
brief account of music but depict imagina-
tively the greatness of music. 1 give here a
detailed summary of this portion dealing
with music. :

Nirada tells Visnu: ¢Visnu, your are the
supreme Brahman; and Music 1s the im-
perishable Brahman.”

@ g A 9 fAsOIr A 9 AG 972799 |
44, 16.
Visnu replies:  “Music, when sung
properly infatuates the universe in no time.
Susvarati and technique aie both required
in singing, but Susvarata which is of greater
effect, is superior to a knowledge of
technique (Vidhijiiina).
AN BT A4 FEARIASAAT |
dred T FAiEE T FIHEd
R A Srad g S2rasq |
+4, 17-18,
Having emphasised the grcater importance
of ¢Susvaragina’, Visnu takes up ‘Sahitya’,
the musical composition, or the application
of music to a word-picture. Visnu says that
a concatenation of words can deliver only
their meanings, but cannot ‘reveal’ the
picture; but when music interprets those
words, Rasa is, as it were; seen in flesh and
blood.

93 g AR A 7 g g |
| WWagrsd g & |
44, 19.

Visnu then explains the manifestation of
Nada which slarts at Miladhara and pro-
gressing through Nabhi, Hrdaya, Kantha,
and Mukha, reaches Mardhi. Nida is
subtle at the naval and chest, it is indistinct
at the throat and is fully distinct at the
mouth. At the cerebrum, it again becomes
‘Avyakta’. This Nada coursing between the
naval and cerebrum is in the form of twenty-
two Srutis; these twenty-two Srutis are
Dayavati and the rest; they go into the
groups 4, 2, 3, 4, 3, 2, 6 for the seven
Svaras Sadja, Rsabla, Gandhiara,Madhyama,
Paficama, Dhaivata and Nisida. These
seven Svaras have three ‘Gatis’ called Ghora,
Mandra and Ucca, which go to characterise
the scveral Svara-compositions. ThLe Svara-
compostitions are the Ragas and the Riginis,
5 crores 5 lakhs 5 thousands in number.
These Ragas and Raginis have their abode
in Siva’s throat. Of these, six Ragas,
Kamada efc. are the chief; these six have
thirty-six wives (Raginis) with their respec-
tive Dasi-Ragas or servant-modes. The
Ragas have, all of them, ornaments, a distinct
shape and are of the form of supreme bliss.
The Svaras forming these Rigas are of three
natures, Arohins, Avarchins and Saficirins.
These Svaras are same as regards instru-
ments also. Voice and instrument are equal
in this respect.

The six primary Rdgas are Kamada,
Vasanta, Mallara, Vibhasaka, Gandhira and
Dipaka. :
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The *wives’ of Kimada are Mayiri, Toti,
Gaudi, Varadi, Vilolika and Dhanaérl. The
Daisis of these Raginis are Vagidvari, Saradi,
Syama, Vrndavanl, Vaijayanii and Jayantl.
Paraja is a (male) Disa of Kimada.

Of Vasanta, the Raginis are Kedari,
Kalyani, Sindhura, Subaya, Aéviradhd and
Karnati. The Disls of these are Syamakell,
Devakell, Milini, Kamakell, Sambhavati
and Sambari. Hindola is the Dasa of
Vasanta.

Mallira — Raiginis: Nati, Surahatti,
Pihidi, Carurdpipi, Nild and Jayajayantl.

Dasis: Cakraviki, Candramukhi, Rasika,
Vilasiki, Yamini and Syamaghatika.

The (male) Dasa of Malldra is missing.

- Vibhiasa — Raginls: Ramakell, Lalii,
Kodari, Kaumudi, Bhairavi and Sarvarl.

Dasis:  Tarangini, Naginl, Kisorl,
Hemabhisand, Kallolinl and Bhimanctiii.

Syamaghotika is the male servant of
Vibhasa.

Gandhdra — Raginis: Srih, Rapavati,
Gawri, Dhinasi, Mangalakhya and Gan-
dharvi.

Disis:  Patamaiijar], Maifijira, Maha-
padmavati, Velavali, Bhipali and Gandhini.

Gaudaraja is the male servant of Gin-
dhara.

Dipaka — Raginis:  Uttarl, Puarvika,
Gujjari, Kalagujjarl, Gondakarl and Mila.

Diasis; Dipahasta, Dipavarpa, Dipa-
karnd, Pradipika, Dipiksi and Dipavaktra.

Pradipanibha is the male servant of
Dipaka. ‘

Having given this epitome of music to
Narada, Visnu asked him to sing. Nairada
made great effort, and sang, again and again
seeing how Visnu's face reacted; but Narada
was not able to bring out the Ragas in their
true or full form. One Raga slipped from
«Sthana” or its pitch and thereby fell down
lame and stood hopping; another Raga be-
came berelt of eye and a third simply shud-
dered; one Riaga was more or less imbecile
and of another, all the ornaments were shat-
tered. Thus were the Rigas mutilated by
Nirada at that time. Goddess Sarasvati cover-

ed her face with her Sari-end and laughed,

Seeing this, Narada whose face was already

showing fatigue, stopped singing. Vigpu also

told him: QO Divine Sage, stop singing; you .

have sung badly. You go to my Vaikuntha;
the Ragas live there; sce them well”
Having said so, Visnu took Nirada to His
Vaikuptha. There Nirada saw the Rigas
resplendent in their Divine forms, in youth-
ful age and with' faces wreathed in smiles.
The whole pliace seemed lit with them. But
Nirada saw also in a corner some mutilated
Riagas. “Wherefore, O Lord, are these
Ragas crippled and blind” asked Narada of
Visnu., “These are the Ragas which you
sang sometime back. Siva must go here
presently and restore them to their perfec-
tion by His singing” replicd Visnu. Nairada
was dumb with shame. Visnu asked Nirada
to take his scat and Himsell also sat with
Laksml on one side arfd Sarasvati on the
other., All the sages crowded there. Then
Visnu thought of Siva. Everybody was
anxious to hear Siva sing.

Siva appeared in all His glory and Vignu
asked Him what in the universe was the
supreme happiness, what in the universe
liberated one completely from sorrow. Siva
replied that Devotion to Ged was one such
supreme happiness, but there was also Music
which was of equal efficacy in destroying
misery and bestowing beatific bliss, And
that devotion or uttering the name of God
was not holy enough without music. Vispu
then told Siva “you are the greatest expert
in singing; pleasec make my ears rejoice with
the ambrosia of your music.”

Thereupon Siva, the great musician, sang;
and who could resist the urge to accompany
that singing? Nérada, Laksmi, Sarasvati,
everybody followed.

Siva raised the NAda and manifested the
Riaga Gindbhara. Visnu and Brahman saw
what the form of Gandhira was. The Gan.-
dhara was wonderful, glowing, ornamented
with gold, swarthy like the water-laden
cloud and of unique beauty. Then, having
sung the Riga, Siva sang a Sihitya in it, on
Visnu. The Sahitya was the message of a
beloved sent to Visnu as the lover, through
a messenger.  The lollowing is that song;

.

ggesaly a1 g sl

When thal Master of music sang this, his
nates, being the . most charming, Vispu,
Igsing himself n it and with eyes wide open
imaginred ‘that 2 messenger was actually
there before Him. All the eyes in the hall
were fixed on Siva and the assembly was
motlionless. Sarasvati, Laksmi, Brahman,
everybody was like that.

Siva then sang the Ragini of Gandhira
called Sri’. *Sii' came there in all her
charm, an image of gold, with two b tuses in
her two hands, with rich and varied jewe:s,
glittering garment and putting on an argen-
tinc smile. Visnu thought that the lady
messenger who came previously had given
place to the bcloved whose message she
bore. «S1i’ seemed to cling round Visnu
and in the same wonderstruck manner,
Vispu sat looking at the Ragini Sri. The
beloved lady’s love was sung by Siva:

- dhew ETa ¥
aEEify ArgaAsg
TEag @ g Ny |

‘came *Sri’; He melted into the Rasa of
music, Gina Rasa, and the whole assembly,

Visnu fell now asif embraced; He be-
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nay the whole Vaikuntha was, billowing in
the Rasa, 4

The Gana Brahman, the Brahman of
Music, had become Rasa; Visnu's body had
become the Rasa of the Gina Brahman.

O MU AW AT AGIoEET |
afSiEd 33 TIgrFarg gt faesaa: 1)
96.

TASYFHAFAG, *
* * »

NG A TRIATZAETH | 101,
* * #

RrEmATaaa ZAHaIssASwTq I 106.

The Brhaddharmapurina calls itself the last
of the Upapuranas. We may take it to be a
work later than Sarngadeva, and Jayadeva,
but must confess our inability to find its eaact
date. It is not known when exactly north
Indian musicians began speaking of six pri-
mary maleRagas and began to classify domes-
tically into Raginis, etc, There is also ro
unanimity among writers on the six primary
Ragas and we do not find any writer on
music giving the six primary Rigas as given
in this Upapurana. Itis also to be noted
that this Upapurina, after assigning Bhar-
yas or wives to each of the primary male
Ragas, ‘assigns to these wives -some more
female Ragas as Dasis or maid-servants and
assigns to each primary male Raga a subsi-
diary male Riga called Dasa, male-servant,
thus omitting the names, Putris and t’utras,
Instead of using the word ‘Ragini’, the
Purana uses the word Bharyis.



MUSIC IN SOME JAIN WORKS.

BY
V. RAGHAVAN, M.A., PH.D.

Sthananga sitra is a Jain canonical text
and it has a commentary in Sanskrit by
Abhavadeva. Both are printed as No. 3 in
the Agamodaya samiti series. From the
commentary we understand that music 13
dealt with also in the Jain work called
Pitvagatasvaraprabhrta.  On p. 395, the
commentary says that the svaras composing
the 21 Mirchanas called Mangi etc. are
given in the Svarapribhria. Bharata and
Vaisakhila are also mentioned here.

The commentary speaks of some Dosas
and Gunas of singing, defects to be avoided
and excellences to be secured. The Dosas
are six: Bhita, Druta, Rahasya, Uttala,
Kikasvara and Anunisa, which mean trem-
bling, rushing, whispering, out of measure,
crowing (i e., harsh) and nasal.

fid F@urmay | g8 areq | W ga-
@ YWY | TS FWATRH | FEEIY
gMsa@IY | AFATEH |

The Gunas are then given in two sels.
The first set of Gunas are cight in number:
Piirpa, Rakta, Alarhkrta, Vyakta, Avighusta,
Madhura, Sama and Sukumira. Pirna is
full and rich music in which the Svaras are
mouthed fully and correctly. Rakta 1s
colourful, i. e, bringing out properly the
emotional peculiarity of a Raga. Alarikrta
is embellished with Alamkaras. Vyakta is
clear articulation of both the nole and the
Sihilya. Avighusta is avoiding of shouting-
like singing. Madhura is sweetness such as
that heard from a kokil. Sama is harmony
with the Sruti and Tala. Sukumira is
graceful singing as a result of which music
seems {o lilt.

qf, eI | T8, IATE g |
ASEHT, ARV EFgarat s |
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Only such singing as is done with these
eight Gunas is music; the rest is mere
mockery of music.

While explaining the eighth Guna called
Sukumara, Abhayadeva speaks of something
like a Gamaka of Svara called Gholand,
which is not to be found among the Gamakas
ctc., in the Ratnakara. Similar unfamiliar
terms occur in the second set of Gunas given
by Abhayadeva: Arduka which means sgft
or dedicate is explained thus: ICHISRY-

faggs ¥EFH | The second is Rbinla
which 1s the effect produced by Svara
Gholand: I ALY WSAA S| AT
TFAIa SSAMEERRIY: | The third is Sapta-
svara Sibhara: QREA: W]ﬁﬁ!l aqy
478 | The word Sibhara is like Gholana,
unfamiliar to us. It perhaps means such
compositions where the words of the Sahitya

are ncither more nor less than are needed
by the Svaras.

On p. 449b Abhayadeva mentions two
music compositions Geya and Varnapada.
The date of Abha

yadeva’s comme R
A.D. 1063, nlary is

) Bhadiabihu's Kalpasiitra with the Sans-
nt commentary of Vinaya Vijayopadhyiya,
Jaina Pustakoddhira Fund Serliei ZE«)?) 6¥. ’
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On p. 82 of the commentary of Vinaya-
7ijaya a music instrument called Tipa ()
ind its players are mentioned. On p. 83,
he commentary speaks of three kinds of
drums. . This is an interesting passage, for
it shows us what the Mrdanga really is and
how it is not what we now know as Mrdanga.
Thethree drums here referred to are Panava,

-Muraja and Mrdanga.

Al gORE: | gIET AgS: | uIwE

JRT: § 9T |

Panava is a drum made of mud base and
leather face and so” also is Mrdanga. The
very name Mrdanga means mud-made and
can hardly apply to our present Mrdanga.

:. The date of the commentator, Vinaya-
vijaya, is A. D. 17th cent,

No. 53 of the Jain Pustakoddhara Series is
Haribhadra’s Avadyakavrtti with Hema-
candra’s Tippana. On p. 2b here is men-
tioned a number of Tilavidyas: Bhambhi
is a kind of Dhakka but with a bigger face.

WAl TYSHERWINNY: | Mukunda is
another drum. Karatika, Talima or Tiullika
and some more Vadyas are also mentioned
here.

Both Haribhadra and Hemacandra wrote
in the 11th cent. A, D,

Ratnasekharasiiri has written a commen-
tary on the Sraddhapratikramanasitra,

These two texts are published in the Jain
Pustakoddhara series, '

On p. 133 here, Ratnasekhara mentions
that (primary) Ragas are six, Sririga and five
others and that Bhasa (Rigas) are thirty-six.
He gives a summary of music and dance
topics: 7 Svaras, 3 Gramas, 21 Mirchanas,
49 Tanas, 3 Maitris, 3 Layas, 4 Riipakas,
Raga, Uparaga, Raginga, Bhisinga, Kriya-
nga and Upinga, '

The date of Ratnasekhara siiri’s commén-‘
tary is A.D. 1496, : o

The Anuyogadvarasiitra with Maladhiri

Hemacandra's gloss published in the Aga-
modaya Samiti Series.

Pp. 127ff. of the commentary speak of
music, and a good deal of it is identical with
what we have given above from Abhaya-
deva’s gloss on Sthinanga. Mention is made
here of the instrument called Gomukhi or
Kahala, the drum called Godhiki in which
the skin of Godha (alligator) is used and
which is also called Dardariki and the drum
called Adambara or Pataha, ‘

Maladhari Hemacandra wrote in the 12th
cent. AD. :



MUSIC IN THE HAMSA VILASA

BY

DR. V. RAGHAVAN,

Sttt

The Harhsa Vildsa is 2 Tintrika compila-
tion made by Harisa mitthu of Gujarath
who was born in A. D. 1737. The work is
published as No. LXXXI in the Gaek-
wad’s Oriental Series. The 45th Chapter
of this work speaks of music. The following
is a summary of this section.

Harnsa first gives the seven svaras, with
the ::; each isgproduced and with the Rasa
of each. Svaras are born from the Simaveda;
from Svaras, Gramas arise; Jatis arise from
Gramas and Rigas from Jatis.

Then classification of Ragas: from the-
Griamaragas are born Régas called Bhisis;
from Bhagas are Vibhdsa Rigas born; from
Vibhasas are born Antarabhasikas.

There are only 14 Srutis and 14 Mircha-
nis. (These alone are sung here, the rest
are only in heaven.)

:ngg‘mﬁﬂm ﬁ}g;;"

The svaras are respectively of the follow-
ing Srutis: 4, 3, 2, 4, 4, 3, 2.

Harsa then gives some Talas and defines
them. On the Dhruvatila, the author quotes
from Ragarnava. Along with the Tilas,
Dhruva, Mantha etc., the Prabandhas bear-
ing those Tala names are also dealt with,
These are Silaga sida gitas, Then some
S$uddha suda gitas are mentioned and are
said to be prevalent only in the South. Then
Riipaka is mentioned. Seven Gamakas—
Sphurita, Kampita, Lina, Timita, Andolita,
Ahata and Trikabhinna—are then spoken
off,

Then two other items are defined, one is
called Pratyantara, Its definition which is
gificult of understanding is as follows:—

o~ * |0
7 gigwig Foeew SaGRRag o

Khalottira is also difbcult of undersiand-
iﬂg '

. . N
ARUTARINA ¥ "erard swride it
Ch. 26 deals with Ragas; the text used
here is again the Ragirnava. The six pri-

mary Riigas are Bhairava, Paficama, Nata,
Mallara, Gaudamalava and Deéikha.

Bhairava’s subsidiary Ragas are Vanga-

pala, Gunakari, Madhyamadi, Vasantaka and
Dhanasri.

Paficama—Lalita, Gurjari, Desi, Varali,
Ramakrt,

Nata—Natanardyana, Gandhira, éihgl:
Kediara and Karnita,

Mallara—Megha, Mallirikd, Malakausika,
Pratimafijari and Aéavari,

Gauda--Hindola,

Trigupa, Andhili,
Gaudi, Kolahala.

Dedikha—Bhiipati, Haripila, Kimodi,
Dhoriki and Velavali.

Harhsa then says there are other innumer-
able Ragas like Miru. From another work,
Harhsa then gives a list of Rigas, In this
text, the six primary Rigas are Bhairava,
Malakauéika, Hindola, Dipaka, SriRigaand
Megha, Each has five wives and cight sons.
The Rigirnava list however does not use the
metaphor of wife and son. Harhsa then gives
the wives and sons of each of these six and
ends this section by saying that these mix
and produce Rigas by thousands.

MUSIC IN THE

Hamsa then speaks of the season and
time for each of the primary Ragas, after
which he touches general poinis, He says
‘Rakti’ is the soul, whether it is vocal or ins-
trumental music or dance, If that is there,
what is the need to enquire of other meritsor
of any defects? Music, he adds, must have
six Gunas: Susvaratvam, Sarasatvam, Saraga-
tvam,—three Gunasemphasising the mefodi-
ousness of the music and the correct expres-
ston of Svaras and Ragas and their emotional
guality. Madhurdksaratvam is the pleasing
enunciation of the letters of the Sahitya.
The two other qualities are richness in

1
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Alatbkdra and flawlessness in measure. The
qualities necessary for a musician are then
given, Harhsa closes with an invocation

that Raga may give us all auspiciousness,
the Raga which infatoates Brahma, Visnu,

Indra, Siva, ihe Gandharvas and others,
birds and beasts and the whole unjverse.

we I RsifRdY wgiy: we: Rl
TRTEEN

Reav:warsren frearmam o) st (7)
i s sy wad Wrew Ay aweq 1)



-

. PERIYATIRUKKUNRAM SUBBARAMIER®

BY

MM, DR. V. S,WAI.IINATHA AIYAR,

. Periyatirukkungram Subbaramier was one
of the masters of Sangita and Sahitya who
lived inn the last century, He was the elder
brother of the more well known Ghanam
Krishna Aiyar, Periyatirukkunram, their
native place, is a village in the Udayar-
palayam Taluq of the Trichinopoly Dt.
Their father was Ramaswami Aiyar. They
belonged to the Astasahasra group of
Brahmanas.

Sundara Aiyar was another brother of
Subbaramier. The three brothers studied
both music and Tamil under the Srivaisnava
Vidvan Campakamannir of Ariyalir.
Champaka mannar was also a composer of
many songs. The father Ramaswami Aiyar,
after a time, placed his three sons under
Paccaimiriyan Adippaiyar, the great musi-
cian and composer, who was attached to the
Tanjore court. On hearing some of Subba-
ramier’s compositions, Adippaiyar extolled
the composer as “Srinivdsan, Junior”; that
is, Adippaiyar compared him to the com-
poser “srinivasan” of the last century who
lived at Srirangam and compossd songs on
God Ranganatha.

At this time, the King at Tanjore was
Sarabhoji. Subbaramier and brothers be-
came court musicians. Subbaramier while
staying in Tanjore composed a Kuravafics
play cn God Brhadigdvara.

Kapisthalam Muthaiya Mippanir was a
friend and patron of Subbaramier’s family.
While staying with him once, Subbaramier
composed a Kuravadici play on him.

King Sivaji succeeded Sarabhoji at
Tanjore. Kottayar Sivakkolundu Desikar

had composed a Kuravadici on Sarabhoji
and some friends were pressing Subbaramier

to compose a Kuravafici on Sivaji. This

Subbaramier did but this Sivaji-k-kuravafici
did not atlain fame. [ have heard in my
youth some song pieces from it. Following
this Sivaji-k-kuravafici, Subbaramier com-
posed a pentad of songs in five Rigas on
Sivaji. Thanks to court-intrigue, Subba-
ramier missed getting the gift of a village
which Sivaji had contemplated. After this
incident, Subbaramier left Tanjore for his
village; now followed a number of compo-
sitions on the presiding deities in the many
shrines which Subbaramier visited.

At that time, Dewan Appurdyar was a
great patron of musicians at Kumbhakonam.
With him was staying the great musician
Narasaiyar who had ‘pledged’ his Simkara-
bharana for a time. Subbaramier once went
to Mr. Appurdyar’s house. After a perfor-
mance by Sankaribharanam Narasaiyar,
Appurdyar desired that Subbaramier should
compose a new song in Sarhkaribharaga.
Subbaramier composed a piece with Appu-
rayar as the hero and beginning with the
Pallavi “dgsCs efraps”.

Subbaramier lived long, outliving his
younger brothers. Subbaramier’s brother
Sundara Aiyar had a daughter from whom
I have heard the songs of Subbaramicr. 1
have heard them also from my own father
and uncle. Subbaramier was the great-
grandfather of my mother’s mother.

The iollowing is a devotional composition
of Subbaramier on God Vaiichinitha,*

*English Substance of the Mahamahopidhyiya's
Tamil article in Silpaéri, Vol. I, No. iii, pp. 137-145.

* Taken from Silpa $ri,Vol. I, No. ii, p. 119,
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FOLK

MUSIC
BY

. PROF. G. H. RANADE,
' Sangli

Folk music in the music of the masses,
When commen people sing asong, they
know nothing of the intervals used in it. To
them the intervals occur naturally, But
then, folk music is not the music of a savage,
as some are apt to think. On the other
hand, it is an integral and living part of any
musical culture worth the name and has
held its own in spite of the great develop-
ments in classical music.

Folk music has its own charms and even
among illiterate masses, a large number of
people are found to possess a fine ear for
such music and occassionally, a rare facility
of performance also. The study of folk
music claims one’s attention all the more as
it has many things in common with the
classical form of music. Thus in many
classical Ragas, one is often reminded of
similar groups of notes or melodics forming
some popular tune or folk song. Bul it is
important to remember here that there is a
fundamental difference in the processes and
the consequent effect of the ‘two types of
music. For, though the notes and melodies
of folk music are similar to those of classical
music, folk music never gives an impression
of a particular Raga or classical mode as
such, and yet gives its own stamp which
eludes all the established criteria of the
Raga-system of classical music. A study of
the details of this individual stamp of folk
music may help us in our constructive view
of the evolution of Indian music as a whole
and may indirectly throw some light on the
causes, which give a different stamp to
classical music. :

With such a belief, the present writer
undertook a study of folk music, asit obtains

in Mahéarastra and published his results
some four years back in the Bharatiya Sarh-
gita (a bi-monthly magazine of Indian music
that used to be published at Poona; Vol. 111,
No. 2 of 1935). Beginning with the sing-
song way of reading, recitation of Mantras
or hymns, the different ways of reciting
metrical or other types of verse and other
similar compositions, the present writer ana-
lysed the folk songs proper. The results
obtained were further found to be true wx"lt:
respect to similar compositions  in ali {

prigzipa‘l langudges of g::t Silrbﬁ?haimk
This is as it should have been; for, such
languages have many things in common
particularly the prosody and the modes of
poetic improvisation. The results were
found to be {rue even in the case of speci-
mens from the Kannada, although the lan-
guage i1s not of the Samskrta stock. In
each case, indigenous reciters were requested
to recite the different pieces of poetry and
folk songs in the most natural and non-aca-
demical manner and then an analysis of the
notes, melodies and other particulars of such
recitation was made. The major findings of

this study may be briefly given in the
following pages.

1. In folk music, the recitation or music is
always coupled to the timc-span of poetic
words making up the metre and there are no
tonal extensions, as such,

_ 2. The melody, though flowing on freely,
is often pivoted on a particular note or group

of notes and circles round such a note or
notes,

. 3. The melodies of folk music are ve
simple and employ a few notes at 2 time.
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Chey seldom move in two tetrachords at a

siretch. . .
-4, ‘In the elementary forms, folk music

. does not employ a drone, yct there is a level

maintained, to which the music in-
mﬁy returns, so much so, that not for.a
moment is the sense of this level or tonic
either lost or weakened.

5, The maximum _number of notes em-
ployed in folk music is mine. T.hese consist
of the seven consonant notes wviz., thosg of
the Major scale and two more viz., the minor
third and minor seventh.

6. The minor forms do not, however
occur as frequently as the major ones.

7. Sometimes the enharmonic forms of
the same note occur—the higher formoccur-
ring in the ascent and the lower one in the
descent.

8. Prayer or other religious hymns or
songs when chanted alone to oneself employ
only one note, the tonic, and are literally
monotonous. .

9. If recited in public, they employ one or
two more neighbouring notes, the whole
recitation never extending beyond the {etra-
chord.

10. For a big audience the voice is often
revised by a Fourth or Fifth, but even then
the melody seldom exiends beyond the tetra-
chord at a stretch.

11. The aliernative way of recitation for a

. big audience is to begin on the higher

octave and proceed by a descending melodic
progression,

12. In the longer notes and songs the
melody has necessarily fo be lengthened in
duration and hence it en’xbrace§ notes from
two letrachords. But there is usually an
{mitation in one tetrachord of what occurs in
the other. o

13. The melody is so simple yet sure, that
the intervals and their sequence is correctly
obscrved i a natural way and needs no pre-
vious thought or special effort. Students of

lassical music know how difficult it is to
cakc a leap of a just Fourth or Fifth, but in
} ik musiC such leaps are correctly taken
e(;en by a lay reciter, without any conscious

prewaﬁon or eﬁort.

14. A piece. of poetry or song always con~
tains an even number of lines or divisions.
At the end of every odd line, there is felt a
sense of incompleteness; the sense of com-
pleteness returning only at the end of the
next even line,

15. This incompleteness is of the character
of a query or interrogation. Its immediate
cause is that the odd line does not end on
the tonic, bul ends on a harmonically more
distant note usually, the next higher note, the,
Major Second. So a deliberate shift from
the tonic at a psychological moment when
it is strongly in demand, causes perlurbation
or gives a shock, which we call incomplete-
ness, :

At the close of the next even lire, how-
ever, there is a well-planned return to the
tonic, and this at once restores ease and the
sense of completeness.

16. No single note receives any individual
prominence cither by way of duration or
stress, The notes are mere counlerpoints—
as it were—to the order of the long and
short syllables which make the metre. As
such, the notes of folk music are never of
the sustained type and hence scarcely afford
an opportunity to bring out the beauties of
any harmonic relationship of the several
notes, either towards the tonic or even bet-
ween themselves.

17. The nine notes of folk music are
almost the same as the nine principal con-
sonances, which chiefly figure in fixing up
the tonality of classical music. Thus, it
appears even in the folk stage, there were no
cultural reactions, which opposed the forma-
tion of a truly natural and hence of 2 harmo-
nic scale,

18. In the more strict forms of the metres
—uviz., the Gapa-vrttas, rhythm is regulated
by particular Gagas or groups of syllables
and hence by a particular order and quantity
of syllables. In the lighter forms however,
i.e. in the Mitra-vrttas, it is regulated by a
periodic accent and hence not by quantity
but by regular stress.

19. As will be seen from its scales, melo-
dies and rhythm, folk music does not violate
the I3ws of the physics of music even once,
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but in spite of its perfectly scientific structure,
is unable to stir our emotions through the
power of tones alone. * * * Folk
mausic has no tonal moods of its own, but
adopts the mood poetry brings to bear upon
it.

20. In folk songs proper, the poetic theme
is never very serious, nor the language very
high.

It is common experience that the one aim
of the reciter is {o secure the greatest
possible musical effect with the least possible
strain.

- Musical effect and ease of execution there-
fore go hand in hand. Thus the scale for
the folk-songs is shpplied by the major scale

or by some one of its (ransrosed forms. =
* * The advanced folk songs also are

mostly plain and simple in point of their
tonal structure.

Now, folk music and particularly folk
dances employ a variety of instruments like
drums, bells, cymbals, horns and trumpets

and employ,—if at all—a very weak and poor
type of drone, * * . * The

rhythmic element is therefore very powerful

in such songs and dances, and as for the
melodic effect, it is totally drowned by the
tangled mass of sounds produced by the
drums and such other instruments. The
emotion is supplied not so much by the con-
sonant or dissonant character of the notes
used, as by the theme of the song,

A PLEA FOR A RATIONAL INTERPRETATION OF SANGITA SASTRA.

Being a summary of a series of Readership lectures delivered under the auspices of
the Unsversily of Madras.

BY

MR. T. V. SusBsa RaO, B.A,, B.L,

The foundation as well as inspiration for
art is nature. The origin of music no less
than the origin of various branches of
knowledge is enveloped in mystery and has
always been a matter for conjecture. The
divine or mythical origin only serves to
emphasise the absence of a rational explana-
tion. Nature abounded in sounds of various
kinds and pitches, The cries of birds and
animals, the whistling of the wind through
holes in reed and bamboo, the jhankdra of
the bhrasmara, the gurgling of the watersand
the twang of the bow-string furnished man
with ample materials for imitation. While
these were external sensations, the impulse
from within was never wanting. The voice
rises or falls, in other words varies iis
pitches according to the state of mind.

- Differences of tone must have been noticed

in group recitals. The break of monotony
which resulfs from change of accent or tone
and the agreeable sensation upon the hearers
which certain of those variations produced
must have been apparent and must have
given rise-lo the uddita and anuddila svaras
of the early vedic chants, It is thus

.probable that music preper began with what

may be regarded as primitive song or crude

- expressions of human feelings and yearnings.

Once the pleasures of tonal variation were
discovered, the simple process of experi-

_menting jn raising or lowering the voice

must have gone. on till a certain note above
and another riote below the original note

" produced a very agreeable effect on the ear.

Threse two notes may be regarded as a sort

of natural termini as any further extension

simply repeated the terminal notesthe higher
7

below and the lower, above, Thus very
early our ancients must have learnt the high
degree of consonance which madhyama
above and ‘paficama below had with the
fundamenial note. When they went above
the madhyama at a much shorter interval
than that {[rom sa to ma they noticed the
paficama repeated and equally did {hey
find that madhyama was repeated below
paficama at the same interval, It was thus
that the interval between madhyama and
padicama came to be thoroughly appre-
ciated, understood and accurately determin-
ed. In the application of this interval lies
the secret that gave rise 1o the original
classic scale of the Hindus. The basic note
with ma above and pa below was taken and
by applying to them the interval aforesaid
the four other notes were derived as
follows:—From ma above a descent was
made fo the same extent that one has to
descend from pa to ma. To achieve this
practically ma should be regarded as pa and
a note that would be ma to it pronounced.
Then from sa an ascent was made to the
same extent that one does in going from ma
{o pa. In this way the notes ga and ri were
obtained. A similar process was repeated in
the lower part of the compass. A descent from
sa and ascent from pa by the same measure
or interval gave rise to the notes i and dha.
I have no hesitation in saying that it was ih
this manner that the seven notes were
derived at first. It must be remembéred
that the basic note or Sadja was in the
centire of the scale, ma the upper limit and
pa the lower limit. The original series of
seven notes was evolved only with the help
of $he interval between ma and pa which in
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with another note which the ear for theg:ime
being was constantly hearing or had just'
heard with the impression or memory of it
still persisting. The agreement, concord or
harmony is the chief source of the pleasurable
sensation which the ear experiences. Though
the Indian system of music is essentinﬁ
melodic in character, the basis upon whicl{
the notes are derived is entirely harmon;
éfter having produced the tones of t;\c.
amut on the harmonic principle, we tran:

The assignment of values i

vals was a later effort to deﬁrtxg :E:m“:‘igt‘;
e;achtude. The 22 Srutis were not suddenl

discovered and then immediately alloca(eg
~ for the purpose of forming the original scale
The truth is rather that the primary scale
was evolved by the simple process of “apply-
ing a weliknown interval to Sa, Ma angpl’y

and that the evaluation of the sum total o(;
the intervals at 22 §rutis was the result.of a

PRURPE |

22 $rutis were spoken of at first they were
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cend into the melodic sphere. lam not
here rating the worth of the two different
systems but am simply pointing out that in
*evolving . the notes of our scale, the absolute
necessity for observing the principle of con-
cord though of varying degrees,was never for
a moment lost sight of. Calling the funda-
mental vddi, we shall observe that that note
which had the grealest measure of agreement
with it was another note of the identical
pitch and next to it was the octave, and then
the notes pa and ma in order. For arriving
at a series of concordant notes through the
diminishing ‘nature gradually, by a progres-
sion of ratios, the identical and the octave
had to be rejectcd as the ratio in the former
case was nothing and that in the latter too
wide. Naturally the notes pa and ma had to
be selected for forming a series by progres-
sive ratios. By the Sadja-paficama- bhdva a
series of 11 notes excluding sa and including
2 were derived; by the Sadja-madhyama-
bhdva another series of 11 notes excluding sa
and including ma were derived. These {wo
series including sa would give us in all 23
tones. On fitting these tones into the ori-
ginal scale which later became the Sadja-
grdma, one tone derived from the Sadja-
madhyama-bhdva which fell short of the
paficama by a coma or pramana $ruti was
eliminated.  The reason for this is that the
tones preceding sa, 1ma andpa had to corres-
nd so that their symmetry and importance
in the scale with the vddisarvddi relation-
ship might be maintained. It was not until
after the 22 $rutis were thus obfained that
the notes of the primary or classic scale were
described as having the catusSruti, trisruti
and dviruti intervals.

. It may be asked what induced the ancients

{o adopt the pasicama and mad Q-

gressions in scale forming. er 1

conceive to be is this. YWfeg® inal
b},ip’h@" :

saptaka was well estab) must have
struck them that there might/be other notes
than the §uddhasvaras withfn the limits of
the octave havinga fair, meagure of concord.
The unknown could be dss'Qoveged only by
means of known svaras. The harmonic
relationship of the two svard§ pa and ma

'lth sa had, as I hdveﬁw‘. N

MARO = “r

Sl (pre 'MQ‘?\ el
S

{o be taken for the derivation of new notes.

This was the way it was argued. 1f pa had
a high degree of concord with sa, then i
must be possible that there wasanother. noH

which had the same relation to pa as pa had
fo sa. This new note while it had a high
degree of concord with pa would through its
relation to pa also have concord with sa
though in a lesser degree. By {urther pro-
ceeding in this' manner there would be
derived more and more notes until the
cycle siopped at the 11th note. To proceed
further would be to repeat the notes
beginning with sadja. Thus 11 noles were
{he maximum obtainable within the octave;
and each note as it was derived had a
lesser degree of concord than the one pre-
ceding it. A similar result followed when
the progression through the Sadja-madh-
yama-bhiva was gone through.

It will be interesting to observe the order
of notes obfained in the two progressions,
The notes obtained by sa-pa relation are to
describe them by the names of the 12
notes which are current to-day in south
Indian Music: S, P, Ch. R, Ch. D, Ant. G,
kakali N, Pr. M, Sud R, Sud D, Sadh. G,
KaiSili N, and Sud M (a coma sharp). The
notes obtained by Sa-Ma relation are in
order: S, M, Kai N, Sadh G, Sudh D, Sudh
R, Pra. M, Kak N, Auntara G, Ch. D,Ch. R,
and Pa (a coma flatter). The last note as
was poinied out was eliminated. It will be
noticed that the notes of the two progres-
sion arc opposite in order. The progression of
the fifths gives the tivra varieties of R, D,G,
N and M first and then their komala varieties
in the same order. The progression of the
fourths gives us the flat varieties first of the
notes N, G, D, R, and then the sharp
varieties of the same notes. During these
progressions whenever a nole of the higher
ve was reached, the corresponding note
e central octave was taken. It may be
if the two progressions gave the same
f notes though in a different, and in
posite, order, why there should be two
sions. The reason is that the corres-
g notes of the two. series, with the
tion of S and P which were identical
oth, differed from each other- by ‘a

da22
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menute but a very important interval known

as the pramanasruti. It is this interval that
is entirely responsible for the evolution of 22
$rutis. To one who cannot appreciate this
interval the system of 22 §rutis has no signi-
ficance. Just as the preliminary scale was
formed by the application of the interval
belween Ma and Pa, so was the system of
BuavimsaliSrutis based upon the recognition
of the pramanasruts as considerable enough
for distinguishing one tone from another.
The practical use made of this interval by
ancient Aryans in building up their scale
speaks not a little for the sensitiveness and
subtlety of Lheir ear. It is regrettable at the
present day to find that very often in
practical music this fine distinction is over-
looked. For instance where a musician
to use Gal what the ancients called
$uddha Ga,he uses the easier G2 or what we
commonly call to-day sa@dhdrana Ga. It is
supposed, 1 think erroneously, that only
some, say about 12 out of these 22 are tones
on which you can dwell pure without
oscillation for any considerable length of
time, and that the remaining tones cannot
be made use of in the pure way without the
aid of gamaka. All the 22 tones are
harmonic and can be sung or played pure
for any length of time. 1f gamakasare used
with respect to some of them more often,
they are in the nature of ornamentation, and
not props to sustain unstable svarags. More-
over the south Indian mind delights in the
use of oscillating graces more than the north
Indian. It is, therefore, our characteristic
lave of graces and not weakness of the tones
that accounts for their peculiar negotiation.

The modern tendency to belittle the
system of 22 Srulis and resort to a scale of 12
notes as self-sufficient has its origin partly
in the mistaking of the svarasthadnas for
notes themselves and partly in the decline
of the sensitiveness of the ear. The excellent
training which the ear got in tuning the
Vind cannot be had in the same measure in
tuning a Violin. Let me not be understood
to speak in disperagement of the violin
which the south Indian genius has adapted
so marvellously to its system. Its substitu-
tion, however, has deprived the ear of the

opportunities of appreciating the subtle
differences. H is much easier to tuna a
violin than a vind. The simultaneous

bowing of two strings in the violin makes’

tuning a simple matter. The tuning of the
vind on the other hand requires a well
trained ear. Moreover the substitution of
the {amburd by ready-made instruments of
equal temperament has bad a very disastrous
effect on the auditory powers. The result ig
the ear has become dull and insensitive to
subtler differences. A rigerous imsistance
upon the iamburd omly as a drone of Suti
instrument appears to me to be imperative
if the deterioration of the ear is to be
arrested.

I have dwelt at some length upon the
importance of the pramdpaéruti in our
systemn of music, as | think that all the
richness and variety of rdga system owe
their existence to . If this fine tonal
distinction is overlooked Indian Music will
become very inferior in merit. We recognise
the rdga even in simple phrases of two ar
three notes. What helps ustodoit? It is
this subtle Sruti. It is the very key stone of
aur musical arch. 1t behoves us, therefore,
to study and familiarise ourselves with this
interval which serves to unlock the treasures
of Indian Music.

If the twenty-two notes derived by the
two progressions are arranged in the order
of their pitch they would stand as follows:—

S, Ek R, Dv R, tri R, Ch R, G, G2, G3,
G4

M1, M2, M3, M4, P, D1 D2, D3, D4,
N1, N2, N3, N4,

Excluding S and P the other tones
numbering twenty were grouped in pairs for
certain practical purposes. Of the two
tones forming each pair the lower was
derived by S-M progression and the higber
was derived by S-P progression; and the
difference between the two tones of each
pair was the pramdnafruti. While all the
tones were capable of being used in music,
all of them could not become sources of
svaras. The svaras had to maintain at least

an interval nearly equal to a semitone if they
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eeable to the ear. For this
m ::yatgvro tenes which had only a coma
os pramdnadrubi between them could n?t
beth bceo:.ne different svaras in a scale as
the acuteness of the interval between them
would make their successive use as two
svaras unpleasant. On acgount of this
circumstance the two near allied tones _had
to be paired and treated asa single sthana.
The ten pairs together with Saand Pa would
give us twelve smrasthdn_as. Thus S by
itself became the Sadjasthdna; RY and R2
Suddharsabha; R3 and R4_ catudiruli
rpabha; G1 and G2 sddhdrm_zagandha’ra; G3
andG4 anlara gandhara, M1and M2 §uddha
wmadhkyama, M3 and M+ pratimadhyc{ma; P
by itself paficama D1 and D2 s:{dhlza
dhaivata; D3 and D4 catus$ruti Dhaivaia;
N1 and N2 Kaifikinisdda and N3 and N4
Kakalinisida. Each of these names
should be taken to connote a svarasihdna
and not a single invariable note. If the
proper nature and character of the svara-
sthdnas were understood there would be no
difficulty in reeognising that the twelve
swarasihdnas are in no sense a negation of
twenty-two §rutis, For the purpose —of
yielding svaras a svarasthana is regarded as
one unit, but the actual tqne it yields for
forming the svara may be either of the two
tones constituling a pair or sz'amfthana.
For instance when we spegtk of Suddha
¢gabha, it is not the same identical tgne
that is meant in every case. In Gaula raga
it will mean Rt and in Todi it will mean R2.
The evolution of the twelve sz.'amsthauas has
brought about great changes in the musical
systcn. A true foundation was laid for th_e
formation of scales. Though the full possi-
bilities thereof were not practically recognis-
ed till about the middle of the }7lh century,
the potentialities were envisaged long

anterior to it.

le the twenty-two Srufis grouped in
12\2::“:115"4 formed the general fram;-
work for scale formation, it could not be
difficult to show thatin actual praf:llcs some
tones over and above the traditional 22 g:rel:e
and are in e 2 00 B eives under

s grou

:xt;m;ron;sha:rm o’;' tgha fv:elve sthanas. The

arrangement of the 12 svarasthanas was not
changed. 'Phe result will be some sthduas
will be found to contain more than two
tones. This is parlicularly noticeable in the
svarasthdnas of Antara gandhdra and Kakals»
nisdda., The anlaragdndhdras of Ating,
Saveri, Sankarabharana and Kalydni will
upon close cxamination be found to be .
slightly diffecrent from each other; so also the
kdkalivisddas of Bhauli, Sankardbharana,
Kalyani etc. But for all practical purposes
it should be enough to confine ourselves to
a system of 22 §rutis, for no system will be’
acceptable if it is not definite or compact.
In this respect a comparison of the Srufis
with the letters forming the alphabet of any
living language will be illuminating. It
should be borne in mind that the letters are
merely symbols and that what really matters
is the sound which the symbol respresents.
Taking the letter A of the English alphabet
we find that it does duty for a number of
sounds. To mention only two very charace
teristic varieties of sounds which it stands for
it should be enough to referto two words
“father’ and “fact’. Thei{wo vowel sounds
are distinct, yet only one symbol is used,
This must be so if the alphabet should be
simple and not unweildy., The wrilten
symbols cannot be multiplied if any regard
should be had for convenience. The varia-
ticns in the pronunciation of the vowel
should be learnt by the ear. Equally so,
the subtle shading of the different notes
cannot be learnt by the eye. The symbols
will not carry us the full length. The exact-
nature of the sound or pitch has to be learnt
from the Guru in the practical way. Justas
for the alphabet it is not practicable to have
a distinct letter for every conceivable variety
of sound, so also in music it is not conve-
nient {o have a nomenclature for tones that
will embrace every possible variety of
change in pitch. Therefore it has all along
been considered inexpedient to enlarge the
scope of 22 Sruiis. Moreover science and
symmetry not to speak of tradition very
strongly favour the retention of the scale of
22 $rutis with of course, the grouping into
twelve svarasthdnas. Scales comprising
different number of tones were proposed by
several seholars; but none of them satisfied
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the fundamental test of acoustic laws like the
vdds-samyddi relationship so well as the
Aryan scale of 22 §rutis. No one who has
made a comparative study of the scales of
different nations can fail to be struck with the
artislic beauty of our classic scale which
indead is a marvel of acoustic perfection.
The equally tempered scale has no doubt the
merit of simplicity and some approach to
inter-relation by harmony; but the Aryan
ear has simply to hear the noices of the scale
to reject it altogether as none of the notes is
tone. It seems as if it is impossible to
improve upon the Aryan scale of 22 $rutis.
The world has not till now done it and it
looks as if it never wiil.

Just as music preceded svaras, so did
svaras precede $rutis, 1t might seem surpri-
sing at first that while all the music treatises
enumerated the §rutis first, and svaras and
melas and ragasaflerwards, the natural order
in their evolution should be quite the reverse,
The concrele froms occur first and the
abstract ideas are drawn from them later.
When these ideas are systematiscd into a
regular science they form the groundwork fcr
further development. The concrete forms
give rise to abstract ideas and these abstract
ideas in their turn help to create new forms.
It goes without saying that the spontaneous
creations are infinitely more beautiful than
those which are the product of scientific
study; but the touch of genius can impart to
the offspring of science an ariistic beauty all
its own. Thus art and science act and re-act
upon each other for widening the domain of
knowledge. If Bhairavi and Sankardbharana
help us to understand the nature of svaras
composing them, a study of their svaras

helps us to form a rdagalikc Sdramati or
Hamsadhvani,

_ The primary saptaka must have revealed
the possibility of adopting for the formation
of scales, the dvifrutior the resultant interval
~between R and G or D and N in the place
of the catuifruti which had been the only
interval known. This gave rise to the Grama-
milrchand system. The ancients argued, if
a dviSruti could be a good interval between
R and G why it should not be tried between
S and R. 'Supposing the spara R was

*

~

taken as the fundamental and the notes of
the scale repeated to give seven notes, thena
saptaka with -the different order of intervals
and therefore a new scale would spring up.
It each of the seven original notes was in
turn treated as the fundamental there would
be seven different scales. Tradition would
ascribe the tonic shift to have begun from
the madhyama at the top and proceeded
downward. It is unnecessary at present to
investigate the tonic shifts of notes in other
than Sadjagrdma as the purpose of these
devices was to obtain different scales and
that was achieved by the evolution of twelve
svarasth@nas from the 22  $rutis. Any
enquiry into the Grdmamiirchand system at
the present day has merely an academic
interest and has no bearing upon current
practice. The formulation of a scale of 12
svarasthdnas has at once swept aside the
Gramamdirchand methods of scale building
as archaic. This result was achieved
certainly in the Pre-Sirfigadeva period and
1 am not sure it was not achieved even in
Bharata’s time. The moment Sadja was
taken as the initial note this result must have
followed. Thus if the seven notes of the
primary scale either through the Grdma-
miarchand system or through the $ruti
groupings gave rise to a completed scale of
12 svarasth@nas and showed the possibility
of different order of intervals, it was only a
simple step to proceed on the basis of these
svarasthanas to evolve a scheme of scales or
melas.

If the primary scale gave rise {o the
scheme of 22 $rutis and these latter to the
twelve svarasthanas for serving as the basis
of melas, it is evident that notes other than
those of the $uddha scale must have been
recognised as worthy for use in practical
music. In every case in which an important
principle of theory is enunciated, we may’
take il that there was wide practice as the
basis for it. Aniara G which is not one of
the original $uddhasvaras could not have
come in simply as the result of formulation
of 22 {rutis, The high degree of concord jt
has with Sa must have encouraged its use in
secular music and should have become wel]
established before theory recognised it as a

A PLEA

a. It is well to - remember tlha:
{he fuddhasvares were located o thS: ast
of their enumerated afrl’i‘ltt’l‘z Yﬂ ;?,)li)towould
hfﬁd g;athze‘zzz name bat of a vikrla
- 'etg ?‘ if on the other h'and the .fudtd}tz)a
war yt;ecs\me a little sharp, it would no‘b e
a son f the same name, but the vitria
aa{:‘ra oof the next higher svara. For
instant what we call Antaragandhira was
ety of madhyama, whereas M2 would
b mdyvib’fa variety of . paficama. At one
g:h: even Sadja and paficama fhad tz}:ltkrli;

ceties. It was only long after the

mr:;s“f:dnas became well established that S

. and P came to be treated as Awikrta. This

i idera-

ircumstance was a very important consi
‘t:;on in fixing the scheme of melasat the
number 72. 1t isonly when we cease toregard
the changeless character of P and also S for

- the matter of that, that we can conceive of

ing the number of melas. About the
gz?gé?ﬁty of so doing I shall refer later.

is, however, needless to point out ‘that
th:ldliss’til:lction between $uddha and wvikria
svaras loses all significance when the scheme
of 12 sparasthdnas is well estabhsl}ed. The
word Suadha is no doubt used in modern
tice and theory with reference to gll the
five notes R, G, M, D, N,_ that is, with the
exception of-S and P; but it does not mean
the notes of the ancient Suddha scale. Tllzl;
fuddha R of the current practice 1s
whereas it was R3 in the old sealev. Ofne
reason which is sometimes suggested for
calling R2 $uddha is that when the scale was
systcmatised to begin from S, R2 would be
the 3rd tone from S and.ther_efore on the
alogy of the old practice it was 9alled
i::ddha I do not think that this is the
son . for if it is, sédhdrana G which is
rezl!l d Satéruti R will have to be termed
b :aniu"R. 1 think the real reason for
z{ling cerlain varieties of notes as Suddha is

lowest pitch. R, G, M,
that they are (t)lf,:;learose ﬁ%m the lowest

D, N e e termed Suddha. 1
ossible were terme _
fiv: :la;:}'ti'::k? however, that on the basis of

s of notes we are juslified in
e 'mm;{z::]:dﬁgi, the first of the seventy-
:alcl,m,fglas, our $uddha scale. It is simply
w
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the first of the series and is purely a theoretic
scale with very little melody in it. Master-
minds have occasionally more with a view to
try their powers, than asa means of self-
expressions touched these scales. 1t will in-
deed be a mockery to treat Kanakdangi as our
primary scale. I feel there is no nced for
adopting at the present day any scale as
primary or Suddha; but if at any time a case
should be made out for it, I do not see any
reason for discarding {he classic scale in
favour of any other, with the possible excep-
tion perhaps of the 15th mela.

Though nothing like the classic Suddha
scale as such exists to-day, yet for the last
four hundred year South India has been
familiar with an initial scale for laying the
foundation of music practice. It is the
mdlavagaula scale, The glory of having
selected and popularised that scale for the
learning of early lessons in music belongs
entirely to the great saint Purandara Das.
The services he has rendered to the cause of
Carnatic Music cannot be over-estimated.
He is the sole founder and originator of the
Carnalic system of Music of which we are
all so justly proud. His compositions range
from the simplest like the svardvalis,
Alankdra and Gita to the most complex
known type, the siiladis, the like of wl!ich no
other composer has till now attempted. More
than all this, it is he who showed the
modern kirtanapaddhaili and composed tens
of thousands of pieces in all the familiar
rdgas. It was from his time that the
kirtana has formed the main stay of every
musical performance. He was not merely
content to be the author of a great system,
but he enriched it by.every known type of
composition and by laksya and laksana
gitas and raised it to such a pitch of
excellence that all the progress since
achieved is small in comparison with it. He
stands unapproached as the supreme master
of science no less than the art of music.
The sahitya of his compositions is charac-
terised by extreme simplicity “and high
elegance. The poelic beauty of his ideas
will “stand comparison with those of the
finest poets in any. language. More than all,
his compositions enshrine the greatest truths
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of the upanisadas and those truths are
flashed upon our understanding with the
aid of the homeliest similes, 1am afraid a
have digressed a little. 1 wish, indeed, to
draw your pointed attention to the immensity
of the contribution of Purandara Das to
indian Music. If to-day Tydgardja is the
most brilliant, popular and admired of the
composers, it is because the path of progress
was cut and laid ready by his illustrious
predecessor,

Purandara Das it was who first chose the
malavagaula scale. We have to ask why he
preferred it. Elsewhere we have discussed
how originally ovr ancestors were familiar
with only the catuséruti interval and how
upon its basis the Suddha scale was derived
and how as the result of deriving the Suddha
scale they became familiar with the dvifruti
interval. If the dviSrutiinterval were applied
in the same manner as the catuféruts
interval was formerly applied to S, M, and P,
the resultant scale would be mdlavagaula.
R is not to be supposed that Purandara Das
offered this scale in perference to the classic
one as the Suddha scale. He adopted it
ondy for the purpose of imparting primary
astraction. It is not the scale that is
primary, it is the lessons in it which is
primary. It may be asked why the classic
scale itself should not be adopted for the
same purpose. The reason is that the classic
scale notwithstanding its high harmonic
asis and exquisite melody, is difficult for the
beginmer to negotiate. R, G, D and N are
more casily reached from S, M and P, than
sounded straight. S, P and M are the basic
and kmiting notes and are generally well
fixed in the minds of the beginners even as
they were for our remote ancestors. It is easy
fo take a step from a ground of which we
are sure than make a sudden jump from an
unfamiliac place. Just as it is easy for a
child to take a short step instead of a long
step, so for the beginner the ascent and

descent by a dvifruti or a semitone is easier
to accomplish than by a catuffruti. Hence
Purandara Das chose the Malavagaula scale
so that the learners may easily sing the notes
thereof by way of the simpler semitonal
ascea! and descent from the fundamental

and limiting notes in much the same:
that our ancestors did by the measure of the
larger and more difficult catuffruti intervad
and as sdmagas even to-day chant.

This .line of reasoning adopted for justi-
fying the Malavagauja scale, indeed, sireng-
thens the theory advanced respecting the
derivation of the Suddhascale. Some critics
think mdlavaganla was chosen as the scale
for initial lessons as R, G, D and N of it are
ina sense Suddha or absolute in that they
are not subject {0 a mutation of names in
the same way that other varieties of R, G, D,
N undergo in forty out of the 72 elas. This

explanation as the Basis for adoption *of .

malavagaula cannot be accepted as the scale
was preferred at least a hundred and fifty
years beflore the formulation of the scheme
of 72 melas. The explanation is an after--

thought; it is by no means the cause. More- .

over it will lead us to the ridiculous conclu-
sion that the notes of the original classic
scale were not Suddha.

Having chosen the scale, the way
Purandara Dis graded the lessons is very
instructive revealing the suprame genius of
the father of the carnatic system. The
svardlis are in malaragaula and begin with
the Adi t6la. Though Purandara Das
favoured the cdpu and Triputa tdlas in his
compositions owing to their great rhythmic
power and beauty, he used only the 4ditala
in the first exercises. Then with a view to
familiarise the students with the well-known
saptatalas, the Alanklras were composed.
Passing from exercises in the scale, he
introduces a rdga called Malahari by means
of simple gitas based upon the malavagania’
scale, Here the cdputala is introduced in
some of the gitas in a very unobstrusive
manner. Those who feel a difficulty with
cdputdla may well master the gilas as that
1dja cannot be learnt by any means easier.
The raga is simple and requires no effort at
ornamentation by graces. There are five
notes in the ascent and six in descent. N 7s
totally varja and G is varja only in the
ascent. The great composer gave ‘practical
recognition to the principle that if the
nurpber of notes in the ascent and descent
varied, there should be more notes in the
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descent than in the ascent. Ragas which
violate this rule are invariably not quite
popular. The next step was to introduce
another riga based on the same mela, called
Suddhasaveri as’it then was. It took only
the same five notes in ascent and decent, G
and N being totally zarja. The riga Suddha-
sveri originally took only the flat varieties
of R and D and it was founded on Malava-
gaula scale. 1 could no doubt quote

_authority for it and citc my pralctic.al
.experience in having heard the gila in

Malavagaula scalz, but I prefer to base my

.conclusion on pure reasoning as I have been
.dping all along in these lectures. Examine

for a moment whether it is at all likely

“when the great master has just familiarised

the student with the notes of a particular
scale, he should jump to a different scale

* altogether without being satisfied with the -
" change in Arohana and Avarohana. He

was p:'oceeding with seven svaras, then w_ith
a riga of five and six svards, next to a raga
of five svaras only. Any sudden change in
the character of svaras would at that stage be
unthinkable. The setting of the gila itself
favours the flat R and D,.even as the raga
with these flat notes comes naturally into its

" place in a well graded series of lessons. But

perhaps it is now too late in the day to-go
back and unsettle established facts. Though
in the century that followed Purandara Das,
the riga was faithful to its original mould,
yet in or about the middle of the 1§th
century the notes R and D of the raga
appeat to have assumed 2 catu$fruls
character and they have so continued d(_)wn
to the present day. It seems when Tyaga-

" raja.composed in this riga its notes had

aiready changed and the modern complexion
‘assumed.

I hope I have made clear the very
excellent reason that underlies the choice of
Madlavagaula scale and the connected ragas
of malahayi and Suddasdveri for a series of
well graded exercises for imparting instruc-
tion in music. 1 have elaborated this topic
a little teusting that the reasons given _wxll
appeal to all those to whom it may be given

to teach music and that a system so well
planned and executed by the greatest

8

musical genius ever born, will not be lightly
substituted by short cuts and make shifts.

Before dealing with melas and rigas there
is one other subject of importance connect-
ed with svaras which cannot be passed over,
viz,, the intonation of notes. Taking the
seven notes we will find five of them are
expressed with the aid of A-kdra while R
and N are uttered with I-kara. Let us
examine the reason for the difference. All
vocal sounds are caused by the vibration of
the vocal chords. But sounds of different
kind even though they are of the same
pitch, and much more so if they are
of different pitches, require for purposes of
articulation to be differently resonated.
Taking, of course, the vowels, for the vowels
only are sounds and consonants merely
stops to sounds, we will find three of them
primary. Theyare 4,1 and U. We are not
concerned at present with any particular -
system of alphabet but only with such
vowels as are common {o ‘civilized tongues.
All other vowels than the tbree may be
regarded as degivatives or compounds, Of
the primary vowels the 4-kdra is the most
important. It requires for its effective arti-
culation the bringing into play of the deepest
parts of the vocal cavities.

These cavities do not begin and end with
the throat and mouth. The lungs, the chest
and the abdomen also act as sound boxes. If
the flexibility of the mouth cavity gives
proper shape to the sounds, the other
cavities impart depth and richness to the
tones. The resonation of‘tones notonly by
the shaping of the mouth but by setting in
sympathetic vibration the air contained in
the lower cavities should be the aim of every
musician. 4-kdra which is the deepest of
the sounds and therefore the first and
primary incarnation of Ndda has to be
produced by the help of the cavities that
reach down to the navel. This perhaps is
what our sages meant when they referred to
Ndda as arising from the navel, or Mfild-
dhdra or Brahmagranthi, etc. When
svaras were spoken of as originating in
hrdaya, kantha, etc., either their ascending
pitch was implied or the centre of resonation
indicated. As the A-bdra was the bottom-
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most so was U-kdra the topmost vowel. It
requires the highest parts of the vocal cavity,
the mouth almost at the very end of the
lips, to come into play for proper articula-
tion. The vowel 1 of course is inter-
mediate,

If we understand the tone characier and
the acoustic foundation of our vowels we get
at once a most rational explanation for the
great value we attach to the Pranavand {a or
Omkdara. The O of the Omkdra stands for
the union of A and U. It is really Aum-kdra
composed of the initial and the final vowels
Aand U with M-kara. M-kdra which rounds
off the ndda is neither a vowel nor a
consonant but partakes the character of both.
Its centre of production may be reparded
as being even higher, as the nasal cavity
has to come into play. When, therefore,
~ you begin with the lowest A-kdra and with-
out a break in the ndda roll your voice up to
U the topmost vowel and finally conclude
with M-kdra, ace you not traversing without
pause the whole range of human speech?
Can you think of any other sound more
satisfactory than - the Pranavandda for
symmbolizing divinity? What excellent sense
and reason underlies Ositkdra! The explana-
tion offered will, far from disturbing faith in
mysticism and spiritualism, will serve {o
rationalise faith, if faith eould be rationalised.

To go back, the svaras R and N have to
be reasonated in the same way as the vowel
i has to be articulated and the other svaras
partake of the character of 4-kdra for intona-
tion. This is only with reference to th:
original saplasvaras. Of - course the other
varieties of the same svara later on took the
same intonation as the same note could not be
differently articulated. It was only when the
searas” were blended with the appropriate
vowel that the proper pitch was easily and
naturally maintained. It is not impossible
nor even difficult for the svaras to be
sounded with any vowel. In fact we do it
when we sing the sdhitya but it must still be
.conceded that the vowel i blends naturally
with R and N. That this is so will be
found when we carefully examine the two
notes R and N produced by a master player
-onwthe Jiad or Violin. They would seem

as if they are articulated with i-kdra. Such
of you as had opportunities of hearing
Tirukkodikaval Krishna Aiyar would know 1
am relying on actual experience and not
upon imagination.

We have dealt with a (ew aspects of $rutis
and svaras in a very brief way and touched
upon nelas in so far as there was intercon-
nection.  The formation of the melas may
bc_shortly dwelt upcn here.  The Grama-
mirchand as well as the $ruti system evolved
the 12 svarasthdnas, as was already scen.
The foundation, therefore, was there.: [t
required but an architect 1o raise an edifice
over it. That architect appeared in tHe
person ol Penkatamakhi. The system of
melas formulated by him sceus simple to us
who have been brought up in that tradition;

~ but what a magnificent achievement it is

will appear only to those who have made a
comparative study of other systems of music
If there is one characteristic feature morc;
than :ny other which serves to distingish the
carnatic from  every system including the
notth Indian, itis the modern mela system
Those who are not already familiar with ii
find it a marvel dnd a revelation opening up
prospects for evolving numberless varietics
of_ melodies. Tyagardja and Muthugvimi
Diksita showed thc way for creating new
raga forms, and subsequent composers have
greally profitted by their example and
entiched carnatic music beyond measure.

The details of the method b i
actual scheme was evolved mustyb:}};'(:;iltil;:
matlers to all students of music. The reaso
of certain principles observed by the aulhe?'
o‘f the s\cheme may be bricfly mentioned—
Firstly Sand P are treated as immutable
notes and occur in their changeless form in
every amela. That there is sufficient justi-
hcation for this can be found froml the
constitution of the Sadjagrima and $ruti
tones of it. Moreover the harmony of P
with$ is the highest in the octave and appro-
priately forms the base of the upper ?eptra-
chord. The Same predominance is given to
S and P as in ancient times and nearly the

SAMC v i
. Sameimportance to M. The scale is symme-

trically divided into two tetrachord
cal s, S to M
forming the lower and P o S forl;iing the
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higher. The pra. M which occurs between
thetwo letrachords is very cleverly employed
in deriving an equal number of melas by its
substitution for Sudh. M. Thus of the four
svarasthanas that lie between $ and M and
P and S a selection of svaras from two
svarasthanas has to be made on the principle
that R and G must lie between S and M and
D and N between Pand S. There are thus
six possible ways of selecting two out of four.
Each of the six in the lower tetrachord
combines wtth the six of the upper tetra-
chord and gives 36 and with pr. M for sudh.
M, the number is 72.

Previous to the scheme there were only 19
melas in actual use and it is indeed a very
long step from 19 to 72. There had been
indications of the modes of forming melas
which would bring their number to nearly a
thousand, but those modes were utterly
impracticable as they overlooked one very
important consideration in the formation of
melas viz., that between one note and an-
other there must at least be an interval of one
semitone. There is, however,an exception to
this rule; when S or P is the central note
then on either side or both sides there may
be notes of less than a semifone interval.
For instance you will find in cerlain safi-
c8ras of Kalyani that the proximity of the
prati Ma to Pa is so great that the interval
must be very much less than a semitone.
Very often the nearness is so great that P
itself seems to masquerade under the name
of M. There is another rule which must be
respected if our melas should form the basis
of popular melodies. The successive use of
two semitones should be avoided. Here
again there is a well recognised exception,
viz., when S or P is the central note there
may be {wo successive semitones, one
before and one after them. This exceplion
as well as the one referred o above, is the
natural result of the pre-eminently stable
character of the notes S and P. It must be
confessed that 40 out of the 72 melas offend
the rule and for that reason are. less
agreeable 2nd less popular. - It is very sur-

rising, however, to find that the raga Ndta
which is one of the 40 has been in great use.
It must be remembred that most of .the

wellknown riagas have been current and in
popular use from a time long long aaterior
to the mclakartd scheme, and if they. are
spoken of as coming within the scheme it is
only as a matter of classification for purposes
of convenience.

There is one point about Ndfa which may
here be noted. In former times it was very
often the inital raga of a performance. The
Gayakas and Vainikas of old never wavered
in their enthusisasm to start off in that raga
in fdna in earlier times or ghanapaficaka
in later times. The reason is the tonal
value of notes in it is the maximum for a
$uddhamadhyama raga; R, G, D, N being of
the highest pitch possible; and it makes a
striking impression owing tothe elevated
character of the notes. It thus serves to
dispell depression and raise the spirit of the
musician no less than of the hearers. It
would also appear desirable to begin a per-
formance with madhyamakdla singing to
achicve the same result of making the
musician brisk and energetic. The {tdnas
served the purpose in former times and the
tanavarnas do the some to-day. With the
exception of Ndta, Kalyani {from the point
of view of the pitch of notes appears to be
very satisfaclory to commence a performance
with and if the madhyamakdia alsois adopled,
a ldnavarpa in Kalydni seems ideal. . You
thus see the good purpose in beginning with
ndta or kalyani in madhyamakdla. In
this connection the peculiar signiticance that
lies, of coursefrom an acoustic point of view,
in ending a performance with Madhyamd-
vafi may also be noted here, We have seen
how the notes derived by parallel progres-
sions of S-P and S-M are in the diminishing
crder of concord. The  paficama of
paficama is Ch. R, and the madhyama of
Madhyama is Kai. N.  This Ch. Ri is the
first {o be derived in the S-P progression and
Kai. Ni the first in the S-M series. Thus
the notes Ch. Ri and Kai Ni, have on the
principle enunciated of deriving a series of
concordant notes by the two ratios, the
greatest nearness {o and therefore, harmony
with S. And consequently. a rdga which
takes only Ch. Ri and Kai. Ni with 8, P and
M must be the most melodious-and . capable
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of producing mental harmony and repose.
The musician indeed seeks by the harmonic
beauty of its notes to erase any impression
of discordam notes he migh( have inadver-
tantly produced. That is the significance of
Madhyamavati concluding a performance.

Pursuing this same line of reasoning we
find that of the scales which are iull, khara-
harapriyd has the greatest amount of
harmony. Since we require seven notes for
the full scale we shall have to get four notes
in additon to S, P and M. To get the most
harmonious notes possible we have to select
two from S-P ratio and two from S-M ratio.
Inthe S-Pratio the first we have already seen
is Ch. R and thesecond Ch. D. In the S-M
ratio the first is Kai. N and second Sadha G.
These seven notes exactly become the khara-
harapriyd scale. Here again is another
reason why kharaharapriyd was regarded as
the primary scale.

_Though for certain reasons of convenience
kharaharapriyd, has been created as the
primaryscale, it will be found upon examina-
tion of the current ragas that the exact tonal
pitches of the notes of the classic Suddha
scale, correspond with precision to those of
the notes of the Bhairavl riga of the carnatic
system, as they are used in the ascent. If
the original scale is not called Bhairavi it is
because, for reasons which I shall presently
state it takes Dvi. Dh instead of Tri. Dh in
the descent. The difference between the
Suddha scale and the discending notes of
Bhairasi is a semitone, whereas the
difference between the wuddha scale and the
modern kharaharapriyd, though in as many
as four notes, is only a pramdna$ruli. In
the matter of scale nomenclature and for-
mation, pramanalruti maiters less than a
semitone and so the classicscale for practical
purpose is more conveniently termed khara-
harapriyd. But the notes, however, in their
$ruti value correspond exactly with the
Arohanasvaras of Bhairavi. Thus the
classic scale got itself merged in Bhairavi
and it was not till late in the 18th century
that kharaharapriyd as a mela riga was
rediscovered or resurrected with the variable
notes sharpened by a pramanafruti to give
‘i naw identity, :

i
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The next point to enquir.€ is how Bhairavi
came to take a different Din Avaroka. The
original scale where S the cu’ntral note was
fundamental, had the ascena'ing noles of
Bhairavi. .1f P the lowest note was treated
as the fundamental the order o.f intervals
would be that of Nata Bhairavi or the
descending notes of Bhairavi. When the

scale was regularised by the transposityon of

the lower part of the original saplaka to its
propér place above, so that the fundamenta'l
S became also the first and starting note of
an ascending series, Bhairavi was thepnly
riga that could eflect a synthesis of the two
different orders of intervals, one with § as
the first and fundamental note and another
with P as the first and fundamental note. Thus

the original classic scale is the basis in' its two

phases, of the Bhairavi raga.

An examination of the Sima-Veda chant
will reveal that the notes actually used there
are to be found only in the Bhairavi riga
and that the melody of the chanthas a closer
resemblance to Mukhdri riga. The chant
divested of its peculiarities of intonation and
a haunting quaintness of manner in the
recital, will yield in the bare outline the
Bhairavi notes in the following order: G, R,
S,N, D, S. We mightask how if there are
only five notes in the recitation the Sima-
Vedic scale could be called a saptaka. You
will find, however, that M and P which
are  not emphatically sounded arc still
in  subdued {ones expressed, being just
touched before the adjacent notes are
reached. In fact the notes are sounded
as: (m) G, (s) R, S,(s) N, (p) D, S. Thus
in the actual recital of a Samic verse, G is
reached by a slide from M, and R by an
ascent from S, N from S and D from P.
This is an additional and practical proof of

the theory of the origin of the $uddhasvaras
already noticed,

We will find the plaintive music of the
sdman chant discloses the simple from of the
rdga, Mukhdri. Can we not draw from this
an inference as to why the mukhdri riga
and its mela came to be regard as primary?
This mukhdri which is almost identical with
our modern mwkhdri does not appear to
have been properly understood by certain
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akga “ ‘ ’ 17th
kdras of the 16th ahd ‘the

f:cntu":aies. The wonder is how they could
have blundered in the face of numerous
compositions of Punandara Das and d4sta-

padis of Jayadeva.

are so many inferesting tOplf:S
co:::;:ed with Rigas and their laksanas in
eneral, that we cannot do adequate justice
to. 1 have been endeavouring in these
lectures to draw your attention to the very
sound reasoning that lies behind most music
theories with a view 1o stimulate your
inferest in them and to make vou })rmg to
bear on them a spirit of enquiry and
scientific research. For instance 1 wish
you to understand that when IYdda is said to
be caused by prandnalasamyoga, prana
stands for air and anala for energy or force
and that sound is caused by the particles of
air being set in vibration by application of
force. You then see how truly scientific is

the description of the causation or produc-
tion of sound. 1 would exhort you to find
out the rational basis and scientific founda-
tion for the propositions of sangitaldstra
and discover its beauties with no less zest
than that with which you do the beauties of
the art. You will find how our sages with
remarkable powers of intuitive perception
understood the secrets of the universe in a
measure that modern science with all its
mechanical applicances has not been able to
achieve. Greatest minds hawe illumined
both the §dstra and the kald. Then cherish
and cultivate by study and practice the
science and art hallowed by the dssociation
of names like Bharata and Nirada,
Jayadeva and Purandara Das, Ksetrajfia and
the trinity of Tiruvarar; and adored by gods
and men as the only knowledge capable of
yielding the fourfold blessings and honoured
by Sarasvati with her twin arms circling
round its visible symbol the Vina.
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VINAI DHANAM®* |

BY

T. V. SuBsa -Rao.

ﬁr. Président, Lad{es and Gentlemen !

We are gathered here to-day to give
expression to our regard for and apprecia-
tion of Vipai Dhanam who for over half a
century delighted her contemporaries with
rapturous melodies. She was born in the.
year 1868 in Nattupillaiyar Koil Street,’
GeorgéTown, Madras. She was one of nine
children. Two of her brothers, Narayana-
swami~and Manikkam were renowned
violinists. Another brother was a mrdanga
player who was drowned at the early age of
eighteen. A sister of hers i8“living in
Hyderabad as a musician and dancer,
Dhanam’s maternal unclé was one Appad
kanitu, a- well. known. violinist of Tanjore.x
He prophesied very early that Dhanam was.
destined to make .a gréat name as musician,
Her grandmother Kamakshi “was a _dancer
of répute. Her mother was an accomplished
musician who received her {raining from
Subbaraya Sastri. Inj addition to parental
endowments, Dhanamh learnt padas from
one Balakrishnayya ako kggwn. as Bala das,
a blind thusician who belonged to the caste
of "Kempu-merchants, He had his Vind
always swinging round “his neck. He
marvelled so much at the quick grasp of his
pupil that he called her in. fun “Aggipetta”
or match box. Dhanamn began to give
public performances. even. in her seventh
year accompanied by ‘her brother Narayara-
swami on the violin. - Her reputation grew.
Her residence was for over two generations
the favoured resort of the best known
artistes of the day who thronged-to listen to
her and refine their art. She in her turn
was '‘nof slow to benefit. Inheritance and

“gcrupulous care with which s

acquisition alike placed before her the

highest standard of purity and excellence '

and moulded her taste for classic simplicity
and elegance which to the end suffered no
deterioration. Indeed, connoiseurs are not
wanting who declare that only Dhanam
cou{d reveal the true beauty of carnatic
music.

- 1t will be interesting to enquire wherein
lay her extra-ordinary merit. which was a
happy blending of many features of excell-
ence. To analyse her art would be to arrive
at the essentials of good music. The very
first point to notice is the swsvara, a: perfect
tunefulness of her renderings. Music is not
worth the name._ if it does not soothe and
please the ear. She was extremely sensitive
fo the minutest differences of pitch and the

Ec tuned the
Vina was an example to all musicians. She
would never put her finger to frets until all
the strings were attuned in perfect harmony,

Her mittu or the excitement of the siring
was singularly free from the harshness of
plucking and abruptness of frequent repcti-
tions,” The number 6f mittus she emyloped

for a phrase or saficdira was the minimum

possible without blur or feebleness, There
have been Vainikas who- have exhibited
great power and range, bul few have
equalled her in sofiness and dehcacy of
touch.

The most commendable quality in her
was the strict economy in the choice and
use of phrases and embellishments. She was

-conscious of the exact limits of oscillation

of gamakas, of the precise measure in the
vatiation of samgatis and of the organic

y._s"“bﬂw,mf of - the Academy at th'e» Academy's - Dhanammemo:ialmetinz held on

3—11-"38.

Dhanam

Vinai
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inter-relation of parts to produce the effect
ot an integral perfected idea of beauty. Her
renderings never missed the inevitable pada-
prayogas and never indulged in vexations
superfluities. She always presented the core,
the verv soul of melody, the quintessence of
" music like the distilled perfume of a wilder-
ness of flowers, There was such depth of
Bhava in the aphoristic. brevity -of her
expression, Baconian in word and senti.
" ment, that it could well bear the elaboration
of an extensive commentary. I almost fancy
that if the Gita and the Bible had influenced
her taste for musical diction, it could not
have been different.

Akin to simplicity and terseness is the
suggestivenes of her style. ~ The highest
art, in India at anv rate, is inspred
by the love of idealism and its creations
are - enriched by the imagination and
illumined by intuition. It fails in its
great purpose if it does not help us to trans-
cend physical perceptions and take a glimpse
of the unkown. The noblest art must neces-
sarily reveal little for the sense and suggest
much for the imagination. A phrase or
sentence of compressed thought provokes a
train ef endless ideas which the mind revels
in. Is it not true then that in music the
unsung melody is sweeter even as in litera-
ture the unspoken word is more eloquent?
Dhanam'’s style of play brings to our mind
the mystery and wonder of the suggestive-
ness of the writings of Dr. Tagore. .

Another characteristic of her art which is
of paramount nmportance in Indian Music is
fidelity to sampraddya or classic traditions.
Our sangita depends so much upon the ear
‘and so little upon the eye that the only
guarantee of its genuineness and purity is
its acquisition from well-known and recog-
nised guruSisyaparampards. Dhanam was
peculiarly fortunate in this respect in that
her parent was a close and intimdte pupil of
Subbaraya Sastri, a famous composer, son of
Sama Sastri and the favoured disciple of
Tyagardja. Moreover her contact with the
great contemporaries like Dharmapuri
Subbarayar, Tirukkodikkival Krishna Aiyar,
Tanjore Krishna Bhagavatar and others was
mutually beneficial. Her repertoire already
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wide became further enlarged and it is no
exaggeration to say that in her time she had
command of the greatest and the richest
store of all variety of pieces. ' Her forte
however, was the skill with which she,
rendered the sumptuous padas of Ksetrafija.
In this she had no equal. Her taste for
classicism never declined; and her €xposi-
tion never failed to be regarded as the
standard of unquestionable authority.

Her presentation of the sdhitya was the
clearest possible for a musician and herein
one was apt to wonder whether she was not
more appealing with her voice than with the
Vind. Whatever the language of the pieces
Sariiskrta, Telugu, Tamil, Kannada, Marath;
or Hindusthani, she rendered them with the
natural beauty of intonation peculiar to the
genius of it, reminding you of the only
other parallel Krishna Bhagavatar of Tanjore,
She knew fully the Bhdva or the sentiment
of the compositions she rendered. Her
music was the ecstatic out-pouring of a heart
that felt and mind that knew true beauty in
sense and sound. If the perfect union of
Vak and Artha be literature, a fusion of
these two with svara is concrete music. And -
Dhanam did unfailing justice to the harmoni-
zed synthesis of the triple elements.

The normal bent of her mind bein
emotional more than intellectual, her
renderings were full of feeling and passion,
There was nothing dry in them, It was in
her performances that one felt that sangita
was rasa-pradhdna. Her melodies were the
outward expression of the inner delight, and
they flcwed with such even or natural
rhythm that even the mydanga was content
to be silent and watch their limpid course
with wondering awe. Her ideas
subtle, her touch was soft, her shading
delicate, her graces elegant and her play was
the crown of refinement. The march of her
style was slow, stately and unbroken. It
was linked sweetness long drawn out. Her
mastery of padas imparted the quality of
rest and ease to her manner. We never felt
being hustled along with breathless speed
without pause or relaxation. She bore us
gently gliding like a swan upon glassy
waters and gave us a sensation of repose

were -
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rather than motion, of composure more than
agitation, of a dream of wakeful bliss instead
of the ruggedness of uncompromising
reality. Aesthetically she was an unbend.
Ing aristocrat and her art was all for the
chamber and none for the hall. She could
appeal only to the initiated; the multitude
did not understand her. To the end she bore
alolt the standard of Carnatic Music with
unflagging 2eal and vigour. For elegance

and purity of style, for richness and variety
of store, she chalienged comprrison and
stood supreme for over half a century. She
has passed away, but not her art; {or the
memory of her exquisite renderings will for
long continue to be a valged freasure for
those who were fortunate to ligten to her,
And the tradition of her style ably cherished
by her descendants will inspire and mould
the taste of generations yet 1o come.

DISCOVERY OF A NEW COMMENTARY ON THE SANGITAMAKARANDA IN
MARATHI OVI VERSE BY A MUSLIM WRITER MUTOJI
OF THE KHALJI DYNASTY

BY

SARDAR G. N, MusuMpAR, c.LE.,
Poona.

Mr. M. R, Telang! published in 1920 for
the first time an edition of a work on music
called the Sangila-Makaranda (= SM) as-
cribed to Nirada according to the MS used
by him. About Nirada’s life and time the
editor was unable to say anything with cer-
tainty.2 The MS3 used for the edition was
copied in Saka 1599 (=A.D. 1677) at
Vidyapura which the editor has identified
with Vijayanagar. According to the editor
the SM is older that the Sangita-Raindkarat
(A.D. 1210-1247) but later than Matrgupta
a writer on music who can be assigned to
about 550 A.D.5 The editor finally conclu-
des that the SM was composed ““between the
7th and 11th centurics.”

It is for the students interested in the his-
tory of Indian music to test the accuracy or
otherwise of the tentative views expressed by
Mr. Telang about the Ichronolog); ofbt}3e Sﬁtl,

¢ present er I propose to bring to
lI}x:ethno?ice of I:;%h students the MS of a
Commentary on the SM, the importance of
which will be easily recognised when we
remember that no commentary of the S_M
has so far been discovered and recorded in
any Catalogues of MSS, now avallabh}e’m a
published forms. | shallbe extremely happy

to know from the lovers of Indian music if
any MSS of the text of the SM orits com-
mentaries have been noticed by them in any

private or public collections of MSS in India
or outside. -

The MS of a commentary on the Sy
which I propose to describe presently was
found in the Thite collection of MSS acquired
by the Bharat Itihdsa Samshodhak Mandal,
Poona, from Wai (Dist, Satara, Bomba
Presidency) in the year 1939, The first two
folios of the MS are missing, Other missin
folios in the MS are:—8, 9, 16-18, 21, 25,
27-33, 35, 39-41, 44, 46, 47, 51-55, 60, 62-
65, 67, 68, 73, 78-84, 87.9¢, 94, 95, 97, 102,
104 onwards. A portion of the last folio
has been fortunately preserved in the MS,
The size of the MS is 9 inches by 51 inches,
Every page has about 12 lines and each line
contains about 30 to 32 lefters (Sanskrit
malter) and 27 to 28 letters (Maréthi matter),
The MS is written on couniry paper (manu-
factured at Junnar in the Poona District).
The Script of the vernacular portion appears
to belong to the Shivaji period of the Mara-

tha History. Generally the letters g |, ur,
H, Q, @ are written in Modi script current

1

Sangita-Makarando of Narada, G. O Series, Baroda No. XVI, 1920  This edition ;s based on a
Sangita-

ingle MS found in a Pandit't house at Gadwal (Nizam’s territory).
sin

2 Ibid, Intro. p. iii.

Th ist was one Krsndji Datta, a devotee of Mahiganapati and resident of Vidyipura
3 e Copy

(Vide Intro. p. xi). .
4. Ibid, p vil
5. Ibid, p. x.
who lived about the 1st ha
(A.D. 550-600).

e : upta with a poet and writer on poetics of the same name
’l'hlef %‘?%:lg&ntég::“gﬁ% &as a contemporary of Siliditya Pratipasila of Malwa

Catalogus Catalogorum office of the University of Madras informs ug

6. Dr.V.Raghavan otfh:h;u has been discovered,

that so far no commentary on
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in the Deccan during the above period. The
letters ¥, 4, & and I are written in a pecu-
liar manner characteristic of the period. In
many places we have the forms *F!fal

for &, FRIAAN occurring in it,
as also such forms as a‘mﬁﬁ, *{Uhﬁi, qiua.
The letter 3T is written as ?‘l’

The date of the MS has not been found
recorded in the extant portion of the MS, 1
am inclined to believe, however, that the MS
was written during the Shivaji period of
history or a little earlier say between A.D.
1550 and 1650. This view is based on the
nature of the Marathi language used in the
commentary as also the Modi and Deva-
nagiri scripts used in the MS.

We have already stated that folios 1 and 2
of the MS are missing, Folio 3 begins as
follows: '

fe%1 | gEan sgu gEfre 9 |
FET | YR | AR | A | [T | &
TR WY 0 RS ) FEonREr S
W AYPE: I NWT T G
SIErBRATEAT ) & || [FH @ORE g
% 3 A=A | qrareuE e wEE O
MRTH § AFsaq | FAF AiyFET YA
3 eEE ams g & T4 | a@e

§ Sresat o 5

The commentator of the SM is very well
conversant with Marathi language. He has
used the Ovi metre for his commentary, an
accomplishment in 2 Muslim writer on a
Sanskrit text like the SM. From the follow-
ing extracts from different folios we learn
that the author was (1) the sonm of Jiyd
Daulatkhan and that he was (2) of the
Kalachi line with the title Vajirunmuluku,
his name being (3) Mutoji:—

Folio 11
|wH A& w1 S PwaErar A 7g-
gam |
A TS T | frwr SR amiw

faFYIF Il -

Folio 19

W arpie wiraTsey Yehew )

AIGT AINT ATH S0 ) AT FrSATATY
A | ABEYAN  AAwggy
WU

Folio 76 3rd adhdya (at the end of the
1st carana)

W AFAAFCR | AGHAT MAX AT

» S .
ﬁmma:awmar A} 9IUE A= I AP
AINT ART WS JATSHT AACHIF : 3 |l

Folio 86 3rd Adhydya (at the end of 2nd
carana)

fesr 1 3 wifaastRaToTT 01 gAr-
AT A AFAAN AT | Srpaardr
a§ AT | A oAty Ay Ael
JAT ANCYIY diqasarm gaagey o
U

Folio 91 begins:—

At ATBISHR | FHVAAT JEA A7TY07 |
frar fleammrar a3 gwg 1 @efy
AT AATGZF 1 B 1

Folio 98 at the end of Taladhydya

Rl AFAEl AQGAT qFAIEET |
AN W (WA PzamEm gy
FAT ATEESS | § aresarar aumgy
1K

 The preserved portion of the last folio
is very informative and hence I am repro-
ducing it below:—

LS SO RN & EE R S—
3 Higgtmﬁ: W0 Bisn aye-
A R s
I HAANET U ¥ 0 gy
AT | MHAAT SRAX At | Ty qAY-
TIY® FwieE | faing wd 0wy

-

¥i%® || RZiwAwG W9t ey we-

»

SANGITHAMAKARANDA

0w i R Rgemny adgs &Y | ke
Qreq 1% |G¥ew fgad g4 | 3§ qre
qua 9igd HH 1| & || ¥ @Y Fwfg-
My AIEEAAIHSEAGUIL: | FFSIFAE-
fima: fagusioar dieagrasiEys -
axaarafalmin Aesfaagaga -
da@mrar asga gAY ATEFYZFIA
a1 | QIFAAEEIA EH | MBIRVE
frggfearatar war (573 (A 1B 1B

We have to note the following particulars
as revealed from the above passage:—

(1) The Commentator Mutoji has compo-
sed verses in Sanskrit and given us their
explanation in Marathi Ou7 metre.

(2) He calls himself HAGIUATIUS
which indicates his royal descent. The

epithet SATIEAAIATCr shows his profi-
ciency in Sangita. He composed his com-

mentary on the SM 1n '»'ﬂ?a NIQT 1or the
benefit of the learned (IHE{IEHNIW)

(3) The epithet SEBITIFAIA'  clearly
speaks for his connection with the Khilji
dynasty.

(4) The title afIGEGEH  which  Mutoji
applies to his own name uniformly through-

out many of his references to himself is also
noteworthy as it may enable us to trace and
identify this author in historial records of

the Khilji dynasty. The epithet -
qN does not necessarily indicate that he

was actually a ruling prince of the Khilji
dynasty. 1t may be looked upon by some

as merely laudatory.

n

(5) As Mutoji himself states the present
work of his is a commentary in ATHAATIT
on the GFIANEEE of ARZ (fol. 19 “AE-

TBHFIIAFET "),  This statement is vou-
ched by the actual text of the SM recorded
and commented on by Mutoji. 1 have care-
fully compared Mutoji’s text of the SM with
that printed in the Baroda Edition of 1920.
This comparison reveals a vast difference of
textual matter between the two texts. It is,
therefore, necessary to point out in a sepa-
rate paper these variations with a view to
reconstruct the text of the SM on a manu-
script evidence so far available. As the
Baroda edilion was based on a single MS
the text of that edition could not be criti-
cally edited by the editor. Mutoji evidently
had a different text before him when he
composed his Marathi commentary in ovi
metre. Judging by the MS before me it
appears that Mutoji’s knowledge of Sanskrit
and Prakrta is faulty in many respects
though he calls himsell “grreaagrsrg-

>ar?? ooty '\"f&[”ina
gudRa” and “aFEaEIRQAR
pompous manner. Perhaps the incorrect
and inaccurate manner in which our MS of
Mutoji’s work has been copied may be res-
ponsible for my impression about his literary
abilities as recorded above.

I shall now briefly indicate my own views
regarding the chronology of the present
commentary based on a cursory study of
this rare MS.

From the tact of Mutoji’s commentary on
the SM having been composed in Marathi
language it would be reasonable to conclude
that Mutoji belonged to the Khilji line of
kings that ruled over a province in close cul-
tural and political contact with the Maha-
rashtra say before 1600 A.D. As a matter of
historical fact we know that a line of Khilji

1. Vide Annals (B. O. R. Institute)' XII, pp. 291.93 Mr. P. Gode’s note on a work o‘n alchet.ny
(SEHT) attributed 1o Nasic Shah Khalji (AD. 1500 to' 1510) who is described 2

IQEERE NREERWRT gwarT s’

BT STTEE an epithet of Nisir Shah Khilji of Milwi (vide pp. 267, 314 of

corresponds to
Duff’s Indian Chronology).

“agfaaaea” ; i
The epithet ~ as applied to Mutoji
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kings! did rule Malwa before A.D. 1600.
Malwa province is geographically connected
with the Khandesh division of the Bombay
Presidency, and was during the Muslim rule
in close political and cultural association
with the Maharashtra. Though vur author
calls himself Mahérajadhirdja we do not
find his name among the Khilji rulers of
Malwa who ruled between A.D. 1435-1530,
There is, however, every possibility of his
being connected with this Mailwa line of
Khilji rulers and if this possibility is further
corroborated by contemporary evidence we

shall be in a position t

0 detel wmnirc wie ex,
date of our author. act

. In the present stage of
our evidence we are inclined to assign our

author and his Marathi commentary on the

SM to a period between A.D, 1435 and1550.

In arriving at this conclusion we have pur-

posely excluded the Khalji Sultans of Delbi
who ruled between 1:90 and 1320 A.D.2,
The possibility of a Sultan of Delhi compos-
ing a Marithi commentary in the manner
of Mutoji is quite remote as compared with
the possibility of Malwa ruler or his relative
composing such commentary.

. L. Vide Mahomedan Dynasties by Stanley Lagne.P

dynasties reigned in Malwa vis. the Ghoris (1401
mexed in 1530 by the neighbouring king
arms of Malwa to the gates of Delhiin the

-1434 A D, i
of Gujarat. “The l()h:?d o Khag: o o300

ool, London, 1925, Two successive Mohamedan

orth and Bidar ; ling race and had carried the
and Chanderi their hostilities were unceasing.” The dg 2" 0 the Sout

The d
(1) Mahomed Shah I A.D. 1435,

(2) Ghiyith Shah A.D. 1475,

(3) Nasir Shah A.D. r990,

‘) Mahmed L A.D. 1500,
(Rings of Gujarat) A.D, 1530,

2. Mahomedan Dynasties, p. 299,

h, while with the Ra;

ates of the Khaljis are as follows zfamuts of Chitor

Ll

| X

MUSIC CONTRIBUTIONS IN
OTHER JOURNALS

Music in the Ramayana.

1 lture Vol. 1V, No. -_%,
Ir‘li»4t5h25{4mf\;‘xzs'; lc’u C. Dharma has conlri-
gﬁ.ted an i,nforming article on the _Ml{s;:c
materials in the Ri!niya'r}a of V:lllmlth.é
This is an useful a_rtlcle indexing all the
data bearing on music, vocal, .ms,tru ,
histrionic, practical and theoritical.

A critical study of the questxonkof :i(::\x
the Ramayana was sung 1S a wpc; th:’t ich
still remains to be done. It 1s sai af_the
Ramayana was sung 1n the rich la_rt;?
techniqué, and evidently in the se¥;ra e]%v ;ss,
the precursors of our Raga's.. etr
stringed instrumental accompaniment.

Hindu Music under a Sultaft:
Some Sanskril works on Music.

In the Journal of the Andbra Histori)ga;l
Research Society, Rajahmundry, IVOI‘%.éma:
Parts 3 and 4, pp. 173’1{861’9, g:,r's(:.{e ama.-

Kavi wriles an arltic ‘
tgnig:orks on Music, Ch‘el?y the h:,\?:: k t;::lggc)l’
gl i i hich we
Safigita Siromani, W ve_bricfly

i i article on later Saiglta ,
l?:ttl;::dir:nvool;.r IV of the Music Acadgmys
|journal. From this article of Mr. Kavi, we
undersiand that the Sangita Slromamfw;s
produced in U. P. in the first half of the
15th century.

A Music Conferance in A.D. 1429. Lo
ngita Si i he result o

Sangita Siromani was { s
‘ ::tehing ligke a Music Conference which thfa
SSO Jtan of Kada, a Hindu forced to becomteha
\;luslim, called. The conference ‘Ord't <ej
omposition of the Sangita Siromani is da ed
iilzl:;pA D. The music scholars v;/thg :;x(::d;ce)l
“Sangita Siromani consulted. -
?t\\'i}tl:; r?\c:;lgc works which the king collected

ow ‘

for the. purposc: ’ B
’ hi r;:ta's treatise is a lakh and .h{lf vE:r§E3,
. B (: Sagara, Réagarnava, Safgitadipi éa,
z:t"é;(:cﬁdimani, Viadimattagajankusa,
f ]
10

Sangitaratnakara, Saﬁgitadarpaqa,_ Til;:;-
rnava, Sangitakalpavrksa, Sax_xgltarfatx_)a-
vali, Nriyarainivali, Saﬁgitaqur_a, Sat.lg}ta-
upanisai-sara. Sangitasarakalika, Sanglta:
vinoda, Anandasafijivana, Safgitamukitavali
and an easy commenfary on the Natya
éastra of Bharata. Most of these works have
been noticed by us in our article referred to
above.

The Importance of South India.

In his address to his music pandits, the
Sultan says that he secured a copy of the
Natya $astra of Bharata from South India.
Some of the Panditas also who took part in
the discussions and had hand in the compi-
lation of the Sangita Siromani, were from
South India.

Tamil Compositions: Sydma Sdstriar.

In the Silpa $ri, Vol. 1, No, 1, Mr
Syama Sastri, great-grandson of the great
composer, Sr1 Syama Sastriar, has published
the text of a hitherto unknown Tamil S3hitya
of §ri Syama Sastriar,

mate—Gaarafusf gi—asry sremb,
vl
A b & pown aerler 15048
spuss e’

g@@»ﬁﬁurﬁw srorsf s aflés s (a0m)
& I R gL ef

(10> &b A6 @irsEe 9.971' rsfrmfb .
jg)j)@@%pmé\’ LD/.DO@G&,{ELD @a)‘ht ({4 Q.lswu.) '
werésetvausfiss wp .Qﬁuau:n o SerILni &8
aari@arQur? ceersCs ps @uas
oo SATUTTES . (sm)
si 5 aarp Cut a@jgn@w
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9. ‘Karuppu’ Vaidyanitha Ayyar was
father of Trivads Subrahmanya Ayyar.

10. ¢Sitti’ Vaidyanitha Ayyar of Ratna-
kdttai Talug; expert whistler.

1. Maratturai Vaidyanitha Ayyar also

known as Koneririjapuram Vaidyahitha
Ayyar:

Karnata Vaithi, Kurudgur Vaithi, Tirunel-
veli Vaithi, Madurai Vaithi, and Chidam-
baram Vaithi were Nagasvara Vidvins,

-l

NOTES

THE ALL-BENGAL MusiC CONFERENCE.

«Through want of culture, lndiaq classical
music has deteriorated and despite spas-
modic efforts that have been made to im-
prove the position, it is obvious that there is
little hope of conserving this great heritage
of arts unless the musical talent that exists
in the country is properly organised.”

" This observation was made by Mr. Justice
Biswas in his address at the fifth session of
the All-Bengal Music Conference, 1938.

Mr. Justice Biswas emphasised that the
object of the Conference was not only to
conserve classical music but also to stimulate
contemporary artists to higher endeavours.

During the reading of the Annual Report
it was announced that the late Raja Prafulla
Nath Tagore, the President of the Conferf
ence the previous year, bad left a sum of
money which the promoters of the Con-
ference hoped to utilise for the establish-
ment of a school of music.

UDAY SHANKER'S NATIONAL ART CENTRE,

From time to time, the press has been
reporting news about a Natiopal Art Cen!re,
which dancer Uday Shanker is endevouring
to start at Almora, It isa commendable
undertaking. It is hoped that the school of
of dancing and music started here; will bg a
school of thoroughly authentic lndxa_n
dancing and music. With the great ﬂan'r
for organising which Uday Shanker has, it
is not difficult for him to get for his school
three sets of teachers distinctively for Katha-
kali, Tanjore Bharata Natya and Kathgk. of
the North. When the entire yet-surviving
traditions have been recorded, taught and
thus prcserved by a body .of artists, it will be
time to exercise imaginathn anq attempt at
new creations or innovations in harm_ony
with the essential features of Indian dancing.
But as yet no attempt seems to have been
made to get such genuine teachers of the

traditional art.

DONATIONs TO Music.

It may be noted above that the All-Bengal
Music Conference received a donation
trom the late Raja Prafulla Nath Tagore. It
is also reported that the Maharaja of Tripura
has promised a donation of Rs. 20,000 for
the ViSvabharali Sangita Bhavan, in Santi-
niketan. The Madras Music Academy,
though it has entered on the thirteenth year
of its aclivity, is yet to receive any such
munificent donation from the admirers of
Karnatic music. A

ABDUL KARIM KHaN COMMEMORATION,

A hall for classical Indian music and a
scholarship to be endowed for the best
student of Indian classical music at some
University are among the schemes of the
organisers of the Abdul Karim Khan Com-
mitiee.

The Committee was formed to collect
funds to commemorate the name of Abdul
Karim Khan, a great exponent of Indian
classical music.

Late Abdul Karim Khan was the pioneer
among North Indian exponents of music to
establish a connection between the North
Indian classical music and the c¢lassical
music of Karnatak,

The organisers of the Abdul Karim Khan
Committee will hold a series of concerts in
Bombay to collect funds to fulfil their aims.

NEw Music DEGREES IN THE MADRAS
UEIVERSITY.

The Madras University conducts now a
Diploma course in Indian music and it is
learnt that they will institute {wo new
Degree courses in music called ‘Sangita
Siromani’ on the lines of the Sanskrit
Siromani course and ‘Bachelor of music’
(B. Mus.)). A committee framed the
necessary regulations and the regulations
have been adopted by both the Board of
Studies in Indian music and the Academic
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Council. It is for colleges now to start
classes and offer students [or these degrees.

In this connection, it is necessary to point
out that it is the duty of the Music Depart-

ment of the Madras University to put forth

some solid Research in Indian Music. Unless
this department does that, it can neither
rank up to the standards of the other depart-
ments, nor will be considered to have borne
any fruit on the Acadumic side.

TITLE COURSE IN MRIDANGAM IN THE
. ANNAMALAT UNIVERSITY MUSIC COURSE,

On the recommendation of the Board of
Studies in Music, the Syndicate has decided
to institute a course of study in Mrdafigam
for the Saiigita Bhisana Title, with effect
from the academic year 1939-40. The

»

course of study, examination and syllabuis
are under consideration by the Board of
Studies in Music.

A Music UNIVERSITY FOR INDIA.

India will have a Universily of music if a
proposal to raise the Maris College of Music
Lucknow, to the status of a University
materialises. As the need for such a.uni-
versily has been voiced by musicians and
lovers of music and many suggestions have
been wade to evolve a concrete scheme, the
authorities are now seriously considering
ways and means of converting il into a Unt-
versity to be named after Mr. V. N. Bhat-
khande, the pioneer of musical culture mn
India.

IN MEMORIUM,

Death has demaded a heavy toll recently
in the music world.

The Academy places on record its regret
at the demise of Brahmasri Mangudi
Chidambara Bhagavatar, who presided over
the Academy’s conference in 1937. The
Bhagavatar was widely admired in Madras;
vast quotations from the Ramayana of Val-
miki and a large number of Sri Tyagaraja’s
songs on Rama marked his Ramayana Kala-
ksepas. However, he was also liable {o the
fault of too much comic-making which has
somehow been unfortunately made part of
our sacred Kalaksepam art. The Bhagavatar,
with his knowledge of English, interested
himself very much in doing research in
music. The Conference conducted by him
was marked by distinct success.

The Music-world has also lost Vipa
Spbbanna, Palace Vina Vidvan of Mysore,
who passed away after 83 years of a much
honoured life. Among our few flute Vid-
vins, it is sad we lost Mr. Gopala Aiyar of
Tanjore,

From the world of our Nagasvara Vidvans
have disappeared Mr. Chidambaram Vaidya-
nitha Pillai and Mr. Natarija Sundaram
Pillai of Tiruppambaram. The latter, during
his last years, was endevouring against odds
to publish books of kirfanas in Tamil script
with notation. He could bring out only one
volume containing fifty compositions of Sri
Muttusvimi Diksitar.

In the death on 21—10—1936 of Mr.
Ko{iévara Aiyar, 70 year old grandson of
Kavikuiijara Bharali, we lost a composer of
Tamil Songs.

Born in about the year 1868, Mr. Kotis-
vara Aiyar took his B.A. decree after under-
going his college course in Pudukottah and
Trichinopoly. He was the grandson of the
famous Kavikufijara Bharati and for a
very long time was closely associated with
Ramnad Srinivasa Aiyangar. After his col-

lege course he took service in the office of
the Inspector-General of Police and 15 years
after, joined the High Court, Madras, as
Translator in Tamil. He retired from’service
about 10 years back. For a year or two
before his retirement he gave performances,
visited Mysore and got the praise of all
music lovers. He also published in print
his grandfather’s Skdnda Purana Kirtanas.
The greatest achievement of his life was his
original compositions in Tamil in the 72
Melakartas and also in Janya rdgas. He
has also composed varnas in Tamil in rdgas
like Sdveri, Kedaragaula, Dhanydsi, Bilahari
etc,

Mr, Sripad Ramamiirti's premature and
sudden demise is a blow to the Academy,
Neither in the Press nor in this Journal
could we have reported the proceedings of
our Conferences so fully and well, if we did
not have his co-operation. Besides, Mr.
Ramamfirti wasa great Tydgarija enthusiast;
he was an exclusive worshipper of Tyaga-
raja on whom he contributed many studies
in papers and journals.

Another premature death that has deeply
affccted us all is that of Mr. Krspasvamij
Aiyar of Calicut, a scholar in music who
took a very keen part in the Academy’s
annual Conferences,

The greatest loss to the music world
recently is the passing away on 15—10—’38
at the age of 75, of our greatest Vina-artiste,
Srimati Dhanam Ammal, in whose honour
the Academy held a huge memorial meeting
presided over by the Premier of Madras,
Elsewhere in this journal will be found the
Academy’s tribute to Sri Dhanam which was
paid by Mr. T. V. Subba Rao in an eloquent
appreciation. The Academy has instituted
the prize of a Vind-medal in her name,

Ghatam Vidvan Sr1 Dévarijulu Naidu, of
Madras, (known’ as Ghatam Dévudu) passed
away at the age of about 77, on 13-4-1939,
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Mr. Naidu was well-versed in all the
intricacies of Tila and had played on the
Ghatam with Maha Vaidyanatha Aiyar,
Anantharima Bhigavathar, Ramnad Srini-
vasa Aiyangar, and others. He became blind
recently and in spite of this handicap and

his old age he was ableto |

whenever he was giv:r:ocfplgr?nnt?? .
the last 12 years, he was giving perfcfma
at the Viniyaka Bhajana conducted ev
Friday at the Post Office Street, Madras.
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: BOOK REVIEWS
HINDUSTAN] MUSIC, AN OUTLINE OF ITS PHYSICS AND AESTHETICS

BY

ProOF. G. H. Ranape, B.Sc.
Lecturer in Physics, Willington College, Sangli.
(V. RAGHAVAN.)

Mr. G. H. Ranade wrote some ycars ago
a treatise on music in Marathi. Encouraged
by the good reception it had, he has pub-
hshed his studies in Engligh form now, and
the Bombay University, we learn with
satisfaction, has given a substantial financial
help for this publicaticn, The author has
long been investigating the subject of
Indian music, both n its classical and folk
forms and has published some of his results
in the old bimonthly magazine of Indian
Music called Bharatiya Sangita, which was
appearing from Poona. The former part
of this bock deals with the physics and the
latter with the acsthetics of Indian Music.

The first chapter takes us rapidly through
the historical evolution of Indian Mutsic from
the vedic peried.  After touching upon
n brief the Vedic music, the author comes
to Bharata whom he assigns to a date
prior to 30 B.C. We hope the author
would on some other occasion explain
why he places Bharata prior to B. C.
300. ‘T'he author says that in his experi-
mental method for deducing the Sruti-1atios,
Bharata well and truly laid the foundations
of the Physics of Indian Music. Bharala
had two parent scales and 18 Jatis or fun-
damental harmonies, 14 of which were
derived by mere transposition - seven [rom
each parent scale —and the remaining 4 of
which were derived by the fusion of the
two parent scales,

The Jdtis were replaced by the Ragas and
the auwthor admits, there is no evidence to
fix the time when the concept of Rdga
arose. Matanga’s Brhaddesl, the earliest of
our known books to treat ef musicin the

Raga-system is assigned by the author to
circa 400 A.D.  But the developed stage of
Raga in Matafiga presupposes a long time of
evolution. The author’s findings with refer-
ence 10 the music known to Kaliddsa, who,
it 15 said, spraks of onc or two Rdgas, is
very interesting. 1t is very hkely that the
song of the Nati in the piclogue to the
Sikuntala of Kalhdasa is n Rdga Sdranga
(Madhyamadi), The Paiicatantra (Sthcent.
A. D.) speuks of Rdga. From this, the
author directly goes to the Ratnakara (13th
cent. AD.), in whosc time, newer Rdgas
had come in to displace the older ones,

" Regarding the place of the Ratnakara in our

Research, the author passes  the verdict
“The music of Sarangadeva is not clearly
understood in any part of the country, and
not even one ot the Rdgas, claborately des-

cribed by him, has so far becn successully
identihed.”

The next stage is the Persian influence on
northern music and the gradual widening of
the gulf between that and the music of the
South.  Amir Khushru is said to have becn
the pioneer in giving the Persian orientation
to North Indian Music; but it is remarkable
that instead of converting Indian Music, he
himself became a convert to Indian Music.
Awir Khushru, who replaced the Suddha
scale of the North bascd on the I'ind by lus
Suddha scale based on his new cieation, the
Sitar, says of himselt—

“I am an Indian, if a Turk.”

“My lyre responds to the Indian theme.”
The author ohserves that Amir Khushru's
3:lar-scale renders the distance between the

W an
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must and the South less. To
oo the l:?;t‘h cenl.) whom the author

Ahobala (eart ing tribute:
s tne tollowing
:ﬁ(lﬁ:;";‘v) r:;sfag);ve the relation between

i f the scale
i f the ditferent degrees ot the.sca
::e(gll't;l: gf ’the’speaking length of a wire
under constant tension.

D. the Maharija of Jaipur,
pl?'”s?i?;;:oll)cﬁt, called a conff:rence of
P.‘:msﬁs and compiled anh authgh;gc;lclil 22:1123

safeita sara, whosc oSu : al
ca“edrsbtzngzti‘?»ilj'),wai. Taking the same Bila-
appes his Suddha scale, Mohamed Reza
s ;SA D.) gave the central principle of his
(18] ;'ﬂ.lﬂ between every Rdga and its
g there must be close similarity or
o mon teatures.” Alter nolicing the
somcrg::nof Mr. Clemeénts and Mr. Daval on
:::eianlonation of Indian Music, the aul.hor
hes Pandit Bhatk‘hande who reor.ga.m§ed
l.!:?::dusthz'mi Music in his Laksya bangﬂa:,
on the basis of the South Indian Melakarta

system.
Chapter 11 deals with *the nature and

e g e function of music and the
- '(lo:::sugifc;lll sound.” “The evolution of
laws:x)msical scale” forms the subject of
t(':l;:aptv:r [1l. After @hese two chapters of
hysics, follows an_informing chapter on
Folk music {rom which we have r?prpduced
elsewhere the resulls of the author’s investi-
gations 1 folk music.

‘The next section of the bool_c deals with
{he three unities of Indian Musxc,-Srutz or
singing to 3 drone, Rdga and Tdla. The

ajor part of Chapter V is devoted to the
de(.JCS of the Tammburd and in the end, the
21;;1- states the eftect of the drone on our
2 ic system. 1t is a result of the growing
m§>lencc of the arone, the author says, that
n ‘u sent system is considered to be based
our P2 single Grdma, but adds that really

‘o basis 18 notone sigle Grama but_"a
this ny of several cunsonances’ conlaining
parmt? g pelonging to both the Grdmas and
m;f;;:,‘g beyond the possibilities of the limi-
ted Grdmas: : "

The next chapter examines the tw? other

tics, RéLa and Laya. What_as Réga, its
m‘-.f’atwn into Suddha, Chaydluga and
dasst d Sddava, Auduva and Sam-

on on¢

piirna, the 4 essentials necessary to make a
scale inlo a Rdga, the structure of a Raga,
some conventions pertaining to their signing
and finally the diterence in the system of
Ragas belween the North and the South—
these summarise the section on Rdga. Re-
garding our Melakaria scheme the author
says that though the large member of Ragas
under the Melakarta scheme is a mathemati-
cal fact, only a small number of Rdgas will
be current even in the South, since aesthetic
form and individualty are essential to a

Raga and Ragas possessing these are only a
small number.

Dealing with the third unity, the Tdla,
the author says that Indian Music “has to
pay attenfion to Rhythm’ and that it has
“consequently developed every phrase of - it
(Rhythm) with minute precision and employs
several time-measures not known to the
European.”

While the drone “discloses a methad of
selecting a scale in an ideal manner”, the
second umty ‘“makes capital of the conso-
nance and dissonance for an emotional
appeal”, and the third maintains the emotion
with a flow and rise and fall. The three
unities thus give “character to music.”

Under the heading ‘aesthetics of Indian
music’ dealt with in Chapter VI, the
author considers a number of items, Sdkitya,
improvisation, Aldpa, voice training, Raga
and Rasa, music as a pure art, and music
and emotion. He points out here the difier.
ence in meaning of voice culture in Western
Music and Indian Music, and thatin a Raga
the Vadi note holds the key to the Rasa.

Forms of musical composition are taken
up in the next Chapter, the VI1I. We leam
here that it was Ra@j@ Mdna (A.D. 1486~
1526) “who either invented or patronized
the famous Dhirupad style.” To a descrip-
tion of the Dhrupad style the author devotes
a few pages at the end of which he impar-
tially estimates its good and bad, says that its
chiet defects are monotony and denidl of
scope for musical graces. Hori sung in
Dhamiar measure, Tarind employing only
Alapa syllables (purely musical expression
unburdencd by literary  ccmposition),
Thumri revelling in folk song scales and ia
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Rdgas like Khamija, Kéfi, Mand, Pilu etc.,
which are irequently mixed, Tappa folk-
based hike Thumri but more ornamented,
and last but not least the Khyal—these types
of compositions are next described.

In the ninth, the last, chapter, a few
minor questions are disposed of, firstly,
under the heading poetry and music, the
author gives us sowe sound thinking, which
unfortunately some of our local critics here
are not capable of. Truly does the author
say that the emotional appeal of music and
Riga is independent of the words ina
Sdhtya. Atter a paragraph on light music,
the author touches Urchestra on  which
again he has the sound remark worth noting
by some of our friends here. “lhe so-
called Indian Orchestras of today merely
multiply one part music on a large scale
and so fall flat upon the ears of the histners.”
Notation, Indian and European systems,
funing of the drone, are the other subjects
dealt with in this chapter.

The appendix supply the textual references
noted in the course of the book and contain
samples of recitations and folk songs in
Svaras.

(BY P. S. SUNDARAM AIYAR, B.A, L.T.)

Books on Indian Musiciroman accddemic
stand point written by educated men who
are students of physics and music are most
welcome in these days of Indian Music
renaissance, The author plainly states he
has no first-hand knowledge of South
indian Music; but at the sawne time trusts that
the theories of his regarding North Indian
Music might beof much interestto the scho-
lars and lovers of South Indian Music too.
Then, he introduces the two departments of
his observation—Physics and Aesthetics of
North Indian Music. The chapters on the
unities of Indian Music are ull of good
generalisations, common to both the
systems, North Indian as well as South Indian
in a broad sense. The students ot South
Indian Music have much to study in these
two chapters for their benefit,

.. But it has to be noted that the technique
.of Riga singing and development and srara
singing is different in and peculiar to South

Indian Music. So long: ago Bharats has:
styled the system as Dmm an: -
characteriged it in  some important s
as superior 10 other systems. It ma
added that this standard of
kept up, even today, in this

enced by the compositions b
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Tyagaraja. The remarks om,,.‘”"“'”‘m#” ‘

South Indign:

system 1n the last para of Chapier VI could

not hence be considered as being fair tp

system familiar to us over hege in South.

India, at least, the Tanjore School.

His remarks on ‘the musical scale’ are
well worth study by advanced scholars too
since they evidence a good scientific 'udg:
ment regarding the vexed question of Slmlts
or Music intervals. The method of approach
to the question is deservingly commendable;
and the study will indeea be profitable té
scholars in music science, of course, with the
necessary equipage of the preliminaryknow-
ledge of physics 1o do the same, :

The author has done a really good servi
in producing this book,—a ull%l additi::

to the books in this branch of Indiag
literature, .

THE MRDANGA SVABODHINI,
(THE MRIDANGA SELF INSTRUCTOR),

by Mrdanga Vidvin Mangudi Riamanitha
l?uran'aja Awyar. P. K. Moorti Co., 28/29
Cotal Merchant Street, Madras. Re. 1. '

_ Asthe Vind is the queen of our stringed
instruments, s0 is the Mydanga, the king of
our percussion instruments. It is all the
same regretlable that our stringed family has
dwindled to the Vina, even as our drums
have dwindled to the Mrdanga. Whether
the present drum known to us today as
Mrdanga 1s the old drum of that nameis a
question of history which will have to be
g0ne into in 2 separate article. The marvel
thal our present Mydafiga is as a music

instrument has been demonstr
ent ated by our
great scicntist, Sir C, V., Raman, ¢

It is welcome that, to suit our present day
studies, privale and institutional, in which
easy coaches and self instructurs are needed
Mr. Durairaja Aiyar, himself a Mydadgam
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’l player, has preduced this Mrdangam Self

Instructor, which takes one through 23
simple lessons in six short chapters, with
useful illustrations.

. The name *Ananda vidyam’ repeated on
pp. Vi, viii, many {imes, g8 a mistake for
‘Xnaddha vadya’ which means ‘percussion
instrument.’ )

THE GRAMMAR OF SOUTH INDIAN
MUSIC

BY

MR. C. S. AYYAR, B.A.

Price As. 10. The Indian Music Publishing
House, 4 Bunder Street, George Town,
Madras. ~

(ProF. P. SAMAMURTI).

* There is not a more fascinating branch of
study in Indian Music than that of the
grutis. The srutis form the rock foundation
upon which the structure of Indian Music
firmly rests to-day. It is the use of quarter-
tones that gives a distinctive colour to Indian
Music. The use of these subtle notes 1s
more than two thousand years old and festi-
fies to the highly developed aural powers of
the Musicians in India. The subject of
irutis has been discussed at great length
during the Music Conferences held in India
during the last quarter of a century and there
is a fund-of Iterature on the subject. The
discussions in the Madras Music Academy
Conferences have particularly been useful in
clarifying many ot the controversial points
relating 10 this subject.

The books published on the subject of
&rutis have 8O far been too theoretical in
character. The merit of the book under
review lies in the fact that the treatment of
the subject 18 essentially practical and as
such is likely to rouse the enthusiasm of
many a professional musician in this study

_of the subject. The treatment is clear and

refreshing. The author avoids the try-as-
dust past. He is also free from the petrified
views associated with musng:al pandits for
long. Hehas worked at this subject for a
number of years with zeal and enthusiasm
and the fruits of his researches are given in
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the book. The anxious student of music
will find this work both interesting and use+
ful. Examples of Ragas wherein the several
$rutis occur are carefully pointed out and
this will convince even the most casual
reader that the use of $rutis in Indian Music
is a solid musical fact,

Mention ot the 22 $rufis is made in such
ancient works as Bharata Natya Sastra (4th
Century B.C.) and the Silappadhikaram (2nd

century A.D.). Music has been fast develop- =

ing since and we are now using. many ragas
not known to our ancients. Under such
circuinstances it is but logical to expect the
use of a few Srutis other than the time-
honoured 22. The svariipa or the melodic
entity of a raga is brought out only when its
characteristic $rutis are sounded. The author
suggests the frequencies 7/6 and 7/4 for
the possible fifth $ruti in the Gandhira
and Nishada zones, That isin the increas-
ing order of pitch, these notes will rank ‘as
the earliest Srutis in the respective zones and
the now accepted four Srutis will rank as the
2nd, 3rd, 4h, and the 5th $rutis (see the
nomenclature adopted by the Music Acade-
my). Until human genius invents a mecha-
nism which will be able to accurately
registér the frequencies of these subtle notes
the value of at least some of the $rutis must
remain a matter of speculation,

The Chapters on Tala, Janya Ri f
Rasa add value to the wor{t. yAboutgﬁ;eng
of staff notation for writing Indian melodies
the author is unduly severe.  Any ndtation,
whether script or staft is merely a skeleton

framework and unless the reader has got

an accurate conception of the raga bhava he
will not be able to reproduce correctly a
song howcver accurately rendered in either
notation. Music 1s international and come
posers have left behind them musical gems
not for the joy of their own countrymen but
for the solace of the world. We profit by
reading the literatures of other nations.
Likewise there is no reason why other
nations should not enjoy the music of India.
There are some splendid Indian melodies
which deserve to be known and played in
all parts of the world. When it is made
clear that European harmony has no place
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in Indian  Music

and that only the scaje
involving inton

ation of natural notes s used
here, there 1s no reason wliy a European
violinist should not play an Indian melody
from staft with as much artistic cffect ns an
Indian violiniat.
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‘ { all-India chumdffibubs ;mcyi
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devoted (;)in" dcs;demtum{ hed from the
mng'f‘““‘.‘ Zu:triﬂxy pu?? 151 the journal of
Sangild lf' e, Lucknow, m?‘_ MAM) were
Maris (’(-'.ch'adi‘“‘y’ Madras gj‘gunately to
the Must 1930, both had un (f)r excellent
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L OF THE MUSIC ACADEMY, MADRAS,
RNA OPINION.

and lovers of music 1hrough_out. the lcngt?x
and breadth of India.  Publication of origi-
nal articles on music by experts, and of
classical works on Indian music are instances
in point. Authoritative reports of the annual
conferences of the Music Academy, Madras,
arc to be found only in the pages of tlps
journal, and embodying as they do the dis-
cussions on important topics by experts and
acknowledged authorities, they cannot .be
overlooked by serious students of Indian
music.”’

% E Ed K

This alone should suffice to draw‘ lhg
attention of all scholars, societies and insti-
tutions concerned with Indology to this
important journal,

* » *

We wish the journal a long and briltiant
career of service to the cause of Indian
music.  Let ail lovers of Indian music make
common cause with thuse in charge of the
journal to sec ils growing prosperity.



The Journal of the Music Academy, Madras
SELECT OPINIONS ..

The Indian Eapress: ¢ The resumption of the Journal is an cvent of the first
% magnitude 1 the musical world. The very capable Board of Editors may be trusted to "
"'; produce issues of the quality as the one under review.”
wf .
ik :
. The Hindu: + The revival of this valuable Journal devoted (o the study and
W‘plfumotion of Indian Music will be welcomed by all lovers and exponents of

the act.”

b The Madras Mail: ¢« We are glad to note the revival of the Journal of the Madras
L. Music Academy (a quarterly devoted to the advancement of the science and art cf music)
~® » = Fulfilling as it does a real need of music lovers, w2 e sure all lovers of
“art and culture will support it.”

{1. H. The Maharaja of Dharampur:. «+ * His Highness is also delighted

K 4o read the articles in your magazine which are undoubtedly very mteresting and

Canstructive.  He  is alsc pleased to read the procecdings of  the Academy’s Music
g, Conference * *
i

The Adyar Bulletin: * The resumption of the publication of this Journal
‘devoted to the promotion of research in the ficld of music must be welcomed by all lovers

Indian culture. The Journal fulfils a real need as it is the only Journal of its kind in

ndia.”
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