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The Teachers’ College of Music
MUSIC ACADEMY, MADRAS

In response to numerous requests from the public in general,
upon the insistent representations from authorities in charge of
the various Educational Institutions in the country and in realisa-
tion of a long cherished ideal, the Music Academy, Madras,
opened a Training College of Music for Teachers.

The College is called The Teachers’ College of Music,
Madras.

Instruction is imparted to pupils not only in theory and
practice of Indian Music, but also in the correct and approved
methods of teaching music. The trained pupils will be competent
to teach at least the School Final Class.

The training class is of the duration of one year of three
terms and, for the present, is confined to Voeal Music only.
The working hours of the College are between L1 A.M, and 4 p.M.

The fee for the whole course is Rs. 50—if paid in advance—
or Rs. 6 for each of the nine months comprising the whole course.

At the end of the course an examination will be held and
diplomas awarded to successful candidates. The first in rank will
also get the Rajah Annamalai Gold Medal.

Persons of both sexes are eligible for admission.

Only those candidates whose proficiency in music is up to the
Intermediate Standard of the Madras University are ordinarily
admitted. Preference is however given to those who are already
employed as music teachers.

Applications for admission shall be in the prescribed form.

The final se]éction of candidates for admission will be made

by a committee before whom the candidates shall present them-
selves on such days as may be notified.

A copy of the prospectus and syllabus will be sent on receip
of postage stamp for the value of four annas. -

For form} of Admissionand other particulars apply with postage to

The Correspondent, The Teachers’ College of Music,
The Music Academy, Madras.
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The Journal of the Music Academy,

MADRAS

OPINION

.
TrE ORIENTAL LITERARY DIGEST, POONA, WRITES :—

“A journal of all-India character, solely devoted to
music has been a serious and long-standing desideratum.
TRough the Sangita a quarterly published from the Maris
College, Lucknow, and the Journal of the Music Academy,
Madras (JMAM) were started in 1930, both had, un-
fortunately, to be suspended after issuing a few excellent
numbers. The reappearance of the JMAM will therefore
®welcomed by all thoughtful lovers of Indian music and
culture with no small amount of gratification. The
volume under review, though dated 1934, was published
only a few months ago, and the promise of soon
bringing out the volumes due for each of the years
1934 to 1938, resumes the thread ofits publication from

where it was broken.

Though naturally it is devoted chiefly to South Indian

Music, there are features which make it indispensable for
serious students and lovers of music throughout the length
and breadth of India. Publication of original 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, are
to be found only in the pagesof this journal, and embodyingr-
as they do the discussions on important topics by experts
and acknowledged authorities, they cannot be overlooked
by serious students of Indian musIcC. ’

* * * *
This alone should suffice to draw the attention of all
scholars, societies and institutions concerned with Indology
to this important journal.

* * * *

We wish the journal a long and brilliant career of
service to the cause of Indian music. Let all lovers of
Indian music make common cause witlf those in charge
of the Journal to sec its growing prosperity.”
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SELECT OPINIONS

The Indian Express:  The resumption of the Journal
is an event of the first magnitude in the musical world.
The very capable Board of Editors may be trusted to
produce issues of the quality as the one under review.”’

The Hindu: ““ The revival of this valuable Journal
devoted to the study and promotion of Indian Music will
be welcomed by all lovers and exponents of the art.”

. oy
The Madras Mail: “ We are glad to note the revival

of the Journal of the Madras Music Academy (a quarterly
devoted to the advancement of the science and art of
music) * * * Fulfilling as it does a real need of
music lovers, we are sure all lovers of art and culture will
support it.”’ '

H. H. The Maharaja of Dharampur: < * * His High-
ness is also delighted to read the articles in your maqazine
which are undoubtedly very interesting and instructive.

He is also pleased to read the proceedings ofthe Academy’s
Music Conference * *

The Adyar Bulletin:  The resumption of the publi-
cation of this journal devoted to the promotion of research
in the field of music must be welcomed by all lovers of
Indian culture. The Journal fulfils a real need as it is
the only Journal of its kind in India.”

S. N. Bhattacharya, Benares Hindu University: “ A
glance at the Index for the last ten years’ articles in your
Magazine revals to me the keen interest in Music taken
by the South Indians. There is no such Journal in
North India.”*
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THE MADRAS MUSIC CONFERENCE, 1941
OFFICIAL REPORT

The Opening Day
22—12—41.

The Fifteenth Session of the annual Music Conference
conducted by the Madras Music Academy was held at the
Senate House of the University of Madras. Maharajah Sri
Rajah Rao Venkata Kumara Mahipati Surya Rao Bahadur
C.B.E., Maharajah of Pithapuram, opened the Conference ;m(i
Gandharva Vidyabhiisana, Ganakala Visarada Prof. D. Venkata-
swami Naidu, Principal, Maharajah’s College of Music
Vizianagaram, presided over the deliberations of the Experts:

Commiittee.
The Proceedings commenced with prayer.

WELCOME SPEECH

On behalf of the Music Academy, Rao Bahadur
K. V. Krishnaswami Aiyar welcomed the Maharajah of Pitha-
puram and other guests. Presenting an address of welcome to
the Maharajah, Mr. Krishnaswami Aiyar said:

«We are deeply grateful to you for your kindness in consen-
ting to inaugurate the present session. Your profound love for
Arts and Letters and generous help extended to educational
institutions are well-known. As the head of an ancient and
renowned Zamindary in our Province, you have promoted
learning and culture with uncommon zeal. Your presence in
our midst is a source of encouragement to us and we hope it
will result in your taking a kindly interest in our activities.

Qur principal aim has always been to work for the
t of the Art and Science of Music. To this end we
k more impo.rtant than to set up the highest
te and appreciation. Your discerning sympathy
ion will strengthen our hands in this

advancemen
consider no tas
standards of tas
and active co-operat
endeavour.”

Mr. Krishnaswami Aiyar then requested the Maharajah to

open the Conference.



OPENING ADDRESS

BY
Tie MAHARAJA oF PITHAPURAM

Declaring the Conference open, the Maharajah of Pitha-
puram said :

“] thfml\j the Music Academy for the honour they have
done me in inviting me to open this Conference. Knowint
nothing of the scientific aspect of music, I was first sur riseg
and amused and felt reluctant. But friends’ kindly insigtence
on my ucceptance of the invitation obtained my consent, M
only. justification for being here now is my admiratio'n foﬁ
music. I request that my statements may be understood i
this light only and taken for what they are worth. Th r?
blissfully ignorant of the science, I heartily appr.eciateOUé(;
intensely enjoy music. I like it when it appeals to the Z:r
Wherf sounds are produced by fine instruments or son ) ar.
sung in melodious voices, music is really enchanting % one
of the finest of the Fine Arts. .

for it. It acts like a tonic.

It is one
v Mgny are the merits claimed
onderful are i :

body a.nd mind. It is soothing to the nerves aritlsgeil:/f:; tse(::edtle
the mind. In some cases even diseases are cured Wr;le .
are h.earing good music, we are apt to forget .worriesn 'wg
miseries and feel happy for a while. As an aid to devotio:n't
is s.pecmlly helpful.  We are transported with joy to hi l’1e‘r
regions. Ineffable are the effects of sublime music. ;

Musm,'as we know, can Dbe roughly divided into two bran-
ches—the instrumental and vocal. Instrumental such as the
Veena, Venu and Violin are some of the most important. They
have.a charm of their own.. 1 can give one concrete instance
I enjoyed the kindness of that towering genius, that world poet.:
and master singer, Dr. Rabindranath Tagore of revered
memory. When he stayed with me at Pithapuram as m
esteemed gu.est, he heard my Vainika, Sangameswara Sastr .
great iusician, play on the Veena. Then he wanted me to };’ 3
him to “Santiniketan” and wused to keep him with himsfrl
months and months together at a time. Evidently the Veer?;
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afforded him immense pleasure. It must have been entirely for
this Veena, as my musician’s voice was not sweet and the poet
did not know our Telugu language. “Alipana” which is, of
course, devoid of words has a distinct place in the vocal
music.

Now we come to the songs proper where we find both
words and music together. Herein we can find embodied,
ennobling ideas and elevating thoughts, when, [ am sure, music
will be most appealing and inspiring. Good composition of
words is great by itself and so also is music. When these two
are combined, we get the greatest satisfaction. In short, in the
happy combination of superh words and sublime music, we get
a supremely ideal song. This causes joy which is inexpressibly
exquisite. Such was the bliss 1 experienced when I had the
great good fortune and the rare privilege and pleasure of hear-
ing Rabindranath Tagore sing in his wonderfully melodious
voice some of the sublime hymns composed by himself. That
angelic music was sweet beyond description.

Devotional songs should certainly be given the place of
honour. Songs on subjects, religious, philosophical, ethical and
social are of special importance. The saintly lives and the
splendid deeds of great men and women in various spheres of
life form fine subjects fit for musical composition. Sublime souls
of deep devotion, profoundly religious persons, philosophers,
philanthropists, social reformers, poets, singers, rulers, warriors
and true patriots all come in for their sbare of admiration and
praise. They must comprise persons of all times and countries
without any distinction of caste or creed. These songs are
likely to have beneficial influence on our people. Love songs,
when decent, may be permissible in public performances. The
indecent ones should be tabooed.

Lastly, let me mention nty views regarding the language to
be used for music. Fortunately for us Andhras our mellifluous
Telugu language is beautifully suited to music. It is styled the
«[talian of the East.” DBishop Caldwell, a European, a famous
Philologist, and the author of a Comparative Grammar of the
Dravidian Languages declared that the Telugu language was
the sweetest of all the vernaculars of Southern India. Sudha-
kara, a Sanskrit scholar, said to the effect that Telugu was
sweeter than nectar. That famous musician and composer -
Tyagaraja, while living in a non-Andhra country, wrote his
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most popular and highly esteemed songs in Telugu. Similarly
Kshetraya composed his well-known songs in Telugu. So did
some other Tamilian composers. Non-Andhra singers, whether
they know our language or not sing Telugu songs. This is so
with even the talented artists of repute. We are happily in a
pasition to be completely pleased with Telugu. But it does not,
by any means, mean that the Andhras hate the other languages.
Cosmopolitan in taste, we appreciate fine songs in whatever
language they may he. In fact, we actually ask for them to be
sung.

It is very necessary that music in all languages should be
encouraged and improved. I sincerely wish well of this divine
art in different tongues. In all lands, may music develop and
prosper!”

The Maharajah then declared the Conference open.

ELECTION OF THE PRESIDENT

Mr. Parupalle Ramakrishna Pantulu proposed Prof.
D. Venkataswami Naidu to the Chair.

Vidwan K. Ponniah Pillai, seconding the proposition, said
that Tamil Nad was honouring herself as the home of Carnatic
music by having Mr. Venkataswami Naidu to preside over the
Conference.

Mr. Venkataswami Naidu took the chair amidst cheers and
delivered his presidential address.

PRESIDENTTAL ADDRESS

In the course of his address, Prof. Venkataswami Naidu
said :

«Let me at the very outset invoke the blessings of the
Almighty, whose form is divine music, to guide the delibera-
tions of this august assembly. May those Suns of the music
firmament, the immortal Tyagaraja, the scholarly Muthu-
swamy Dikshitar and the celebrated Syama Sastri brighten our
path and be the guardian angels of this Conference. To the
soul of this great gathering, I bow in humble reverence that it
may lead me and you to lofty discussions and worthy conclu-
sions. I am a servant of the bow and the string and all I have
learnt from my boyhood is to produce a few notes from them
without ever so little using my vocal cords. That such a
dumb man, as myself, should have been offered and what is
more should have had the audacity to accept, the onerous job of
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presiding over a conference of veterans and experts surpasses
my own comprehension. The place of our meeting is the
citadel of Carnatic music, the home of the best composers of
our own times; I refer to Bhakta Siromani Sri Papanasam
Sivan and Sangeetha Ratnakara Sri Ariyakudi Ramanuja
Iyengar; the place where the late Sri N. Kotiswara lyer till
recently mused in his official and spiritual routine, where the
late Tamil bard, the undaunted Bharati, sang his songs. The
time of our meeting is unique in the history of the world.
Over there in the West, the hum of the Nazi troop-carrier
plane threatens to deaden the harmony of the great demo-
cracies. In our own music home here, there are sounds of war,
luckily not of the European type, but a war of words over a
resolution passed three months ago whose real significance was
not rightly appreciated till that great philanthropist-patron
Rajah Sir Annamalai Cheltiar pricked the empty bubble. That
at such a place and-such a time I should have been elected to
the chair, 1 consider a very great honour and distinction, for
which T am deeply grateful to one and all concerned. Nobody
knows more than myself that I am not worthy of this exalta-
tion while there are scores of Pandits and Vidwans in this
house who deserve the place with greater propriety and justifi-
cation. Conscious of my drawbacks and shortcomings, 1
wanted to decline the invitation but my Tamil and Andhra
friends alike insisted upon my accepting it. It was an honour
they said done to the language and the country of my birth.
‘That left me no more argument and therefore if I stand here
before you on this occasion, I do so in the capacity of an
Andhra devotee worshipping at the altar of Carnatic music.
DISTINCTIVENESS OF CARNATIC MusIc

1 do not claim to have done anything by way of research
in Carpatic music. But I have been closely following recent
trends in Carnatic music in the conferences of this Academy
and elsewhere and in the press. 1 have in my own humble
way tried to understand the grammar of Hindustani music and
also of Western music. 1 have been trying to study the hand-
ling of the violin by Western savants to see whether a part of
it can be imported into South Indian Musi'c. But I must con-
fess that my alttempts so far in that direction have not been an
For, whenever I tried to introduce some

unqualified success.
I found that the music

innovation during my practice hours,
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lost its distinctive Carnatic stamp and hecame something else
Such music, might perhaps be melodious to the ear but it has nc;
appeal to the soul. [ therefore came to the conclusion that
Carnatic music, [ may say Indian music, is something far

1 r H : . .
different from Western music. It is music with a purpose. Its

purpose is not to kindle this or that passion, to lull a baby into

sleep or to please a monarch into making precious gifts; it has
none of these earthly motives. ' )

Carnatic music is the audible expression of the imprisoned
soul of man trying to throw off its shackles and break open the
prison bars of Samsara. Music is audible Tapas. Carnatic
music is the practice of, perhaps, the easiest mode of attainin
Moksha through the production of harmonious notes; it is thge
upasana of the Nadabrahmam. Music is a form of yoga. The
great masters of Carnatic music were yogis who obtained
liberation through the practice of this yoga. This yogic nature
of Carnatic music gives it a unique value in the life of ma;l.

The true musician realises the real Self or Atman through
his music. When you see a musician elaborating a single Rag'l
for hours and sometimes for days together, he really forgegt(q
his lesser self and does not take notice of his surroundin \‘.
He transcends the artificial limitations imposed by man andgli .
gets into communion with the Shapeless, the Conventionle::
and the Limitless.  Such music elevates not only the singer b{;t
also the people around into the celestial regions of bliss and
inexpressible happiness. Like the Rishis of old expressin
themselves in our [tihasas and Puranas for the uplift o%
general humanity, the great yogis of music have sung

immortal
songs for the benefit of the man in the street.

THEME or Music

[ have already stated that the appeal of oyr Indian Musi
is to the soul, that spark of the Infinite in every living bein :
The only theme that can appeal to the soul and elevate it is thge:
songor praise of the Brahman of which it is an infinitesimal
particle. Hence the classical songs of Purandara ba .
Kshetragna, Tyagaraja, Muthuswamy Dikshitar, Syama Sa ia:
and Jayadeva always had God for their theme, Wit out
that ideal, their songs would not have the mighty an.d uni ol
appeal that they have. Have there not been and are the: ersal
reputed musicians who sing in praise of some great monarcl ¢ no;
some exquisite human beauty? Where are they? They are Zlc-)r(:e
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with the monarchs or the minstrels. What is their appeal ?
To some sensuous human sentiment. It is my earnest prayer
that the musician should not be a mercenary ; I consider it a
sin to sell music.

Music 1IN KACHERIS

All this may sound well in theory. But is it practicable in
a struggling world, where one has to keep the wolf away from
the door by hook or by crook ? In the past, music was the
patronage of kings. But now an ever-widening public sits in
judgment over the unfortunate musician who has to cater to a
varied and multifarious taste. The great exponent of any one
aspect of music—Bhava, Riga or Tala—cannot have all his
way in public.” While I would appeal to fellow musicians to
sacrifice some of their personal inclinations—I mean to Raga
alapana or Pallavi—I cannot appeal too strongly to the public
not to order their music, but to encourage the artist in his own
particular path. Encouraged that way, the musician will sing
divine music which will enthral the mind of man as did the
magic flute of Lord Krishna.

LLANGUAGE OF SAHITYA

In this connection it is well to discuss the question of the
language of the Sahitya, There would have been no need to
bring in the topic but for the importance which it has recently
assumed. Lovers of music, like Sir Alladi Krishnaswami
Aiyar, Sri S. Satyamurty, whose views are entitled to respect
and consideration, have had their say in the matter. The way
to harmony in this respect lies in beating the question thread-
bare. Had there heen so many musicians of repute in the
Andhra Country as there are in the Tamil Country or had
there been a Broadcasting station somewhere in the Andhra
area, I believe there would not have arisen such a violent
storm as we have witnessed. It is true that Sahitya in
Carnatic music has a minor role which however cannot be said
to be negligible. If Sahitya has no purpose, I do not say
place, in Carnatic music, then why Kritis? If Kriti has a place
in music, an understanding of the meaning of the song certainly
leads to-a hetter appreciation and enjoyment of the Bhava,
Raga and Tala. Although the claim is made that Telugu is
the Italian of the East and therefore the only fit vehicle for
Carnatic music, and on the other hand that there is the indis-
putable fact of the existence of ancient and classical songs in
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Tamil, the Tevaram and Tiruvdymozhi, for example, a song in
one of thesc languages is gibberish to one who is ignorant of
the language. As a matter of fact, we, Andhras and Tamils
of the Carnatic, whose fortunes are bound together geographic-
ally, traditionally, socially, religiously and politically, have
need to know both the languages. I know many "’Felu u
scholars who are well versed in the Tamil Prabandhas whﬁ:h
are sung in all Vaishnavite temples including the Andhra area
I am told that in the Tamil couatry there are eminent Telu u
scholars.  This controversy over sahitya is not thereforeg'
question of language animosity. It is a problem of want amélL
supply, more or less an economic question. The solution lies
in the supply of the needed goods. In mixed gatherings like
the ones we get in Madras and in broadcasts from the Madras

station, the exclusive use of one language for music is detri-
mental for the very cause of music.

’ fI‘here.ls,_ a special responsibility devolved upon my fellow
l‘aml.l musicians.  They happen to be today the custodians of
the rich trfeasures of Carnatic music. As trustees, they are
above parties. On them rests the sacred duty of preserving
and handing down intact their rich heritage of Telugu 23
Kannada songs. I have no doubts whatsoever of their emi )

and high-souled sense of responsiblity. mnent

INDIVIDUALITY 0F CARNATIC MUSIC

. Cam'atic music has a unique charm as distinctive as the
universality of the Vedas. At no time in the history of Carnatic
musi.c did we hear such a warning by Vidwans and the general
publlF to keep Carnatic music pure. The great lloldgofetrld
Talklle over the masses is a menace to the purity of Car tl'e
music whose fundamental featurcis its gamakas. It s not
every one that can introduce an innovation into a s3;stem lshx'wl:
has preserved its dynamic individuality from times immemv(v)rilcl
A ¢.star ! may attempt to implant something catchy into Cal .
natic music but the graft has no chance of survival. Onl o
Ehe scholarly few, intellectual giants to whom Cun ti o t_O
is the very breath of their life, is it given to fit a;xd ;dlc tmusxc
extraneous form into the framework of Carnatic mua'p 50.1'118
out Prejudice to its distinctiveness. The impact of t;lc i
of .tlr_nes on our music, as on any other department.ofe hmarCh
activity, is at once an evidence of its individuality, ad: ur.n'am
and dynamism. According to Venkatamakhi s}:::me ';l;tg%l;ltly
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recognised Ragas are known. Of these nearly 30 are not now
in common vogue. Itissaid of Veerabhadrayya, who mig-
rated from North India, that he made a good deal of reform
in Carnatic music and brought it to its present form. Adap-
payya followed the footsteps of Veerabhadrayya and Syama
Sastri was asked by his Guru to listen to the music of Adap-
payya. It is said of Sri Muthuswami Dikshitar, who spent
seven years of his life at Benares, that he imported a little
from Hindustani music. That was how we got our Thodi,
Ramakal, Rudrapriya, Khamas and Jenjuti. I wish to add my
humble voice to the chorus of appeal to musicians, songsters
and songstresses to preserve the purity of Carnatic music.

FoLK SoNGSs

There is one department of music on which attention has
been focussed in the recent Conferences of this Academy,
particularly by H. H. the late lamented Yuva Rajah of Mysore,
father of H. H. the present Maharaja, Sir R. K. Shanmukham
Chetty and Vidwan Sri Musiri Subratiania Aiyar ; I refer to
the question of Folk songs. I am one hundred per cent in niy
admiration for them. I can how one or two ditties of that
type and my audiences greatly appreciate them, much more
than they do my classical bits. Thanks to the Bratachari move-
ment, there seems to be a revival of folk songs everywhere,
Folk songs are of two kinds, the refined and the coarse. The
former kind is sung by the higher strata of society and gener-
ally has God and His greatness for its burden ; the latter is
generally in vogue in the labouring and lower classes, often
without a theme and sung to relieve strain or to enjoy some
relief. We do not hear these songs now everywhere, as we
used to do before. Now-a-days labour-folk sing a hit from
s«Chintamani’ this month and next month onc from ‘Devata’ is
on everybody’s lips. That is marching with the times with a
vengeance. It is not the fault of the Talkie. It is not the
want of fulsomeness in old folk-songs either. Social condi-
tions influenced by western science aund western ideals of
civilisation change much faster than any of us can imagine.
Marriage has almost become a matter of a few hours, Unjal,
Nalangu, etc., are out-of-date. The same state of affairs
obtains in other customs. Songs on marriage occasions and
nursery Sopgs like lullabies are becoming obsolete. I am
therefore afraid that, because of the tremendous change in

2
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our social mamners, all may not go well with our folk-songs
It must be the task of one and all of us to devise rlgb:
means to preserve this invaluable treasure of folk-son 5 OI'J;I
its immense popular appeal. I would suggest that Wgstx\'w 1’
committee of this house headed by that redoubtablec cI; '(?né
of- all good causes, Rao Bahadur Sri K. V. Krishnjmploq
Aiyar, _bc formed to collect, classify and edit folk-socnswam}
would "appeal to fellow-delegates, particularly to my vgzllist

friends, to sing o

8§ one or two of these folk-s .
' . olk- .
Kacheri. lk-songs in every

ACADEMY oF Music
L am afraid I have become horine.
these come once in a lifetime, perh:ps,
sense of responsibility blinds the speaker to the impati
gestures of the audience and deafens his eurs to thallen(;
murmurs-as if in protest—of the house. However mucheI (f)u
tsmpte(.l to dwell upon some of the debated proble Le‘fl
(,arnat.lc music in this address, [ refrain from doing ‘1'15~ .
are going to devote days on the streteh for that 51;0 o1
shall only touch one or two general points before | Elo POSCv ,
f;rt of music is very old in our country—as old as thze.\f ';r'hc
Fhe{'e are several reputed families in the hierarchy of Cur;':isé
iﬁusmz‘ "lo-‘duy there arc justa few nusic institutions ;md
ere i need for many more to meet the growing demand

_condztxons obtain, more musicians are made in the h‘ A
in the schools and colleges ; and they are people (?tfm tlli}n
l'o'rmerly such people got their hall-mark in lllle : Te o
princely patrons.  But now they find no office to re f'wtur : O'f
tak?nts. I cannot conceive of 4 more competent aLr?(iS " thel.l'
tahv.e-body than this Music Academy (o judge the authon-
musicians and to rank them. I would suggest the fcl)nem'Of
o‘f a Fellowship of this Academy on the lines of th m}‘;tm“
Society of England or the Indian Academy of Sciescesoya;

would also plead for the award .
< of diplomas .
every year to candidates who seek its selz)u(_)m 1s Dy the Academy

But opportunities like
to the lucky few, A

A WANT IN BROADCAST Music

I shall very much like to have my say about G
Talkie and Broadcast music, but the words of ouu .
man Sachivottama Sir C. P, Ramaswamy Aivarr o
of the fact that in such affairs the layman’s ;zoicg u1§1

amophone,
at country-
me in mind
ust prevail
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over that of the professional. With regard to Broadcast
music, I wish to give publicity to a feeling exprcssed by great
men like Kriesler and Prof. Julian Huxley, a feeling which
I myself experience during broadcasts. The singing to a mike
which neither nods in appreciation nor frowns in disapproval,
to four walls which neither receive nor echo, to an operator
whose one and only attention is to see if the waves travel in the
air or not, has a morbid damping effect on the performer.
\When a music is intended for another listener, ii is best for the
artist to know the effect on the listener so that there will be
action and reaction which will draw out the best of which the
artist is capable. I may be excused for giving expression to a
pet idea of mine, namely, that schools and colleges should
organise Kacheries by well-known musicians so that the seeds
of good music are sown in the impressionable period of life.”

In conclusion, he said:

«I have come to the end of my journey. I thank you most
sincerely for your patient and attentive listening which bas
made my task easy. We are to walk all of us together a long,
long winding road with alleys and by-paths everywhere. It
very often happens that the wood is lost in the trees. There-
fore, in our discussions let us not forget the spirit and the goal
of our endeavour and let us evolve as a result of this Confer-
ence something which is worthy of this noble gathering and of
the Goddess of our worship. May the Goddess of Music restore
peace to this war-stricken weary world. May She make the
cause of righteousness triumph quickly over brute-force,
oppression and tyranny. May She bless the Atlantic Charter
and grant to one and all freedom from want and subjugation.
May the Goddess of Music and Peace reign supreme and inspire
us to sing the song of Liberty and Prosperity. May She keep
our country out of the world turmoil. May it be given to us
musicians to sing for all time the praise of God and the happi-

ness of humanity.”

|| @% dan giadr dag ||
VoTE oF THANKS
Mr. E. V. Sundara Reddi proposed a vote of thanks to the
Maharaja of Pithapuram and other guests.

The day’s proceedings concluded with music performances
by Srimati Kamala Krishnamurti (vocal), accompanied by
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Mr. T. K. Jayarama Aiyar on the violin and Mr. Tinniam
Venkatarama Aiyar on the Mridangam and later there was a
performance by Mr. Veerusami Pillai of Tiruvadamarudur and
his party on the Nagasvaram.

THE SECOND DAY

The deliberations of the Experts’ Committee of the con-
ference began with Prof. D. Venkataswami Naidu in the chair,

A noteworthy and welcome feature of the deliberations
this year was that they were attended by Prof. G, H. Ranade
of the Fergusson College, Poona. Prof. Ranade is the author
of a book on Hindusthani Music.

NOTATION,

The subject of Notation for Carnatic Music was first
taken up for discussion.

Mr. C. S. Iyer said:

European scholars adopt CD etc., capitals, for the Sankara-
bharana Scale and small letters for the remaining notes of the
scale. We may adopt the S r g m for the same scale and mark
these notes above by a dash to denote other notes. I should
personally prefer the former method. Subbarama Dikshitar’s

symbols for Gamakas are satisfactory and may be adopted
with advantage.

Mr. M. S. Ramaswami lyer said: Our Music is not in-
tended for notation. Even in the west, notation is not deemed
satisfactory. Handel challenged his hearers to read music from
notation. Notation even as an aid to memory 1s not quite suc-
cessful. If we could understand the secret of the gramophone
needle moving and describing the waves, we may improve nota-
tion. We want scientists to help us. '

Mr. Valady Krishna Iyer: It is not necessary to mark
sharp and flat notes. ['he mela is indicative of it.

Mr. P. S. Sundaram Iyer: Music must be learnt only
through the guru. The guru himself may give a notation to
help the pupil. Even as Vedas have been preserved, music
must be preserved without notation if possible.

Mr. T. V. Subba Rao: Music must be learnt through the
guru. But where that is not possible it is betler to have nota-
tion than have no record at all. Notation is a necessary evil,
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Vidwan P. Ramakrishniah Pantulu: Notation has been in
vague. Even gamaka signs will have to be interpreted differ-
ently in different ragas. Notation in its very nature can only
be rough.

Prof. Ranade: Notation is a practical matter. It is not
essential. It is only a means to get at real music. We have

‘rejected staff notation, almost unanimously. Indianised staff

notation proposed by Vishnu Digambar did not find favour.
It was perhaps useful to his own students. In some cases
elaborate signs of notation were invented which failed to
appeal to the general public. At present Bhatkhande’s nota-
tion seems satisfactory. It is the simplest and easiest. It may
be adopted here with necessary modifications.

Vidwan Tiger Varadachariar: Notation is a matter of
symbols. Laya must be effectively indicated. Phrase separa-
tion must be clea-. The notes must be shown short or long.
A musician who knows the raga forms may be able to con-
struct the outline of music of the symbols from such notation.
All the graces will have to be interpreted from the intuitive per-
ception of the learner. Time indication is most necessary.
Notation must be simple. It ought not to be complicated with
special symbols for instrumental music.

Mr. Sankaranarayana Iyer: No notation can be satisfac-
tory. Only a gramophone record can be a substitute for
music. ‘

Prof. Venkataswami Naidu: Notation is necessary. Great
Vidwans may not require it. Young pupils require it.

THE THIRD DAY
241241
CONDOLENCE RESOLUTIONS »

The Conference placed on record its sense of profound
regret at the demise of Chidambara Bhagavathar of Mangudi,
one of the foremost of Kathakas, a member of the Expert
Committee of the Music Academy and an ex-president of the
Conference. .

The Conference placed on record its sense of profound
regret at the demise of Pandit Subramanya Sastri, an expert
member of the Music Academy, and one who had been editing

usic treatises for the Academy.
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DEMONSTRATION oF COMPOSITIONS

Vidvan Nerur Srinivasachariar’s compositions were de-
monstrated by his daughters Ranganayaki and Rukmini. They
sang “ Nada Kurinjiya” a Varna in Nata Kuranji, “Muktana-
havi”, a kirtana in HamsAnandi, the first chakra of the
melaragamalika “Kanakangi Nayaka” and a Kavadichindy
“Kadumvegam.”

NOTATION

The subject of Notation was then taken up for further
discussion :

Mr. Sesha Iyengar said: Mere svaras alone cannot give a
proper idea of Music. He sang “Vanajikshi”, ata téla varna,
and instanced the ditheulty of rendering the gamakas in nota-
tion. Gamakas must always be understood, they cannot he
written down.

Mr. C. S. Iyer said: Instrumentalists do require proper
symbols of notation to represent gamakas.
CoNcLusION
The Conference decided that Notation conld not take the
place of learning through guru. Yet the use of it could not be
avoided. It could give only the bare outline of music, Sa ri

ga ma notation in the simplest form should be adopted withont
complicated symbols for gamakas.

THE FOURTH DAY
25--12-41
CONDOLENCE RESOLUTION
The Conference placed on record its deep sense of loss at
the demise of Sri Vedanta Bhagavathar of Kallidakurichi, a

great musician and composer, a member of the Expert Com-
mittee and an ex-president of the Conference.

A New Vind.

There was a demonstration of a new Vind called the
Sattkha Vind designed by Nukada Venkataratna Varma Garu,
A Paper by Prof. G. H. Ranade on
“Madhyamavati Raga.”

The following is the substance of Prof. Ranade’s paper:

There are two schools of thought apparentl

' y contradictory
in regard to the notes which Madhyamavati ¢

akes, the older one
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which says that rshabha and dhaivata are to be omitted and the
latter one saying that gandhara and dhaivata are to be omitted.
In reality, there is no contradiction; because the older school
adopted madhyama graha, and it is obvious that with madhyama
as the turning note of the classic suddha scale, the notes rshbha
and dhaivata become dhaivata and gandhara. Thus the reconci-
liation is effective. By a similar consideration, it is possible
that other apparent contradictions between Saragadeva and
practice at the present day may be reconciled.

THE FIFTH DAY
26—12—-41
A LEcCTURE oN TANA

Vidvan Tiger Varadachariar addressed the Experts’
Committee on the subject of Tana : Tanais an important limb
of Sangita. It is based on Khanda prftstéru of .notes of
varying numbers. It is of three finds, Sﬁddt}a, bhinna _and
chiyalaga. In Suddha Tina, there is often a simple combina-
tion of notes. In chdyalaga Tana, the riga is clearly brought
out. Bhinna Tina is of different kinds employed chiefly in
instrumental music. Ghanam is singing in Tana in those
great ragas which cannot take the complexion of oth_er rf}gas.
(Here the lecturer rendered Nata Tanas). Ghana rdga tinas
are classed as $itddha tinas. There is a sampraddya in begin-
ning and ending Tanas. Shadja is the note to beg}xl and end
with. (Téna in Gaula and Arabhi was sung_;). Thaya or the
stop in a particular note after a few saffc!tarfxs must be fre-
quently employed. (Sri rdga and Varéli L_zmas.wer? sung.
Tanas in Surati and Kedara were sung. Tanas in Saveri in
mandra sthiyi were rendered. Tanas in Darbar were renderefi )
also in Saranga). The lecturf:r stressed the 1mp9rta11ce in
raga-alapana of Akshiptika wh.nch' flashes the‘ raga in the first
phrases. The practice of mystx?ymg the ftudu.:nce as t? the
identity of the raga is ob}ectlonab.le. Arohi, _Avarohx and
safichari or the ascending, des'cejl.dmg and‘ mixed phrases
should be employed. Rﬁgavardhxlm is that which makes for the
development of the raga in various stages. (All these terms
were explained with referenc.e to B.egada). Patnam
Subrahmanya Iyer and Tirukkodikaval Krishna Iyer used to
cender Begada with marvellous effect. They used to fashion
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patterns of svaras like great architects. Gandhira was
negotiated with iresh charm every time it was rendered. It
was amsa svara for the riga.  Vidari is like the scattering of
flowers, and svaras were showered like flowers in ri
(Tana in Simhendramadhyama, Mohana
sung).

ga alapana
and Kannada was

The president thanked the lecturer.

———

THE SIXTH DAY
27-12—4]
FoLx Music

Prof. Ranade gave a lecture on folk-music, He said in
the course of his lecture the first question was whether 'the
music of Sima Veda was folk music. There is really no riga in
Sama Veda. All the seven notes arc not used therein. Fven
the notes are not fixed; they vary in pitch.  Our poctical
recitation differs from the simic chant. Oyr poetry is
measured by quantity of syllables, not by stress. The spoken
language differs from the written even as regards guru and
laghu. We cannot, however, ignore some compositions where
stress apart from the length of syllables plays an important
part.  Poetical recitation does not require drone, nor does folk
song. Folk songs do not employ any particular raga. They
have 4 tune or tunes of several rigas. There is always a
drone implied in the background. Film Songs are neither folk
songs, nor classical music.  Film songs are the scrap of music
mere rubbish gathered from bins, and at best they are hybrid,
Folk songs are the offspring of unconscious effort. They use.
only nine notes, seven notes of Bilaval, with flat gandhara and
flat nishada, Philu, Khamas and Jhafijuti are wused in a way in
folk songs. The folk songsof Maharashira have every odd
line ending in ri, and every even line in sa. Ending in notes
other than saor pa gives an effect of incompletion or depres-
sion. For instance in Marva, where panchama is varja and
shadja is rarely used, there is the depressing effect.

Classic music cannot in itself express all the rasas
may give rise to karuna, $anta, '
§ringdrd, vira and raudra.
cannot be regarded as music.

It
bhakti and to some extent

All imitations of natural sounds
The scope of classical music has
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limits. IFolk music, band and drumming might create vira
rasa ; classical music cannot be employed for heroic purposes.
Folk songs in ali languages should be popularized.

THE SEVENTH DAY
28--12—'41
DEMONSTRATION OF * SANKHA” VINA
There was another demonstration of this Vina and the
Experts’ Committee gave its opinion on it. The Conference
was of opinion that the ‘ Sankha Vina” made by N.V.R.
Varma was a welcome improvement in the direction of increa-
sing the volume of sound and as such deserved encouragement,

LANGUAGE IN Music

The following resolution on the subject was moved by
Mr. T. V. Subba Rao:—This Conference of the Experts of the
Music Academy, Madras, is emphatically of opinion that it
should be the aim of all musicians and lovers of music to pre-
serve and maintain the highest standard of classical Carnatic
music and that no consideration of language should be imported
s0 as to lower or impair that standard.

Mr. E. Krishna Iyer was for a resolution that would re-
concile the two points of view. He was for encouraging compo-
sitions in neglected languages without prejudice to classic
standards.

Mr. C. S. Iyer said: In aesthetic music, there is room for
language. Raga by itself without language produces emotions.

Dr. Srinivasaraghavan: Mere music has most moving
effect. If any particular language was less favoured for compo-
sitions, it was for purely artistic reasons.

Dr. Sankaranarayana Iyer was of opinion that language
was also important. ,

Sangita Vidwan Mudikondan Venkatarama lyer was em-
phatically of opinion that highest music did not require
language.

Mr. P. S. Sundaram Iyer: The Academy can consider only
the highest type of music. Such music is concerned only with
raga which knows no language.

The resolution was passed by the house, only one dissen-

ting.
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Music SECTION IN THE ALL-INDIA ORIENTAL

CONFERENCE

The Experts’” Committ 51
adopted a resolution that, irf eit(;i):)}iticl)\/rl,miltcw‘?sc?ieln",” Madra.s,
al.l the future sessions of the All-Indi,a O;ienta(ieséary that in
Fm.e Arts should remain as a permanent and sep: onfereflce,
whlc.h should be further divided into two :ub-sep:'rate eetion,
Music and Dancing, and the other for Scuil)tll;ec,lzo(ltlslg one for

. ainti
The resolution was necessit ning:

ated by the decisi

, : cis '

the Executive Committee of the Orientyl Con;::ent:ekent .‘zy
( at its

rec':ent'Hyderabad Session to close the Fine Arts Secti
bring it under Technical Sciences, ection and

Music aND THE UNIVERSITIES

The Experts’ Commi
: ttee adopted anoth . . .
the authorities of the Indian Universit er resolution asking

o o . ies which had not s
b_tdrteq a faculty of music, to include the subiect SO fa'r
facultics. ‘ ject among their

THE EIGHTH DAY
29—12—4;.
- N LANGUAGE 1N Music
) Vidwan riya‘kufli R’:':lmanuja lyengar delivered
Sotl; : :ganix;: \:Egebil:t‘);a | at the Experts’ Committee Neeting
Ty vhile be. as not opposed to encouragement of,
» he added that where Pieces that came

to approved ’technical standards were gvajl ble ti
reason why Tamil pieces should p o e fnere w

a lecture

43 no

ot be sy
expressed it s ng. H
TP . opposition .to musicians being compelled o h_OWever,
amil songs and avoid Kirtanas in other to sing only

langu:
AL s and avoid : guages.
) ir 1\‘1m<m.uja Iyengar said tha¢ e was N

with the aesthetic aspect of music o sl o

bias in his ; . ) and had no politic;

o ::si}:b approach to the question, From thl:: po(i::tl‘ Otf Ot.her
» pure and simple, the present controy o view

the language of the songs €ISy In regard to

was
language by itself, he said most deplorable. Musijc was a

Y and expressed its

. , elf ¢ 5

Language, in the sense of word-expressions COUIL(;) 1';)lltghl ragas.
i ot be said

to bear the sagie relati
) 2y} 10n to aestheti i
expression). The Sama Vegy thetic music as ngd, (note-

Vedas for the pre-eminence it
which was not very different f
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music had no preference or partiality for Telugu, Tamil or any
other language.

«TAMIL TIAS NOT SUFFERED BY PRESENT PrACTICE”

Mr. Ramanuja Iyengar said that he did not believe that
the Tamil language had in any way suffered as a result of the
present practice in regard to “kacheris.” Generally, Tamil
songs were sung after the “Pallavi.” He and some other musi-
cians had for many years adopted the practice of singing Tamil
picces in the earlier part of «kacheris” before the “Pallavi.”
He had also published a number of Tamil kirtanas rendered into
soaras. He could not, therefore, be accused of being opposed
to the singing of Tamil kirtanas as such. What he opposed was
that musicians should be compelled to sing only Tamil songs
and avoid kirtanas in other languages. He was definitely of the
view that t:e language controversy had no place at all in the
field of aesthetic music and would do it no good. Unfortu-
nately, such linguistic controversies were no new phenomenon
in Tamil Nad, he added. When learning of Hindi was advo-
ca'ed by some, a section of the people opposed it on the ground
that it would spell disaster to Tamil. Strangely enough, some
of the very -persons who had condemned that agitation and said
that Tamil would not suffer by the spread of Hindi, were to-day
championing the banning of non-Tamil songs.

Sahitya, the speaker continued, should be subordinated to
sangita in the realm of pure music. This did rot mean that he
was not in favour of encouragement being given to Tamil com-
positions. Whére pieces that came up to approved technical
standards were available, there was no reason why Tamil
pieces should not be sung. But such pieces were very few in
aumber. The great masters of Carnatic music had almost all
of them composed in Sanskrit, Teluguor Canarese. There were
very few wvarunas, kirtanas and other compositions in Tamil
that could be said to satisfy musical standards. He could not
explain why the masters did not compose in Tamil, though a
good many of them were Tamilians or lived in Tamil Nad.

Séme people suggested that there was no dearth of Tamil
songs-and that the Thevaram, Tiruvachakam, Tiruttindakam
and the Tiruppugal could be sung in lieu of non-Taniil kirtanas.
These compositions, he said, were in the form of “kanni”
(jvérses) and not of kirtanas, -with pallavi, anupallavi and
charanam, Hence it was, he added, that they could be sung
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only as miscellaneous pieces. He was sure that as time ad-
vanced, more Tamil compositions satisfying the highest and
purest standards of Carnatic music would be forthcoming and
musicians would more and more take to singing them, i

SwATI TiRUNAL Day CELEBRATIONS

The Swati Tirunal Day was also celebrated by the Music
Academy in the afternoon. .

Prof. R, Srinivasan, in the course of a short talk on the
life of Sri Swati Tirunal, said that Sri Swati Tirunal was
one of the most enlightened rulers of Travancore He
was not only an accomplished scholar, linguist, mu.sician
Zl-lld composer, but an able administrator and an educa-
tionist of progressive views. It was in his time that the
local self-goveraing institutions received great  stimul
and higher education great encouragement. Swati Tirunal wuS
a master of thirteen languages, though his compositions w re
mostly in Sanskrit, Malayalam, Tamil, Canarese and Hindi el;:
was a happy augury for the future of Carnatic music, he .sa'd
that bodies like the Music Academy were celebr’atino tlh,
memory of so great an exponent of Carnatic music, =

Srimatis Annapurni, Kamala and Padma and Kamala

< Of

ANNUAL CONVOCATION .
The (annual)Convocation of the Music Academ
held in the afternoon under the presidency of gr W‘:S
Laks.hmzmaswami Mudaliar. The President distributed ;'iz :
to winners in the competitions held by the Academy durinp tl:ES
conference and certificates- to the students of the Teacierse’

College of Music, who had come out successful in the recent
Government Music examinations,

Mr. E. V. Sundara Reddi, Secretary
. y 2 y Of the A d
welcomed the gathering and gave a brief account szef:lg’é
progress of the Academy and the Teachers College of Music

Mr. K. V. Krishnaswami Aiyar garlanded the President
After distributing the prizes ] -

Lakshmanaswami Mudaliar spoke em
our endeavour to help the developme
the science and art of music.
fication that Madras

and certificates, Dr.,
phasising that it should be
nt simultaneously of hoth
It was a matter for great grati-
was the first among the provinces fo
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encourage music in our (Madras and Annamalai) Universities.
He hoped it would not be long before other Universities did
likewise.

Dr. Lakshmanaswami Mudaliar pointed out that in many
countries to-day there existed Colleges of Musicians, the diplo-
mas of which were valued much higher than ordinary degrees,
and suggested the founding of a Fellowship of Music here.
He also laid stress on the healing and harmonising influence of
music, and concluded with the hope that the Academy would
have a very large part to play in our renaissance movement.

Mr. T. S. Vaidyanatha Aiyar, Correspondent of the
Teachers’ College of Music, proposed a vote of thanks.

PRIZE-WINNERS

The following is the list of the prize-winners : Vocal :
gentlemen, Master Krishnan and Mr. T. A. Venkatarama
Aiyar (respectively, first and second prizes) ; ladies, Srimatis
S. Annapurni and S. Andalammal (first and second respec-
tively) ; Violin : ladies, Srimati K. Jayalakshmi; Veena : ladies
and gentlemen, Srimati Annapurni (the veena Dhanam
memorial  prize). Tamil songs: ladies, Srimati A. G
Seethalakshmi. Maharaja Swati Tiranal’s Kritis ©  ladies,
Srimati S. Padma; Kshetragnapadam: ladies, Srimati Andal-
ammal; Teachers’ College of Music best proficiencyv: ladies
Srimati A. G. Sitalaksmi.

THE NINTH DAY
30—-12—41
PROF. RANADE ON HIS (JUESTIONNAIRE

Adverting to his questionnaire on folk (songs printed else-
where in this issue) he said he wished to collect from all over
India a few folk songs which will have an all-India importance.
He desired that he should be given one or two folk songs from
the south for inclusion.

Regarding his questionnaire on classic music (printed else-
where in this issue) he said he did not expect there would be
much difference between the North and the South. The classic
music of the North and the South differed little in essentials ;
{he difference is only in the manner of rendering. In Raga
alapana, for instance, the Northern style allowed longer
duration to the vadi and samvddi notes. Notes were rendered
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pure in the Northern style while in the Carnatic style, gamakas
provided variations which, it was claimed, relieved monoton

The northern Suddha scale was alimost the major scale of thy‘
west. I7irst lessons are given in  Bhairavi (Malava Jaulae
scale in the morning, and in Yaman in the evening éSrut?
values must be ascertained only by experiment. The .rasa ofl
notes depends on the relation of the notes to shadja. Shadj

Panchama and Antaragindhara are bright notes . i
brightin a subdued way, other notes are darl,( Laya al

modifies rasa. Sahitya by itself may have rasa.value)(l 3;5_0
music it is bound to be distorted. Before Purandar, D’a ')u'tl'n
not known what compositions were prevailing. It ;eevm s’t}ll .
might have been only 200 ragas in the north, Tile tasmberf:
gives the first five notes and the other two notes couldutr)d
supplied on the same ratio. In conclusion, Prof Ranade
urged the need to bring the two systems of mﬁs.iC close'
together on the basis of common principles and pracéice I-;l
pleaded for greater intercourse hetween students of ml;s' in
different parts of India in the interest of a musical synthlecsilzl

Madhyama is

STANDARDIZATION oF PiTc

Mr. P. Sambamurti raiscd the question of the Stand
dization of Pitch. In Indian music, he said, the stn ar-
shadja varies. In the west the starting pitch is ’at 263 al.'lt)mg
tions. All the pianos are constructed on this hasis Vlltrz}-
necessary for us to have an absolute pitch. . ®

Mr. Tiger Varadachariar agreed that
it there was
have a standard pitch. need to

Mr. C. S. Iyer pleaded for the Philharmonic o
. ' ) onic pitch
Piano middle C as the standard. Piich of the
| Mr,‘P. S Sundaram Iyer did not think there was need for
standardization of pitch. Musicians would settle their itch
by jfana. ' F
Dr. Sankaranarayana Iyer agreed with the previous
speaker.

Vidwan Ramakrishniah Pantulu also agreed with
previous speaker.

Mr. T. V. Subba Rao proposed that the Philharmonjc
pitch of 263 should be adopted as the standard madhya sthlyi
shadja and the other pitches be spoken of in felation to it 1):\
tenms of svaras instead of “Kattai.” This was agreed to.

the
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RAGAMALA AND RAGAMALIRA
Mr. T. V. Subba Rao proposed that the term Ragamalikd
should be used for compositions in different rigas and Raga-
mala for merely a garland of Régas in Alapa, and not in a
composition. This was agreed to.
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Conference, the judges of the competitions, the volunteers, the
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ments, S. Parthasarathi, Prof. Rarade, the visitors, and the
newspapers, Hindy, etc., the Vice-Chancellor and the Syndicate
and the employees of the Madras University, the donors of the
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FOLK-MUSIC

(QUESTIONNAIRE

Pror. G. H. RANADE

(Please answer the following questions, attach your signa-
ture and full address at the end and return the questionnaire to
Prof. G. H. Ranade, 72/C Narayan Peth, Poona 2).

1. Samaveda (S.V.) :—

(a) Do you perceive any
Ragasin S. V.? If so,
name the Ragas with
their notes, Shuddha or
Vikrit as they may be.

(b) How many notes occur
inS. V. ata time?

(¢) Dothe notes remain fix-
ed in pitch both in the
iy and sqdg?

(@) Mention any surviving
practice which connects
S. V. to our own music
or poetry.

2. Prosody and Metres:—

(i) Do you follow the
Laghu-Guru Rule of
measuring the Matras?

(ii) Mention any forms an-
cient or modern in
which this rule is® not
followed, and the time
is measured by stress as
in English.

(iii) Do you strictly follow
the metres of Sanskrit
prosody ?

(iv) Mention any indigenous
metres or tunes of non-
Sanskrit origin, but in
popular use.

3. Recitation of poetry and
Folk-Songs :—

(a) Is poetry recited, or
sung in a Raga and to a
Tal?

(b) Are the Folk-Songs
always sung to a drone
or any fixed note, as a
base?

(¢) Do the Folk-Songs in-
~ tentionally employ any
Riga or use a Dhun or
tune only unconsci-
ously?

(d) How dothe Folk-Songs
differ from the film-
songs and lyrical poems
of to-day?
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(¢) Mention the Rigas to be
commonly met with, in
Folk music, and the
maximum number of
notes used, with their
frequency-ratios.

(f) Is the emotion contri-
buted by the music (i.e.
by the Raga and Tal)or
by the meaning of the
Folk-Songs?

(g) Mention Folk-Songs,
Dances or Band-Music
(Indian) which definite-
ly excite an emotion.

(%) Mention the languages
in which the recitation

Place Signature,

(7)

(%)

of poetry and Folk-
Songs is closely allied
to that in your own.

Mention any famous
songs in your own lan-
guage, which in your
opinion should have an
All-India status.

If possible kindly give
one or more Folk-Songs
to notation and time,
preferably in Devani-
gari or English.

Suggest any points not
included in the above
list.

Date Full Name and address:—

CLASSICAL MUSIC

QUESTIONNAIRE

BY

Pror. G. H. RANADE
' (Please answer the following questions, attach your sig-
nature and full address, at the end and return the questionnaire
to Prof. G. I{. Ranade, 72/C Narayan Peth, Poona 2).

1. Mention your Shuddha-
scale or scales, with the fre-
quency-ratios.

2. State your authority for
the above.

3. What scale or Raga is
used in teaching the first music
lessons?

4. Do you prefer teaching
by the ear-method or by nota-
tion and why?

5. State how the voice is
trained.

6. Can you conclusively veri-
fy the Shruti-Doctrine? If so,

" give your method.

7. How is the Rasa related
to the notes, tempo and the
time of a Raga’

8. Can you derive the Rasa
of a Riga from & dRsTIT \ES
and similar Sutras?

9. Or, can the Rasa be link-

" ed up with the consonant Or

dissonant character of the

Améa note of the Riga prim-
arilv and modified to an extent
by the tempo and other notes
etc. subsequently?

10. How far Sahitya should
have a place in music?

Can even the best Sahitya
maintain its form and purity,
even in chaste and high class
music?

11. What were the books,
which figured as authority in
the pre-Vyankatmakhi days?

12. What were the compo-
sitions: {(and their language),
sung before the days of Puran- -
dardas and Tyag Raja.

13. What is the maximum
number of Grantha.ragas in
use and how many of them an
individual good Music-Vidwan
of to-day can sing?

14, Where  exactly the
Southern and  Hindusthani
Systems of music differ?
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15, State the specially strong
and weak points of each
systemn.

16. Do you feel the neces-
sity and great possibility of
basing the two systems, on
some common principle or
practice?

17. Can we not base our
scales and ideas of consonance
and dissonance and their differ-
ent degress, on the harmonic
members present in the drone

Place - Signature

MUSIC ACADEMY [voL, xu1

of the Tambura, which is evi-

dently such a practice common
to both the systems?

18. How do you distingui
Classical from Folk-mulslilcg ;1 tsh

19. Can  Chamber Music
with its perfectly harmonic ac-
companiment rouse sentiments
such as laughter, obscenity or
extreme ¢ or AZ?

20. Suggest an i
i gges y points not
included in the above list.

Date Full Name and address:—

-

SYAMA SASTRI
I

BY
T. V. SusBAa Rao.

T congratulate the Rasika Ranjani Sabha on the happy
idea of celebrating the Syama Sastri Day. It is needless to
remind you that the contribation of the great composer to
Carnatic Music is of the highest order. His varied picces are
original in all respects and exhibit a marked individuality of
style distinct from those of his illustrious contemporaries. His
Sahityas are extremely simple and elegant. ~ They may not
possess the philosophic profundity of Purandara Das, the
erotic mysticism of Kshetragna, the lyric sweetness of Tya-
cayya or the esoteric intellectualism of Dikshita, but they
are replete with the natural pathos and tenderness of the child
crying out to reach the mother.

The chief value of the language he employs lies less in its

‘significance, intellectual of emotional, than in the intimacy

with which its syllables commune with the Svaras. The
fortunate circumstance of some of our philosophers and
poets being also great composers should not blind us to the
essential requirements of classical music whose primaty purpose
is wholly aesthetic. ~From the absolute standpoint of art, the
only use of Sahitya is to sustain melody. In fact some of the
finest melodic pieces of master COmMPOSErs have very poor
Sahitya. The ancient Gitas deliberately employed expletives
and meaningless words to articulate the music. It is a pity
that at present the dust of political controversy tends to
obscure the vision and obliterate the distinction between
literature and music on the one hand and between classical
music and folk songs on the other. Those who insist on a
particular language in compositions can have but a scant regard
for true musical values. They may get the language they want,
but not the music they should hope for. Sangita of the

—

1 Addresses delivered on the occassion of the Syama Sastri
Day, January, 1942, in the Rasika Ranjani Sabha, Mylapore.
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purest kind does not require the aid of Sahitya for rasaposhana
and if it does, then to thut extent, it is attenuated. In the
noblest type of music, Sahitya does nothing but furnish
syllables ior the embodiment of the Svara, and for the articu-
lation and intonation of the melody. Sahilya in this sense is
merely a group of varnas for the incarnation of rigarasa ;
it is in the perfect wedding of the syllable with the rigasvara
that the consummate skill of the great composer is to be seen.
Herein lies the only purpose that Sahitya should serve in
music of the highest character. Judged from this point of
view, Syama Sastri ranks far superior to many composers and
stands next only to Kshetragna.

Indeed his compositions
are marvels of Svara-varna-samyoga.

. .The melodic. form of his compositions are strikingly
ongmal, unconventional and free. His Varna-mettus have a
daring grandeur of conception, presenting delightfully {resh

Phases of Raga as rich in emotional spirit as in the haunting
beauty of their mode.

Syama Sastri’s supremest achievement i
magical skill with which he applies great rhythmsic gs:learp:o ;ﬁes
compositions so that it only regulates and never impedes the
flow of melody. If you would sense the thrill of rhythm, you
have to go to Chapa Tila for it and if you would enjc;y its’

maximum effect, you should find it in th iti
Tect, € compostt
Syama Sastri, positions of

11

BY
T. T. KRISIINAMACHARI.

The history of music like constitutional history indicate
periods of rise, supremacy and decline, and this seems to bz
equally true of Camatic music. Purandara, Venkatamakhi
and Kshetragna belong to a period of the beginning of th;
progress in Carnatic music and its zenith seems to have been
during the period between 1775 and 1850 and thence the curv
takes a downward trend. Amongst the galaxy of well-know:
and celebrated musicians—all of whom seem to have sojourned
at one time or other in their lives in and about Tanjore—Sri
Tyagaraja, Muthuswami Dikshita and Syama Sastri stand out
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foremost. It would be futile to attempt to assign places to
these great composers in an order of precedence or to evaluate
the present . generation’s debt due individually to each one of
these three great musicians. Admiration of the songs of one
composer does not mean a dislike of the songs of the other two
and in fact it is the growth of interest in Tyagayya’s - compo-
sitions that have kindled an interest in Dikshita’s and Syama
Sastri’s compositions, as well. Though contemporaries, these
three great composers seem to have had very little in common
excepting their interest in music. Their interests and pursuits
appear to have been different, which are indicated by the nature
of their compositions.

An outstanding circumstance connected with Syama Sastri
—a Vadama Brahmin, born like the two others at Tiruvarur
in 1763—appears to have been the family’s attachment to the
Goddess Kamakshi. As hereditary priests of Kamakshi of
Kanchi and possessors of a gold idol of Kamakshi which they
appear to have brought from Kanchi, the family migrated to
Tanjore where the Tanjore King offered a home for the idol.
The musical education of Syama Sastri in the early years
seemed to have been desultory and haphazard, but whether
legendary or otherwise, his musical learning seems to have
commenced beyord the age of 18 when he came into contact
with a Sanyasin from Benares known as Sangeethaswami, who
laid the foundations of his unique knowledge in laya sastra.
Thereafter, Syama Sastri seems to have improved his know-
ledge by coming into contact with famous musicians in the
Tanjore Court, like Adiappa Iyer and Pallavi Gopala Iyer.

His life mission appears to have been his unique devotion
to Kamakshi whose priest he was and almost all his compo-
sitions are in praise of the Ambal in one form or other. Itis
significant that in comparison with his contemporaries,
Tyagayya and Dikshita, with both of whom he appears to
have heen on eminently friendly terms, he was essentially a
Rasika. A good-looking man, he loved the good things of life
and besides his absorbing passion for music and his love of his
tutelary deity, Kamakshi, he appears to have led the life of a
normal Grihastha. His outlook with regard to music also
seems to have been different from the experiences of Tya-
gayya and Dikshita. While Tyagayya followed the path of
Bakthi yoga through music and - Dikshita used music as an aid

5
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to his intellectual perception of God, Syama Sastri seems to
bave been the musician, pure and simple. It is significant that
none of these three, though living in and around the atmos-
phere of Tanjore, would never permit themselves to descend to
narastuti, It is as a musician—a master craftsman who
polishes and touches up the work of art on which he is engaged
—that Syama Sastri has a claim to be remembered.

An outstanding feature of his compositions, of which just
a i.’ew, about 20, are now in existence, is that it straightaway
brings to a sense of hearing the full force of the refinements
of the Riga in which the song is sung. You cannot find in
Syama Sastri’s compositions that opportunity for Raga Prastira
that is found in Dikshita’s compositions. But there is a
chuliar emphasis on the melodic side in Syama Sastri’s compo-
sitions, for the reason that the artiste in him has attempted to
blend the Riga and the Tala to produce a remarkable and
staggering effect on the listener. A specialist in Pallavi, he
refused to follow the trodden path and chose often the less
familiar talas, chapu misram being his great favourite. Even
where he has composed songs in ordinary talas like Adi
tala, he does not follow the orthodox rule of timing, but the
effect of it all is that there is a special sweetness in his compo-
sitions and a beautiful tempo and movement. It has such an
arresting feature that an absent-minded listener is made to sit

up the moment a song of Syama Sastri’s is commenced in a
performance.

It is impossible really to geta full picture of the man, as
we do not have extant all his compositions. It is said by some
tha}t he composed 108 songs but not a fifth of them are now in
existence. It would, therefore, be idle to draw any conclusion
from_ such songs as exist that Syama Sastri’s favourite Raga
was Ananda Bhairavi, because you have 4 known songs of his
in this Raga; nor it would be correct to say that he was
pro.ﬁcient in Apiirva ragas, because he has composed kritis in
Chintamani, Manji and Kalagada. Indications, however, seem

to_ point to the contrary that he chose the major well-known
Ragas as mediums for his compositions.

He composed songs in Sanskrit, Telugu and Tamil—but
his Tamil songs are now almost non-existent. Perhaps a
research in this direction might help us to make current coin
Tamil songs of first-rate musical quality.
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His Telugu sihityas are far superior in quality to those of
his contemporary, Sri Tyagayya. But curiously enough his
vocabulary appears to have been limited. The same words
are used in practically every song, perhaps due to the fact that
the subject dealt with happens to be the same right through. A
queer feature of his compositions is that in the Sanskrit song
in Kalyani « Himadri Sute” the same svaras are used as in its
Telugu counter-part  Birana Varalichi”. There are a few of
his Svarajatis in existence, notably one in Bhairavi. He also
seems to have composed varnas.

It is scarcely possible to convey by means of a talk—even
if the person speaking happens to be a qualified person unlike
mysel[—the absolute beauty of Syama Sastri’s compositions and
the high emotional satisfaction {hat one derives from hearing
them, except by actually singing these songs and making you
partake of that experience. It is really a case of music being
a language by itself, and the appreciation grows as you hear
Syaina Sastri’s compositions more and more, His compo-
sitions like those of his two other contemporaries were
not written for the time. If they were, they would have
ceased to exist or even if they had existed, they would
not make any appeal to us. That is the essential diffe-
rence bhetween classical and non-classical compositions, and
it seems to be fairly impossible to produce to-day anything like
the compositions of these great men except to plagiarize them,
since the environment under which these were produced no
longer exists. One might ask what percentage of what exist
to-day will be preserved for a later generation. The meaning
of celebrations like the one that has been programmed to-day is
to make it possible for such of these gems of music as are in
a position, to be handed over to posterity.



COMPARATIVE MUSIC
EUROPEAN AND INDIAN

BY
C. S. A1vaARr.

Chapter XIV ‘Comparative Music’
o usic’ of Prof. P. -
int::é;; lljxt'ets}t1 book “South I.ndian Music, Book IV"Pis Sr::::;:?y
s )fung author to enlighten students of Indian Music
velomment amental co'ncepts of European Music and its
develo “Homor(;lm t.he earl.xe’st times to the present day. The
words «Hom 1[;loml;: Music, ’."PolYPhonic Music” and “Har-
o ! ve been u'sed in the study of comparative music
o 1878 fn h1§ c}assxcal work “Sensations of Tone” fr
and in its English Edition (Translation by Ellci):;l

from 1875 and they h
meanings. y have been used with particularly defined

AllE :
Tndin, 1(n cé:ts‘f:!iir}ll s:nuzl.c up to the present day, including the
been considored b arIl{mg its greatly developed systems) has
Unison musie g t elmholtz to be ‘Homophonic’, that is to say
in the second 'p'lr et the author of the book under review aver;
developed rig ara at page 180, that in Indian music with its
parently the ga system, there is no place for Homophony. A
traditio}:qau ’se words have 7'tot been used by him with. thel.)-
to say that )inactcheft;q meanings. Further, the author goes ol:;
comes after Polyph istory of Turopean music, Homophony
ments at page Z(SYEE) 2ny, which is just the reverse of the state-
at pages 244 and zcjtaH-Zl-mh"“z's book, ibid (1930 Edition) and
second stage of mUSic,azl ;d where Polyphony is described as the
as the third stage. evelopment and the Harmonic stage
Again in
melody in comg;i:gok rc.eferred to, there is a statement that
phonic music. Probortl)lwuh harmony is the feature of Homo-
Harmonic music i ably the author has in mind the fact that
chords. To my n?i;?lul;ral?nt to melody in combination with
raga systems, is u, llldlan music with all the wealth of the
several instrument purely Homophonic, because, though the
s are played together including the Voice, the
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melodies are played in unison of with a
this feature cannot make the music Harmonic.

There is one statement regarding Indian Music of which
T should doubt the correctness, ViZ., the sentence which reads
]f even the remotest idea of harmony was in melodic music,
the progression of dhatu would be entirely different.” True,
there is no simultaneous playing of the chords—major and
minor—in Indian Music. But, so far as South Indian Music is
concerned, I am well aware that the retentiveness of the human
ear for that feature of the chords is utilised to a largeextent in
fast music, as well as in the successive progression of svaras
(notes). Take, for instance, the anupallavi of Enthavedukondu
in the phrase Chintadirchuta /Ma Da Sa Ri Ga/, /Ma Da Sa/
is a major chord. As for the minor chord, in Saveri (an anci-
ent raga) we find an occasional use of /Ma Da Sa. Other
examples may largely be quoted. For instance, in the charana
of Kamalambambhajare in the phrase Nitya Kalyani, /Sa; Ga

Ri Ni, , Ri Ga, , Ri/, Sa Ga is an interval of a major third
(harmonic Antara Gandhara) Ri Ni is an interval of a minor
third (Harmonic sadharana Gandhara). As far as fast melo-
dic music goes, the violinist and the flutist well know that to
get the anusvaras he has to play the harmonic major thirds
and minor thirds from svaras, which are the essential features
of harmonic chords; and this enriches the melody enormously.

The author taiks of Tyagaraja and Beethoven in the
same breath and yet his assertion, a few pages later, that ‘inspi-
ration is a possibility only in a melodic system of music’ seems
to be a travesty of truth. Surely Beethoven was as inspired as
Tyagaraja and both had an intuitive grasp of musical forms.

I may add that the above opinions of mine on this chaptef
of Prof. Sambamoorti’s book have been endorsed by an young
Indian who is a good violinist of South Indian Music and has
also passed the piano examination, Advanced Grade, of the
TTrinity College of Music, London.



‘THE SO-CALLED AKALANKA’+
OR
THE SANGITA SARA SANGRAHAMU

BY
Dr. V. RaGgHAVAN, M,A.

The most important problem in the history of Carnatic
Music Theory is the one relating to the scheme of the 72 Melas.
It is certainly true that this system of 72 Melas was formula-
ted by Venkatamakhin who wrote his Caturdandiprakasika at
the instance of King Vijaya Righava Niyaka of Tanjore, who
ruled between A.D. 1633-1673. But it is not so certain that
Venkatamakhin bimself is the author of the names of the
72 Melas, Kanakambari, etc., and the author of the Laksanas of
the Melas and the Janya Rigas. In the first quarter of the
18th century, King Tulaja of Tanjore refers only to the fact
of the Caturdandiprakasika working out 72 Melas and of the
purely theoretical interest of most of those Melas. Tulaja
deals only with 21 Melas and we do not know when all the

72 Melas became equally important and a text-book of music

began defining each Mela and its derivatives in the scheme
of 72. When we actually find a book like the Sangraha Cada-
mani or the Sangita Sastra Sathksepa, a work mentioning one
Govinda as its author, dealing with all these 72 Melas, we are
surprised to see that the names are not Kanakimbari etc.
ascribed to Venkatamakhi, but Kanakangi, Ratningi etc. It
is the view of some scholars that this new nomenclature is
recent. In the Introduction to the Adyar Library edition of
of the Sangraha Ciidamani, it is said on p. xxix that Govinda
followed Akalanka’s system. On pp. xx and xxi Akalanka is
credited with the authorship of the revised scheme and nomen-
clature of the 72 Melas. On p. xxiv the same Introduction
says that Tyagaraja first introduced Akalanka’s Melakartas.

And on p. xix it is said that this Akalafika is the author of the
Sangita Sara Sangraha in Telugu,

* Paper presented to the Music Section of the Tenth All-India
Oriental Conference, Tirupati, and published here through the

- courtesy of the local secretary, Rao Bahadur Prof. K. V. Ranga-
swami Ayyangar,
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Thus from Govinda the burden has' now been shifted tt'?l in
Akalanka. Who is this writer? I\IIUS.IC 'research hast hs i i 0
step out of the circle of pious tale spinnming. Wlllenh ei(c)lr ]e;
are sought to be based on texts, textual .mat‘erla; skcl)u ¢ .be
laid clean and bare on the table. Imagination s ‘c:)u \ names
allowed to express itself idly an;)i to cre?ltle. :r?n-e:;tts ec:)ne ntime

i o increase only the contusion. - ,
g};jzcikrlxdff) thtc author of the Sangraba Ciidamani, Yv_as called
Govinda Diksita; the Introductio_n to t.he Adyar 1edmon com-
placently observes that this Govinda “is .popular y known kas
Govindicarya, to distinguish him from his famous nar'ne?a e,
Govinda Diksita.” All this is unreal; we only k'now this rol’rln
the so-called Sangraha Caddmani that one Govinda wrote t e
text called the Sangita Sdstra Sanksepa.' Absolutely unrealdl.s
the name Akalanka which the Introdu.ctxon to the Adyar edi-
tion of the Sangraha Cidamani has discovered to us.

When I enquired of this writer, I was told that a manus-
cript of his work was in Tanjore vtrith Mr.. P. S. Sund;xr'a;n
Ayyar. I was also informed that this Akalanka was Akalanka
Gajapati. See how history is made and names are born, akr.me;v
king of Orissa! Mr. P. S. Sundaram Ayya.r showed me kind-
niess when he placed the manuscript material . concemed. in my
hand. It is the result of my examination of this manuscript t'hat
1 want to communicate to you in this short paper, wfxfct:,
though it is not able to find out who first spoke of Kanakangi,
Ratnangi etc., and when, will at least sweep away some cob-
webs which are unnecessarily thrown up.

How did the author of the Introduction to the Adyar edi-
tion of the Sathgraha Cidamani find the author of the Telugu
Sangita Sara Safgraha as Akalanka? The name is d.ue toa
misunderstanding of the opening verse of the work, which says
that the author, whose name is not given in any place in the
manuscript belonging to Mr. Sundaram Ayyar, wyould write a
work on Music, dedicated to the spotless, Akalanke, name of
Lord Siva. The word ¢Akalanka’ in the verse does not supply
the author, but qualifies Siva’s holy name, Abhikhya. The
verse runs:

gRegEsaTAgHad
Saglaquasngnld 9@ H9g
whae ssegyRafeaaigagng b
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The work contains similar addresses to Lord Siva and it i
one of the addresses to Siva in a subsequent verse, A4ga 'dpat's
that some body mistook for Gajapati. Thus ,th'ere]is nh
writer named Akalanka. B ©

The Tanjore manuscript with Mr. P. S. Sundaram Iyer i
!)ut a fragment. It is a pocket size modern note-book ayedr fS
in two Parts; the first fifty pages contain the names ofn thIS
Melas with their Janyas and the Svaras of all these., What i
o be noted here is that the manuscri{)t has been in ixse b rore
than one generation of musicians, for under some of th yl\I/Im;re
there are additions in later ink. The second part o s with
the heading ‘afiasgnea’ ‘axmgedsq etc.’. These laksaizns :;Vlth
en‘d abruptly, and then, written in later ink, we ﬁnci a; t I;:; ya:
il‘fdas. \:"Ve then find, in a later ink, a table of the 7231\/1e 10
with t}.)exr laksanas. On comparing the Melas and t]: %S
]aqyas in this manuscript with those of Govinda we(ﬁnd t}(:lt
while the Melas are the same, there are some differences Y
the Janyas. The Introduction to the Adyar Librar ed'?' mon%
the .Saﬁgraha Ciudamani takes this work to be zarl'1 ‘OT;)O
Govinda. There is no evidence for this assumption oo than

~ Now an important result of my taking up this questi

was _the Elxscovery of a complete xnz{nuscript “of t‘:’n
Safigita Sdra Safigraba—the manuscript of  which MIS
Sundaram Ayyar’sisa fragment. I found the manuscript )
the Madras Qovemment Oriental Manuscripts Librar ;lt) lm
The manuscript is described under R. No. 641 yd “he
manuscript bears the Shelf No. S/5-2-34. Th 2}; 'the
fragment represents notes taken from this wori< T

One Tiruvenkata Kavi

A t avi seems to be the 1 :
Telugu' Kavya on Music dedicated to Siva. ’[?k:t hor of this -
verse like this marking its first A§visa or Chapter: work has a

- SRAGH BYAEET
foergels wwE agqq |
GEEAl AG=T sregn
- digeaeigg alinfa
It is possible that one Tiruvenkata wrote this work for the

sake of a lady Kuntalamba, Unfortunately the work does not

give us any clue to its date; but it gives a clue to find

where-it was produced. the place

In one of its addresses to Siva, the
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work addresses Siva as Konkandkhya Liniga and we know that
Konkaneévara linga is in Tanjore. So, this Telugu work,
which is not written in Telugu of any high merit, was produced
in Tanjore.

The work is in verses followed by a gloss in prose. It
first mentions that there are three kinds of Vinids, Brahma
Vina, Vispu Vind and Rudra Vini. The Brahma Vina has
twenty-four Srutis corresponding to the 24 letters of the
Gayatri. The text gives each of these Srutis a Katapayadi
name faq one, U two, @i, three, 44 four, e five and so on.
Of these 24, 12 are $uddha $rutis and ten migra; when the ten
miéra Srutis are doubled we get 20, and 20 plus 14 Suddhas give
34 Srutis. The svaras are then described as the 2nd, 6th, 10th,
15th, 7th, 21st and 23rd letters of the Gayatrl. Melas are
then taken up. There are seven Rsabhas, Pratisuddha,
$uddha, Prati catu$ $ruti, CatusSruti, Pratisatéruti, satSruti and
Cyuta Gandhari, Similarly 7 Gindhiras. These two sets give
34 cakras. Thus 7 nisidas and 7 dhaivatas give another 34
cakras; 34 multiplied by 34=1156 and through the four
Madhyamas, we get a total of 4624 Melas on the Brabma
Vipi. Numberless are the Janya ragas under these Melas.
The names of the svaras mentioned above occur also in the
Tanjore Manuscript Meladhikiralaksana and both speak of
thousands of Melas; but the difference between these two
works is plain.  The Telugu work does not give names to the
Melas in thousands pertaining to Brahma Vini and, as is clear,
leaves them aside and goes to. deal with the 72 Melas of the
Rudra Vipa. The date of the Melidhikaralaksana is not
known and the similarity does not carry us far.

The Visnu Vina is then described as having the 12 odd
places of the Brahma Vina, 1, 3, 5, 7 etc. The Srutis are
only 12. The Ragas are “ Ananta” as in the case of the
Rigas of Brahma Viga. With this the first chapter of the
work ends.

The work then takes up the Rudra Vina which has the 12
even places. These 12 Srutis are given Katapayadi names Rana
(2), Ghana (4) and so on. Of these 8 are the $uddha $rutis
and 4 miéra. The midras are doubled and give us 16. The
seven svaras of the Rudra Vina also represent seven letters of
the Gayatri. The Melas are then taken up. The 3 Ris, 3
Gas, 3 Dhas, 3 Nis, 2 Mas, 1 Pa, and 1 Sa are then described.

6
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The ten kinds of gamakas and several kinds of Mittus are then
given. Then follows the list of 36 $uddha Madhyama Melas
and 36 Prati Ma Melas. On comparing this list with that of
Govinda we find that while the Melas are the same, there are
some differences among the Janyas. The work in the manus-
cript ends here. 'We do not know if Tiruvenkata wrote more.
I hope to give a more detailed summary of the work in the
Journal of the Madras Music Academy.}

1 The Sangita sira samgrahamu has since been published by
me in full under the auspices of the Music Academy. See my
full Introduction to the same.

Music aAND YoGaA

The Vijfidna bhairava tantra says that concentrated
absorption in the long resonant waves of the music of stringed
instruments makes one merge in the great Void.

gesARam TRy NdY FAGRI |
em'qaar Y=y qEAmATRad. ||

—The Vijiidna bhairava, 38, 41.

PRESIDENTIAL ADDRESS

To the Music Section, XIth All India Oriental Conference, '
Tirypats, 19401
BY
Sri T. V. SusBa Rao
LADIES AND GENTLEMEN,
I thank the organisers of this Conference most heartily for
the honour they have done me in electing me as the President

of the Music Section. I am informed that this is the first year
that Music is given an independant status in the Oriental

Conference and [ trust that this precedent will be followed in

future, If at the outset I feel urged to stress the supreme
importance of the science and art of Music in the cultural
regeneration of the world, my apprehension is to blame that
even after years of effort and propaganda by institutions ‘and
1nd1v1duals, its potentialities are scarcely recognised by autho-
rities in charge of education.

The great sage and law-giver, Yacnavalkya has paid the
highest tribute to Sangita as the only branch of learning
capable of conferring all the four purusharthas and therefore
worthy to be regarded as possessing unique merit. I should
like to justify this claim by an analysis of its character and
quality. On the physical or sensory side ‘it has the widest
appreciation. Not only does it transcend the limitations of
language like some other fine arts, but it goes further in that it
has-appeal not only to humanity but to all beings. The savage
and the civilized man, the beast and reptile, nay even wind,
water and other forces of nature are susceptible to the powef
and charm of music. 'What art or learning has such universa-
lity for its sphere of influence?

It has an’ intellectual side to it also. Improvisation of

svaras in rhythmic patterns, novel combination of notes to form

1 Published here through the courtesy of the local Secretary
of the Conference, Rao Bahadur Prof. K. V. Rangaswami

Aiyangar.
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new scales, studied development of melodic forms and phrase
variations for introducing the element of wonder and surprise
are subjects enough to tax the subtlest intellect.

On the emotional side there is scarcely a subject that can
stand comparison with it. Music particularly of the melodic
type is pre-eminently emotional in character., Rasanubhava is
the very essence of sangita. Raga if it should justify its name
should be expressive of feeling. All high-class compositions
and Raga renderings are rich in emotional contents. In this
respect it outshines the other fine arts.

On the moral side its influence is best calculated to compose
those differences which divide societies into classes and com-
munities. It isa great unifying factor in social life and the
cultivation of it will promote good will and harmony.

The spiritual and mystic aspects of it have an irresistible
appeal to the saint and ascetic as the emotional and sensuous
phases have for the rasika. Music has from time immemorial
been employed for the attainment of the mental equipoise
indispensable for contemplation. The great singers of the
Bakthi Schoo! believed that God is never so pleased as when
His praises are sung. Tyagaraja has gone even further and
taught us that dedication of one’s self to pure music even by
itself is capable of leading to salvation. Qur inner spirit
reacts to concord of sweet sounds and becomes receptive to the
bliss which the Infinite Harmony for ever radiates.

Music has thus a physical, an intellectual, an emotional, a
moral and lastly a spiritual phase. Its appeal is the widest
possible and in the comprehensiveness of its varied qualities
unparallelled. What other branch of learning can claim equal
merit? And yet what is the treatment accorded to it? Most of
the great seats of learning did not at first consider it worthy of
notice. A great deal of prejudice had to be dispelled before it
could be permitted to enter the portals of some of our Univer-
sities. Even to-day it has not earned from the savants of
learning that regard which is its legitimate due. The grudg-
ing support occasionally extended to it, is more a concession to
agitation than a just recognition of its worth. I have no doubt
that in a well ordered scheme of life where social and cultural
values are based on intrinsic merit, Sangita will come to

occupy th? foremost place not only among the humanities but
in the entire domain of knowledge.
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Judged from the point of view of antiquity Sangita stands
most venerable.  Its origin goes back to the very beginning of
time if time had beginning. The immemorial music of nature
and the eternal hum of moving orbs and spheres are not poetic
fancies but familiar phenomena to our sages. Even before the
rudiments of art music began, the primitive man must have
observed that the pitch of his inarticulate voice rose when he
was excited and fell when he was depressed. Thus music is
long anterior to speech and in its crude elements as in the
scream and the moan, was common not only to humanity but
to other beings also. When at the dawn of civilization, man
began his investigation of Nature within and Nature without,
music had attained sufficient development to be employed
both for religious and secular purposes. From India, the
cradle of civilization and culture, Music with other branches of
learning and art spread to Egypt, Assyria, Babylon and Greece
and then to western Europe. Long before the Christian Era,
it came to be systematised so thoroughly that any departure,
whether in the land or birth or elsewhere, from strict confor-
mity to principles formulated was characterised as Desya
Sangita in contradistinction from the Marga or ordained
Music. But soon art Music advanced and attained great
popularity in different parts of India obliterating the distinction
aforesaid.

There is one other remarkable fact which serves to
distinguish music from other arts and learning. Its glories are
not merely a thing of the past. Unlike other subjects, it has
been having progressive developments from the earliest times
down to the present on the side of both science and art.
Epoch-making treatises from the Natya Sastra to Chaturdandi
Prakasika and compositions from the Drupads, Gitas and
Prabhandas of old to the unparallelled contribution of the
trinity of Tiruvarur, form an unbroken record of meritorious
achievement from remote antiquity to modern times, in com-
parison with which the progress made in other branches of
learning fade into insignificance. Judged from every point of
view music, by its glory and lustre, far outshines other
means of culture and is entitled to the highest regard of the
educationists as the supreme instrument for securing the
universal good. _

Savants and lovers of Music have excellent reasons to
rejoice at the holding of this Conference at the feet of the
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Lord of the seven sacred hills, Tirupati and Sri Venkateswara
are dear to the heart of every composer. It was here that the
famous Tallapakam Poets composed thousands of songs with
clear division of Pallavi and Charana and with definite form
set to Raga and Tala. It is no exaggeration to say that their
pieces form the earliest record of songs of the regular type in
the Indian languages. They laid the foundation of the
Kirtana Paddhati which in the hands of Purandara Das,
Tyagaraja and others became the most popular mode of
musical expression. In this sacred place dwelt for 12 years
Sri Vyasaraya the spiritual and musical Guru of Purandara
Das. Here too, composers of repute who came to worship
derived inspiration and have left us priceless kirtanas which
will sparkle for ever on the forefinger of time. Manambuchavadi
Venkatasubbier and Patnam Subramania Iyer as well as
Narayanaswami Naidu of this place have dedicated all their
songs to Sri Venkateswara.  Another circumstance that makes
the venue doubly blessed is the welcome hospitality afforded us
by the Sri Venkateswara Oriental Institute under the direction
of one of the greatest pioneers in the field of Indian cultural
research, Rao Bahadur K. V. Rangaswami Iyengar. 1 cannot
avoid making a reference here to the keen interest the eminent
professor has in Indian Music. In 1909—1910 in his lectures
on the teachings of bistory, he gave an exposition of the
significance of the musical posture of the ivory statue of
Vijayaranga Chokka Nayaka with his queen and daughter.
When he was the head of the department of education in
Travancore, he introduced music in schools and this year he
has laid all lovers of music under a deep debt of gratitude by
the opening of an independant section for music in this Con-
ference. I hope all these facts are bat an earnest of what he
proposes to do, through the agency of his institute, for the most
ancient and lovable of all arts. I have no doubt he will
consider the high claims advanced on behalf of music and
honour it by according it the first rank it deserves. I cannot

conceive any other. place or institute more appropriate.for itg

encouragement. o ,

I must now pause here for a moment to review the work
done in the recent years for promoting the cause of . music.
That my remarks should be confined to this provinge. is. the

necessary result not of ty ‘indifférence to’ the merits, of the

north Indian Music, but to the absence of first-hand knowledge
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on my part regarding work in other provinces. I cannot but
deplore the circumstances that the exponents of the two
great systems of Indian Music have not been very anxious to
come into close personal contact to compare notes, to discuss
common problems and to devise effective means to preserve and
develop the art in all its branches. ~ Since the beginning of this
century rapid changes have occurred the results of which are
not altogether unmixed. Music has developed horizontally
rather than vertically, quantitatively rather than qualitatively.
There are far more people learning and appreciating music to-
day than a generation or two ago. The number of musicians
now practising is a legion. The extent and variety of compo-
sitions rendered is enormous. The diversity of ragas of
modern pieces is bewildering. Yet few at the present day could
equal in depth, power or imagination the giants of old. We have
heard of, and some of us have actually heard, the stalwarts
of previous age developing ragas like Todi or Saveri for days
without letting the interest of their auditors flag for a moment.
Their rendering of Pallavi and improvization of svaras though
elaborate were always characterised by freshness and charm. 1
hope the young musicians of the present age will not be content
with merely making their experience extensive, but will also
strive for the ideal of intensive development. .

One of the features of the last half a century fraught with
far-reaching consequences for the art is the publication of com-
positions with notation. - Printed music is not without use, for
it is better to have some record than have none atall. But
under no circumstances should the time-honoured Indian way
of learning music by the ear, be made to yield place to learning
by the eye. Indian Music is so thoroughly individualistic in
character that no notation however skilfuily devised can ever
portray the elusive forms of its melodies. With us every
rendering is an interpretation and it is for this reason that
written music is unsatisfactory. It is only the living person-
ality that can present the true shape of a composition. While
printed books have brouzht classic compositions within easy
access of the students of Music, they are equally responsible for
the distorted versions of several of the pieces now current. No
person however talented can ever reconstruct from print the
form of melody as conceived by the great vaggeyakaras. The
method of learning from the mouth of the Guru is the only
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true one of mastering compositions and I hope that notwith-
st?ndmg the advent of notational music, the traditional way
wﬂl'always prevail.  In no case should the scope of written
music be extended beyond inspiring a desire to learn on the
right lines.

Not infrequently do we come across well-meaning persons
who urge that harmonization of Indian melodies is an experi-
men.t well worth our earnest endeavour. But little do they
reahse. that the two systems of music, the harmonic and the
mel.odlc, are so fundamentally divergent that the attempt at
ft.xsxon will result in the mutual destruction of their better
v1rtues‘leaving only a grotesque parody of both. In the
harmonic system the notes are superimposed one above the
another and in the melodic they succeed one after the other., If
the .former be represented by a vertical line, the latter will be a
horxzontzfl line. A combination of both will be neither vertical
nor hf)nzontal but diagonal. Each system must develop
according to its genius. But this is not to say that the principle
of har'mony as distinguished from a system of harmony has no
scope in 'lndian music. In fact harmony or samvaditva is the
very basis upon which we derive all our srutis. The selection
of srutis to form svaras of different scales so that they ma
bear relation of varying degrees of concord not only with th);
fufldzfmental but with one another, rests entirely on the
principle of harmony. But the application of the svaras
proceeds only on the melodic principle. To the western ear
thz:tt delights in massing of tones, Indian music might seem
thin and meagre. But in the estimation of those accustomed to
the sub‘tle charms of Indian ragas, nothing can equal their grace
and refinement. It may not be inappropriate to mention that
some savants of western music who have made a close study of
Indian system have not hesitated to own their preference of
the melodic to the harmonic system. It behoves us therefore
to maintain the integrity of our sangita by discountenancing all
ill-conceived though well-intentioned efforts at hybridization.

Closely connected with this is the question how far the
north Indian and south Indian music could be brought together
to evolv.e a common system. The advocates of synthesis and
integration draw pointed attention to the common origin and
basis in theory no less than in practice of both the varieties and
plead for unification. I am afraid, however, they altogether

«
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overlook the inexorable facts of history and the progressive
influence of natural forces. In spite of the common funda-
mentals, the two systems have developed distinctive individua-
lities. In the south we were comparatively free from those
disorders that for centuries disturbed the peace of Northern
Hindustan and were therefore in a position to develop music
according to our own conceptions. The Dravidian culture did
not materially alter our course, as it was, so far at any rate
music was concerned, but an earlier variety of Aryan culture.
In the north, however, exotic influences particularly Persian
and to some extent Arabic, effected considerable changes in
Hindu Music. It is now indeed too late after the lapse of
nearly ten centuries during which north Indian and Carnatic
systems have been independently co-existing and growing as
two different entities, to think of effecting a fusion. And why
should we? Does it not add to the richness and variety of
enjoyment that their separate existences should be preserved,
rather than they should be made to merge? Is not the process
of differentiation and evolution the order of all life in the
Universe? Moreover is it not rather desirable that the two
schools each with a genius of its own should e left alone, that
they may act and react on each other to their mutual benefit?

1t is one thing to resist amalgamation, and quite another to
encourage the study of different systems with a view to derive
inspiration for the betterment of our own. From this point of
view I should urge both the schools to make a study of each
other and to learn the principles of western music. We in
South India stand much to benefit by adopting the methods of
intensive voice-culture and alapana in Vilambita laya prevalent
in the north and the organization of concerts and study of ins-
trumental technique in the West. Riégas as rendered in
Hindustan and symphonies of the European composers have
furnished models for the great vaggeyakiras of the south,
Carnatic music would be poorer to-day but for those precious
pieces like «Nagumomu” and “Jambupate” ¢ Kalinarulaku”’
and « Ragasudharasa »  Hindustani musicians will, I am sure,
like to study our singing of pallavi and svara to incorporate
them into their system. I am glad to note that some of our
ragas like Simhendramadhyama arc getting popular with them
and. that there is an endeavour to adopt a system of melas
similar to Venkatamakhi’s. The Carnatic . system-has taken.a
good deal from the ragas-and tdlas of the north and assimilated

7
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them to its genius. I am not sure, however, that the northern
system has been equally free in the matter of borrowing from
the south. I find that western music too is leaning towards
melodic extension of their compositions. A study of Indian
music is sure to enlarge its conception of scales and composi-
tional types.

[ cannot avoid emphasizing here in view of certain forces
tending to debasement, that the path along which individuals
and institution should pursue their activities is primarily that
of research. Let it not be supposed that a study of the past is
at all opposed to progress at present of in future. We look
to the past only for inspiration and guidance to enable us to
march forward with courage and hope of achieving yet greater
results. We never apply our mind to the great heritage of
culture of which we are proud heirs, without deriving from it
new ideas or new interpretation of old ideas. Every age
understands the past in the light of its own experience and
constructs for the future on the foundations of the past.

Research in music consists of two parts one relating to the
collection and careful editing of all available authentic manus-
cripts on Sastra and the other of compositions in Sanskrit and
in Indian languages. India is rich in the literature of music.
Valuable works on sangita sastra existed even before Bharata
wrote his masterly treatise on Natya Sastra. Subsequent to
him writers who expounded the science of music are numer
ous. Of these Sarangadeva has produced a full and compre-
hensive work which is perhaps the standard. Narada, Matanga,
Ahobala, Ramamatya, Govinda Dikshita and Venkatamakhi
have written valuable books which are now in print and are
frequently consulted by scholars. The publication of Sangraha
Chiidamani and the discovery of another book upon which it
purports to be based appear to find a basis for the more recent
practice prevailing in the south. In nomenclature and
Laksana of some of the rigas they arein conflict with the
view of Venkatamakhi and Muddu Venkatamakhi as represen-
ted by Subbarama Dikshitar. 1am inclined to think that there
existed another work on which Tyagaraja based many of his
creations in new ragas and from which he derived their names
and which in material respects differed from the system attri-
buted to the Venkatamakhi tradition. I should not be
surprised if that work should happen to be the same
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«Svararnava’ which we hear of in the account of the
life of the saintly singer. If research should unearth it,
many perplexing problems will be solved. The recouciliation
of conflicting opinions and where it is not possible, the clari-
fication of issues involved and authoritative declaration
in favour of what may be considered the better opinion, is a
task as delicate as difficult for any conference of Vidvans. In
addition to the large number of treatises now brought to light
(for a review of them see the learned article of Dr. V.
Raghavan in the pages of the Journal of the Music Academy,
Madras) there still appear to be a good many books which are
known to us only through references to or by extracts or
quotations from them. An earnest endeavour will have to be
made to trace them. When all. available books have been
collected, an encyclopaedia of music literature including the
relevant and valuable parts of all great works and from books
of lesser importance, such special chapters or portions as are
not already covered by the major treatises, will have to be
edited and published by a committee of experts well qualified
for the task by their knowledge of languages and intimate
acquaintance with theory and practice of music. A free
rendering of such a work with an explanatory commentary in
some of the more important spoken tongues will benefit a large
class of persons not knowing Sanskrit.  But the task of inter-
pretation and explanation of some of the texts will baffle mere
scholarship. lntuitive perception even more than wide experi-
ence would seem to be necessary in getting to the core of the
mystifying passages and illumine their meaning. Difficult as
the undertaking is, it is indispensable in the propagation of
culture.

Equally urgent is the problem of securing the correct ver-
sion of the compositions now in vogue and the text of others
not yet current sO that the public may have before them an
authoritative edition of the songs of all the great viggeyakaras.
It must gladen the heart of every one of us to remember that
our country has been exceedingly fortunatesd rge number of
high-souled composers whose pieces upaisatest
and aesthetic enjoyment. If contr

: ace, hope
M happidss and
moral elevation of man be the primffary test of th e of

thy of

social service, I do not know that composers are less
public esteem than the statesmen and administratofs
memory we hasten to perpetuate in' stone and metal ft i
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corner of the street. - T am sure, however, that the spirit of the
noble and saintly sin‘gers would prefer a sincere and devoted
study of their compositions to the raising of material monu-
ments. Tens of thousand of the compositions of Purandara
Das, a thousand of Kshetragna, more than a thousand of
Tyagaraja, hundreds of Muthuswami Dikshita and Syama
Sastri stand in danger of perishing if they are not to be rescued
for posterity. The Tirupati Devasthanam have laid the world
of music under the deepest debt of gratitude for publishing the
songs of the Tallapakam family, 1 hope they vill with equal
solicitude bring out in print the compositions of those I have
mentioned. It requires no great effort to perceive that every
one of them is worth a kingdom of happiness and no expense
can be regarded too heavy in their preservation and propaga-
tion.

Nothing can spell greater calamity to the proper mainte-
nance of classic standards in Sangita than the decay of
the traditional method of imparting culture through guru-sishya-
parampara. The printed book can be no substitute for a
personal exposition. Since the mode of direct communication
is likely to become less common in future, efforts should be
taken to have a careful recording of all that is best in our
music, of ragas and songs, in conformity with Lakshana, that
succeeding ages may possess correct models for their adoption.
No time should be lost in making a very comprehensive collec-
tion of recorded music from all available sources as the
generation of accredited exponents is fast disappearing. This
is a costlier undertaking than publication in print but none-
theless imperative and urgent. The State and the Universities
cannot better apply their resources than for purposes of this
kind. That private companies are producing records is no an-
swer, for they do so with their eye on sales but not on the dis-
semination of correct knowledge. They prefer light music as
being more marketable, and when they care for the serious
side of it, the records in the main are a travesty of classical
music. Institutions that exist specially for the advancement of
music like the Music Academy, Madras, and expert committees
appointed by the State or the Universities are proper bodies to
carry out the task of preparing recorded versions of all that
is best inour Sangita. A true library of musijc ought to
include not only the books written on the science and art, but
also faithful records of all ragas, pieces and pallavis as render-
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ed by the eminent artistes and instrumentalists of each age.
How much richer should we feel had we been able to preserve
the music of Mahavaidyanatha Iyer and I"atnam Subramania
lyer, of Tirukkodikaval KrishnaIyer and Vina Venkataramana-
das! . .
We are living in a world that moves at A progre'ssxve.ly
rapid rate. The inventions of science have their reactionsin
art no less than in other spheres of huma}n ende.avour. The
gramophone and the radio have made. it possihle for tl_le
music of the greatest artistes to be carrxed. to every house in
the land. One can lounge in one’s easy chair z}nd l1sfen to or
learn from, the living masters of art. These inventions have
added much to the amenities of modern life and f‘orm the most
convenient and efficient means for the dissem_inatlon .of know-
ledge and culture. But the liability to abuse mheres.m these as
in the other engines of science. The desire to please is so strong
that the authorities controlling broadcasting are ap.t Fo prefer
the easy path of cheap popularity to the more difficult ar‘Id
thankless task of educating and refining the taste of the p'ubhc.
If music is to he broadcast every hour of the d:'ty the quality of
it cannot be expected to be maintained a}' a high level. I flo
not indeed object to the diffusion of the lighter type of music;
for a national broadcast must include programmes for the masses
to whom only folk music general!y appeals. But on no account
may classical rausic be treated’m any Put a serious n?amlelr.
Considering the effect of vulgarised versions on 1m[.>re5.51o.na.b e
minds, the radio authorities cannot he tc.)o caref}xl in insisting
that their artistes do adhere to the. strict -classmal. modes of
rendering. Perhaps there may he dnfﬁcult.y in securing a.sufﬁ.
cient number of musicians capable of m.amtam'mg the highest
standards of purity. The easy remed.y is to .hm:t the n.1111mlier
of hours of broadcasting classical music. This course will also
enable programmes of diffelzent centres to be so .arr?lnged as
t to overlap. Listeners In the fqbsence'of confmue . temp-
not' n to tune into their favourite station, will ultimately
:):nl:ﬁt by the variety providec! by other centdres. ThI::f'e x::)tni:
other point to which attention may be' ‘lr-awr;l. Inntg i ‘
considerations ought not be a”OVYed to preval mht cla'se.:ct!on Of
classic items. The highest music transcends the limitation o
langt’ll‘:‘}%: .most responsible part to be played in the regener:;ltion
of music is by the musicians themselves. They must have
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hefore them the highest ideals of devotion to art for its own
sake and regard all other considerations as secondary, With
mind and hody well disciplined they should keep on continu-
ously practising, ever alive to the importance of receiving new
ideas, always learning and always progressing. The tempta-
tion of making the period of apprentice all too brief in the
anxiely to begin an early carcer in the public eye is responsible
for the tragedy of premature decay of many a young musician
of promise with bealth shattered and voice dilapidated. It is
not uatil it is realised that music is a great yoga, that its
votaries can do justice not only fo their profession but to the
mission they are called upon to fulfil. Time was when every
vocalist was a vainika.  The singer emulated the sweetness of
of the instrument and the latter became almost articulate in his
hands. The highest compliment that can be paid to art is that
it is natural and the greatest charm in nature appears wien she
is artistic. Even so does the human voice become attractive
when it resembles the instrument in range, flexibility and tonal
richness; likewise should the perfect play of instrument yield
vocal distinctiveness.  The voice and the vina act and react on
each other to their mutual benefit. Further the practice in vina
enables the musician to train his ear particularly to the appre-
ciation of that subtle microtone which is indispensable in the
expression of raga rasa. QOur vocalisis are hound to be the
better for practising the vina.

It is a great pity that many of our musicians do not care to
acquire even a working knowledge of the language of the songs
they sing. Is not the accusation just that they know not the
purport of what they render? Is it possible to do full justice to
the pieces without knowing their bhava? Can they afford to
ignore the poetic beauty and philosophic depth of the s&hitya of
the compositions of Tyagaraja or Purandara Das? The
element of language in the highest forms of art music has not
perhaps the same importance as in recitative music.  Exigency
of raga and (ila may demand the splitting up of words, but it
isno excuse for their distortion. Tt should not be forgotten
that sangita comprises not only riga and tala but bhiva also.

The introduction of music as one of the subjects in the
courses of study for the Universities and Government Exami-
nations, is a welcorne step in the direction of securing its increas-
ing association with general culture. It is unfortunate, however,
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that most of the institutions for men have not yet chosen to get
themselves affiliated in the subject. 1 trust before long the
Presidency College, Madras, which had the proud distinction of
having celebrated recently the centenary of its inauguration,
and other colleges and schools will enable their students to
take music as one of the optionals. 1 may mention here that
the University of Madr:s have instituted a Sangita Siromani
course. The Oriental Colleges and lnstitutions may train and
send us students for the Sangita Siromani title Examination.
I feel that Sri Venkateswara Oriental Institute, Tirupati, is
best fitted to set the example by opening the said course.
Other institutions are sure to follow.

If [ may make a suggestion to the authorities of the
Tirupati Devasthanam, I should request them to make provision
for the singing by competent musicians of Utsuvasampradaya
Kirtanas and other appropriate songs during service and
rituals. This will add greatly to the beauty and attractiveness
of the ceremonials. [ hope the tradition of rendering of the
Tallapakam compositions thereat is being prop.erly maintained.
The recitation of Tiruvaimozhi and other devotional prabandhas
may be made impressive by the infusion of a larger musical
element in them. Although it is a matter for congratulation
that the section of the public taking interest in music is fast
increasing and the average standard of sangita gfiana is from
some points of view higher, yet we cannot byt deplore the
insidious undermining of the great and noble edifice of classic
music reared by the selfless service of master-composers whose
memory we love to cherish. Many are the circumstances that
tend to the debasement of the lofty ideals. The hybrid
production of film songs, the importing of linguistic, communal
and even political considerations in the §phere of art, the
meagre equipment of musicians regardmg 'lmowledge of
languages and general C\{lture, learnmg music by tt.ne eye
rather than by the ear, indifference to vowe-cn_xltuf-e and instru-
mental practice, neglect of the study of sgngna siastra, and the
absence of a spirit of resear.ch and’enquu'y., are some of the
dangers we should guard against.  These dnﬂ?cylttes cannot be
overcome without constructive effort. Ind1V}dual_s h.owgver
eminent may not be equal to that task.. Organised institutions
backed by intluence and ﬁnance.and _dxrected l?y talent are our
only hope. I cannot but refer in this connection to the magni-
ficent work done in the course of twelve short years by the
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Music zi\cademy, Madras, under the energetic guidance of the
magnetlc personality of its president, Rao Bahadur K. V.
.Krlshnaswami Iyer. The present history of South Indian Music
is very much the history of the activities of that institu-
tl.on. The illuminating discussion of its Conferences where
difficult problems of living interest in practical music as well as
matters of academic nature are solved, informing and educative
concerts, journal embodying the results of research and study,
colle{;e for training teachers, publication of valuable works on
Sf:u.lglta $astra, and collection and printing of authentic compo-
sitions of the great Vaggeyakiras, are a few among the
numerous lines of work which it has been pursuing since its
inception. It is imperative that similar institutions should be
st.arted all over the country and their work co-ordinated to
.yxeld successful results. I hope that no efforts will be spared
in the preservation and advancement of the greatest and the
finest of the fine arts. Itis, beyond question, the only knowledge
capable of conferring eternal bliss here and hereafter.

COMPOSITIONS
OF
PaLrAvi DorAiswami [YER OF TANJORE,

PART, II.
C. S. AYYAR

In volume X 1939 of the Journal of the Music Academy,
four Krithis of the above composer were published by me.
In this part four more Kritis in Mohana, Pantuvarali, Todi
and Yadukula Kambodhi, Attisamayamuna, Adbhuta
natanam, Tattadhimita, and Pasupati-eehridaya, respectively
are, with notation, published.

It would be of historical interest to know in what ragas
and talas, Pallavi Doraiswami Iyer composed his Kritis and
Padas, which were stated to be 49 in number, to enlighten us
about the rigas and talas that were largely known and preva-
lent in his day.

The rigas are: Pharaju, Gauri, Todi, Ahiri, Bhairavi,
Pantuvarili, Varali Kambodhi, Saveri, Surati, Mohana,
Anandabhairavi, Sankarabharana, Kalyani, Ghanta, Vibhaz,
Devagindhari, Kedaragaula, Nilambari, Bhauli, Bhiipala, Sau-
rashtra, Begada, Y adukula-Kambhodi, Dvijavanti, Madhyama-
vati, Athinaand Arabhi; and thetalas are Adi, Rupaka, Jhampa,
Ata Chipu, Chipu, Mathya, Misra Chapu, Khanda Chapu and
Desadi, as given in the headings of the compositions.
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VENKATAMAKHIN AND THE 72 MELASX*

BY
DRr. V. RAGHAVAN,

Venkatamakhin wrote his Caturdandiprakasikd at the
instance of Vijayarighava Nayak of Tanjore who ruled from
A. D. 1633-1673.  The system of 72 Melas was formulated by
him and in Ch. 4, Sls. 89-92 of his work, he swears that not
even Siva can lay his finger on his scheme.l It is necessary for
us to note what Vefikatamakhin himeelf says about his 72
Melas before taking such credit for devising it. He says in the
immediately preceding verses, 81 t0 89: I have no -doubt
worked out 72 Melas, but it might be said that this permutation
is a waste, since, of these 72, only a few are known and found
in practice; my reply is that I have devised a scheme which
would comprehend all Rigas of all times and of all countries,
Ragas now known and Rigas which may be created in future;
Rigas which we do not know at all and Rigas which are only
in text-books, Ragas that are Desiya Ragas and the already
accepted general Melas of those Deéi Ragas, such Ragas like
Pantuvarili and Kalyani and their generally accepted Melas—
it is to comprehend all these that I have devised this scheme of
72 Melas. Wherefore should one fear that it will be futile?

* Paper presented to the Fine Arts Section of the 11th All
India Oriental Conference, Hyderabad, 1941, and published
here with the permission of the Local Secretary, Dr. Nizamuddin.
Refer also to my Introduction to the Sangita Sira Sangrahamu
(Music Acad. edn.), the substance of which was presented as a
Music Séction of the 10th All India Oriental

paper to the
jrupati, 1940, and is printed elsewhere in this same

Conference, T
Journal.
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C. D. Pra, Music Acad. edn. p. 43, Sls. 89-92.
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Certainly one does not raise such a doubt of futility regarding
the Prastira given in the Vrttaratndkara regarding the possi-
bilities of the Metre or regarding the Tala varieties possible
under the Tala Prastira.”l Itis after making these careful
remarks that Venkatamakhin takes credit for having created
the Prastira of 72 Melas. After taking credit, he again says
in the Mela chapter: *I have thus spoken in general of 72
Melas; I shall now speak in detail about some of those Melas
which are current in practice and which come under my scheme,
mentioning the 22 $rutis in each.” Slokas 92-942. He then
gives 19 such current Melas, Mukhiri, Simavarali, Bhiipala,
Hejjujji, Vasanta Bhairavi, Gaula, Bhairavi, Ahari, Sriraga,

1. 73 fgaaider waar sRFhRean )
afagn: gAY Ao shfaks i)
T 7 g a9sfy I7 amped 34 ||
FEAMEGRE IRET= |
ST @3 qaEadgear wfy Awan Ul
Ay FtRIEEaEtaRfa: |
Y FUAAANNH FIGAATH FR9@n ||
FEIRARIIA ¥ T WHFAEW |
I 7 IHFTAEITGAAIHSH: ||
37 (2 9) vgREArEIFRnfmEar i |
AU ETTATAFRASEA, |
agrdld sgar @ Je feak |
qadRY SaeihH ERY S )
7 ft 9920 TmaEvasha |
T qERSEAE] JaA fHFeas )
AR AT |
q f§ 92y arewwaRefE g4 ||
qeae wEEFaEaTEEay | :
Ibid, pp. 42-3 ; Sls, 80-89,

2. It must be noted that at such a vital place as this part of

the work, the text is ungrammatical (See p. 43, Music Acad
Edition, Caturdandi Prakasiki), ( B Muie Acadeny

ARAT ¥ o1 weAEey R |
g FRAAOH, SEASHOTETA,
A W8 St a9 ) (Ver 7)
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Kimbhoji, Sankarabharana, Simanta, Desaksi, Nata, Suddha-
varili, Pantuvarili, Suddha Réamakriyd, Simharaval and
Kalyani, He then adds: “As regards the Ragas current
amidst us and current in other parts of the country, the res-
pective Mela of each in my scheme of 72 has to be made out by
the intelligent. Sls. 101-2.2  Before going to the description
of each of the above given 19 Melas, Venkatamakhin seems to
remark about Simanta, which he gave above as one of the 19
Melas, that it is also possible to assign Simanta Riga to Sri
Riga Mela.3 What is intended to be said here is probably the
fact that though he, Venkatamakhin, considered Samanta, a
Mela, among the 19, another might bring it under another
Mela. But frankly speaking, this line referring to Samanta
and Sri Raga is corrupt and metrically defective, and hence
cannot be interpreted satisfactorily at the present stage.

Venkatamakhin then describes the 19 Melas, giving the
svaras and the twenty two $rutis in each and finally pointing out
the number in his scheme of 72 which each gets: thus the first
Mela Mukhiri is also first in his scheme of 72; 2. Samavarali is
the 3rd; Bhiipalais the 8th; 4. Hejjujji is the 13th; Vasanta
Bhairavi is the fourteenth; 6. Gaula is the 15th; 7. Bhairavi
Riga which is also the name of the Mela is born of the 20th
class in Venkatamakhin’s Prastara;

¥ Am wn @A Azanga: |
* * *
HiEFEA! ASTEARE & ||
8. Ahari is 21st; 9. Sri Raga is 22nd; 10th Kimboji is
28th; 11. Sankarabharana is 29th; 12. Samanta is 30th; 13.

Degaksi is the 35th; 14. Nata is 36th; 15. Suddha Varall is the
39th; 16, Pantuvarali is the 45th, 17. Suddha Rimakriya is

1. The Raga Simharava and the Mela going after its name
are mentioned by Venkatamakhin as his own creation, p, 44, Sl. 44,
p. 51, Sk 168 and p. 64, SL. 105.

2. wEIfy AirEAl REREER |
SqEEFi T YewEEg ead
% L3 %
sfeatreagaal €fa @3 SREEd | Ibid. p. 44.
3. g1 gwansd Afmdes @ | (8) sbid. p. 44.



70 THE JOURNAL OF THE MUSIC ACADEMY [voL. x1

the 51st; 18 the Simharava Raga, which is also the Simharava
Mela and is the invention of Venkatamakhin, is the 58th; the
19th, the last named Kalyani, is the 65th variety in Veikata-
makhin’s scheme of 72,

In the Raga Prakarana, the fifth chapter which follows,
Venkatamakhin says that he will speak of the Rigas which are
born of the Melas. (ﬁaﬁmr {HTT:). Old books speak of ten
kinds of Ragas, Gramaraga, Upariga, Riga, Bhasa, Vibhisa,
Antarabhdsa; and then Raganga, Bhasanga, Kriyanga, and
Upanga; of this classification, the first six are old history; the
Mirga Raga scheme became defunct in later days; but the last
four Riaga-names are in use and that fourfold classification
applies to the Dediragas. Among the DeSiragas, Venkata-
makhin says, the Ratnakara speaks of 264 Rigas, mostly not in
currency at Venkatamkhin’s time. Therefore Venkatamakhin
says that he could leave off the Rigasin the Sangita Ratni-
kara and speak only of those Ragas which were current in his
time and which Venkatamakhin’s Parama Guru, Tanappa,
dealt with, .., in his (Tanappa’s) Caturdandil comprising
Gitas, Prabandhas, Thiyas and Alipas.

Then Venkatamakhin proceeds to say: «No doubt as
Ragas, these also are based on principles of Graha, Amda,
Nyisa etc, but since these are Deél Ragas we cannot too
strictly apply these principles to them. I shall define the
characteristics of such of these Rigas as are current, following
Laksya and Laksana.” He then gives a classified list of 54
Ragas, and then describes each in the same order and under the
same heads of classification. The heads of classification
adopted here must be noted; it is not a Mela-classification, but
one based on differences in Graha, Nyidsa etc. Thus the

following thirty-one are first given as Rigas, having Sadja as
Nyasa, Graha and Améa :— '

Nata, Saurdstra, Saranganita, Suddha Vasanta, Gunda-
kriya, Mecabauli, Nadaramakriya, Varali, Lalita, Padi, Silaga
Bhairavi, Sri, Arabhi, Dhanyisi, Sankarabharana, Hindola,
Bhipala, Hindolavasanta, Ahari, AbherI, Simanta, Vasanta-

1. Caturdandi means the four

i : » Gita, Prabandha, Thiya and
Alapa. The Sangitasaramrta of Tul '

aja says i—

H—mratantarEr Ty Sgdt—
P. 72, Music Acad. Edn.
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bhairavi, Hejjujji, Malavasri, Suddharﬁmakriyé,_ Kémb_h_op,
Mukhari, Devagindhari, Nagadhvani, Sama and Samavarali.

Then three Rigas with Rsabha as Nyasa, Amsa and
Graha :—Gurjari, Bhinna Sadja and Revagupti.

Then four ‘Ga-nyisiméagraha’ Rigas—Nérdyana desaksi,
Desaksl, Nirdyanl and Karnatabangala.

Then three ‘Ma-grahanydsim$a’ Rigas—Jayantasend,
Bahuli and Madhyamadi.

Then two ‘Pa-nyisiméagraha’ Rigas—Andhali and Saverl.

"Then four ‘Dha-nyasimdagraha’ Rigas—Malahari, Gban-
tirava, Veldvali and Bhairavi.

Lastly seven ‘Ni-grahiam$anyasa Rigas—Gaula, Keda-
ragaula, Chiyigaula, Ritigaula, Pirvagaula, Nariyana gaula
and Kannada gaula.

(Sls. 28-40 : p. 58: Music Academy Edition.)

Venkatamakhin then describes these, giving their Svara-
characteristics and the Mela of which they are born (upto
L. 103 of Ch. 5, pp. 59-64, Music Acad. Edn.)

After describing these fifty-four ragas, he deals w_ith
Simharava, his creation; after this, he says that in this manner
he had described fifty-five rigas and that Gitas, Thayas and
Prabandhas had been composed by Tanapparya (SI 105).:
From this close mention, I don’t know if we can suppose that
Tanappa composed Gita etc., for Simharava also; Venkata-
makhin then mentions Kalyani and Pantuvarili, both given as
Melas in the previous chapter, and says of these that they are
dear to Turuskas and the vulgar, and are unfit for Gita, Thaya
and Prabandha. He remarks here that like Kalyani, there are
innumerable DeSt ragas and they are all unfit for Gita, Thaya
and Prabandha. (Sls. 106-108, Ch. 5).1

1. i sgeEEEly T & A |
fiasragasar & awrd: gafar )
fiaaa: Fenofiggarn: ata s |
fazraeayg a9 an FIIT ||
Feanoren: &qul: sIRGE Afvatia: |
fasEearaisaisiy gEsRITEmRnE: ||
W FIITLARET: G0 GETE: |
fasasaeaii guggat: € |l C. D, Pra. p, 64
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This is all that Venkatamakhin, as author of the Catur-
dandiprakasika, has got to say of Melas and Ragas. But what
do we now attribute to this author and, through him, to this
work of his also? The entire structure of the 72 Melas, with
names for each Mela, definitions, lists of their derivatives and
definitions of these derivatives. At one time, it was believed
and was mentioned in some articles, that Venkatamakhin, after
writing the Caturdandiprakadiki, wrote a treatise called
Ragalaksana, or the Rigaprakarana, in which the 72 Melas,
their names, derivatives and definitions of all the parent and
derived modes were given. The Sampradiya Pradaréigi and
the Primer published from Ettayapuram ascribe such a work to
Verkatamakhin. A supplement answering to this description
has been published at the end of the Music Academy Edition of
the Caturdandiprakasika. In this supplement, we have first a
list of the names of the 72 Melas, Kanakimbari, Phenadyuti,
Samavarali, etc., then a list of derivatives under these, and then
a popular re-classification of some of the Ragas under the three
heads, Ghana rigas, Rakti rigas and De§l ragas.* This is
followed by definitions of all these Rigas, parent and deriva-
tive. Some scholars who criticise the Kanakangi-list of Mela-
names assume that the Kanakambari-list of Mela-names is the
genuine one and that those names were given by Venkatama-
khin himself. There is no evidence for assuming Venkata-
makhin’s authorship of these names or the further portions of
the Kanakdmbari-list of Melas and Janyas and definitions, On
the other hand, the evidence of the text of the known work of
Venkatamakhin, the Caturdandiprakasika, the relevant portions
of which have been set forth in English above, goes to contra-
dict such a view.

I. Firstly the list contains Katapayadi-prefixes to Mela-
names; there is no foreshadowing even of such names in the
text of the Caturdandiprakasiki, where, during the description
of the 19 Melas and the assignment of numbers to them,
Mela-names are given without any Katapayadi-prefix, e.g.
Samavarall and not Ganas@mavarali; Hejjujji and not Geya-
hejjujji, Vasanta bhairavi and not Vativasantabhairavi. It
must be noted that in cases where the Melas take the same
names as the Ragas, as for instance Gaula and Bhairavi,

1. This classification again could not have been done by
Venkatamakhin ; to him all the 54 or more were Defiragas,
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. Venkatamakhin does not create a fresh name for the Mela
either altogether newly or by adding a word to the old Raga
name. This shows how unlike the Kanakdmbari-list, the text
of the Caturdandiprakasiki, has not yet a hardened conception
of the scheme of 72 Melas.

II. Coming to more substantial differences: the Melas
themselves as given by Venkatamakhin in his Caturdandipraka-
$ika and as found in the Kanakambari-list differ.

1. Thus to Venkatamakhin, Mukhari is the first Mela; to
the Kanakambari-list, Kanakanbari is the first Mela, and
Mukhari is made in it a derivative of Kanakambari.

2. Venkatamakhin expressly gives Bhiipala as his eighth
Mela; in the Kanakdmbari-list, Bhupila is not a Melaraga; it
is a Janya under (Dhuni) Bhinna Sadja, which again is the
ninth and not the eighth Mela. Not only this: in the Riga
Chapter (5th), the Caturdandiprakasiki describes in §l. 78,
Bhinna Sadja itself as a derivative of Bhitpalamela.

3. Venkatamakhin gives the 15th Mela as Gaula; when
describing the Raga Parvagaula, he further specifies this Mela’s
name as Suddha Gaula; but in the Kanakambari-list we find
this as Malavagaula. ‘

4. Bhairavi is the 20th Mela of Vernkatamakhin; in the
Kanakambari-list, it is Janya under Ritigaula which is the 20th
Melariga. Venkatamakhin again speaks of Bhairavi as the
Mela when defining Ghantirava in $l. 93. In $L 101 (Ch. 5)
Venkatamakhin gives Ritigaula as a Janya of the Bhairavi
Mela.

5. As regards Ahari, Venkatamakhin gives it as the 21st
Mela; in the Kanakimbari-list, Ahiri is a Janya under Riti-
gaula (20th) and the 21st Mela is Kirapavali. In the Raga
Chapter again, Venkatamakhin describes Hindola Vasanta and
Abheri as Rigas born of Ahari Mela; Ahari is twice mentioned
here as the Mela. (Sls. 62-64).

6. Venkatamakhin gives Simanta as the 30th Mela; but
in the Kanakambari-list, Simanta is Janya under the 30th Mela
which is given the name Nagabharana, 1

1. We noted above how, at the end of his remarks on the
Melas, Venkatamakhin said, that though he gave Samantaasa
Mela, others may bring it under Sririga Mela; Srirdga, not
Nagabharana.

10
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7. To Venkatamakhin Kambhoji is the 28th Mela; in the
Kanakambari-list Kambhoji is a Janya under the 28th which is
given as Kediragaula; regarding this Kediragaula itself, $l. 98
of the Riga chapter of the Caturdandiprakiéikd says that it is
a Janya of the Kambhoji Mela.

Here one may point out that in $]. 102, the Caturdandi-
prakisika says that Niriyanigaula is bornof Keddragaulamela.

The obvious explanation of this superficial discrepancy is
that the expression means that Narayanagaula also is born of
that which is the Mela of the Kedaragaula described just a few
lines before 1.e. in $l. 98.

III. A third series of differences between the text of the
Caturdandiprakidikd and the Kanakdmbari-list relatesto the
Janya ragas.

1. In the Ragachapter, the Caturdandiprakasika describes
in 4. 79 Revagupti as born of Hejjujjimela, i.e. the 13th; but
in the Kanakambari-list, Revagupti is a Janya under Malava-
gaula (15th).

2. Jayantasena is a riga which the Sangitasudhd men-
tions as a creation of King Raghunitha Niyak. Venkata-
makhin defines it asa Janya of Srirdga in $l. 86 of the Raga
chapter. But the Kanakambari-list does not speak of this Raga
at all.

3. Venkatamakhin assigns Andhali to Srirdgamela, but
the Kanakambari-list to Kedaragaula.

4. 1In 4L 101, Venkatamakhin gives Gaula as the Mela of
Piirvagaula, but in the list the latter is found under Sankara-
bharana.

Above all, as has been pointed out above while setting
forth what Venkatamakhin actually says of Melas and Ragas,
Venkatamakhin’s very method of grouping the Ridgas and des-
cribing them is something different from that of the Kana-
kambari-list.

THE EVIDENCE OF THE SANGITASARAMRTA OF KING
TULAJA OF TANJORE

In the very same place where Venkatamakhin wrote his
Caturdandiprakasika in the years between 1633-73 of the 17th
century, King Tulaja (A.D. 1729-35) of the Mahratta
Dynasty of Tanjore wrote his work Sangitasirimrta after a
lapse of about 80 years. His evidence on this que.stion is of
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paramount importance and that also would lead one against
assuming the Kanakambari-list to be a work of Venkatama-
khin. Tulaja knows Venkatamakhin and his work Caturdandi-
prakasiki, and he quotes this work more than once. His
remarks on the general question of Melas and his description of
particular Régas, both Mela and Janya, afford two heads of
evidence against fathering the Kanakdmbari-list on Venkata-
makhin,

On pp. 70-71, c¢h. 9, of the Sangitasiramrta (Music Ac.
Edn.), Tulaja says explicitly: « Now the Ragas born of Melas
will be shown: the Caturdandiprakadika gives 72 varieties of
these Melas or 72 ways of « Melana’. Of these, Venkatamakhin
himself describes 19 Melas, and the 72 have to be worked out
by the method of Prastara indicated by him. * * I
shall leave off those unknown(Aprasiddha—not in vogue) Melas
and shall deal with such Melas as have come to be known by
‘their names.

These remarks of Tulaja mean that:

(i) Veihkatamakhin did not actually work out his 72
Melas, but only showed that 72 Melas could be derived by
Prastara.

(i) So many as 72 were not in vogue.

(iii) The 72 were certainly not known by their names.

(iv) Only a few of them were in Tulajd's time known
by their names. These points especially are of great value for
our enquiry.

1. S WSRAT T AR FArEA, |
ey Aghaarean femats iy el
freTafy SRiAEOSIFIETH 1l
(Fsadafaf )
gRIATfaan TR QYA |
Y q@Ra IR fEEarEEa: i
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FRAER JaAR, JFAT AATIFHIL
RIS YAAEAT Fgea: |
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Chs 9. S. S. Amrta
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Tulaja then gives the Melas in vogue in his time, Melas
which number only 21; in the list however which follows,
owing to the defective nature of the manuscript, the names of
only 19 are found; between the 18th Chayanata and the 21st
Kalyin], a line of the Anustubh verse mentioning Saranga and
another Mela is missing.? The Riga chapter which follows
and describes these Melas and their janya rigas, ends abruptly;
from the text in that chapter we are able to know that the 19th
Mela is Siranga: of the 20th we have no means of knowing
anything: the 21st whose description also is missing is the
Kalyini found in the enumeration. The 20 Melas of Tulaja
thus known are : Sririga, Suddha Nati, Malavagaula, Velavali,
Varili, Rimakri, Sankardbharana, Kimbhoji, Bhairavi, Muk-
hiri, Vegavahini, Sindhuramakriya, Hejjujji, Samavarali,
Vasanta Bhairavi, Bhinna Sadja, Deéaksi, Chayanata, Kalyanl
and Siranga(the last known from the Réga chapter, se¢ p- 111,
Music Academy Edn.). Tulaja does not know of any Kata-
payadi-prefixes to the Mela-names and he does not also specifiy
the number of each of the Mela.2

We saw that Venkatamakhin gave Mukhari as the Mela;
so also does Tulaja3; he does not know of Kanakiambarl which
is the Mela with Mukhiri as its janya for the Kanakambari-
list.

As in the Caturdandiprakadika, in the Saramrta also,
Kambhoji is the Mela and Kedaragaula is janya. That there
are such differences show that Tulaja does not know the

1 * * *

(17) TaefaadSiss  (18) SEMRH A% |
(There seems to be a line missing here mentioning
Saranga (19) and another (20) Mela.)

(21) FEmREHSAAFETRGRA 1) p. 17,

2. Tulaja does not intend any meaning in the order in which
he mentions the Melas; regarding Sririga alone he says that accord-
ing to the Somesvaramata, it was first-born among the six Rigas
which sprang from the five faces of Siva and the face of Parvati,
and that it is Ragaraja (pp. 71-72).

3. Tulaja says that Mukhari is the popular name (Loka-
siddhaniman) and that its name in Sistra (Sastrasiddhaniman) is
$uddhasadharita and that this identification, Tulaja says, was made
by him (P. 105, Music Academy Edition),
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Kanakambari-list as it is, and the correspondences in some other
cases between the Sirimrta and the Kanakambari-list will show
that the latter is later than the Saramrta.

There is one important point of difference by which it can
be shown that the Kanakambari-listis later than the time of the
Saramrta. Under the Mela Vegavihini, the Kanakambari-list
knows a janya named Bhairava, but Tulaja expressly states
that, in his time, there was no janya under Vegavahini.

YEIs% FifRem qeageaiga: |
AFsha gigd JmiRART 4 |
p, 106, Music Academy Edition.

The Kanakambari-list.

This list knows and uses the word Raganga as a technical
expression meaning Melaraga; that is the present meaning; but
neither Venkatamakhin nor Tulaja uses that word in that
sense; they were too learned to do that. In the Raga chapter
we find Venkatamakhin calling many Janya rigas ¢ Raganga’
as for e.g.—

§]. 48—Suddhavasanta, a Ragangariga born of Safkara-
bharana Mela.

§1. 58—Dhanyisi, a Riganga born of Sririga Mela.

&1, 67—Malavasri, a Riganga born of Srirdgamela.

§1. 74—Sima, a Raganga born of Sankaribharanamela,

§l. 77—Gurjari, a Riganga born of Gaulamela.

§1. 86—Madhyamadi, a Raganga born of Srirdgamela.

The same is the case in the time of Tulaja also. Tulaja
defines the term Raganga differently and clearly on p. 65. He
calls Srirafijani a Janya of Sriraga and a Ragdnga; so also
Madhyamadi and Dhanyasi. As a matter of fact, we find even
in the Sirimrta stage, a Bhisanga like Velavall being a Mela,
an Upanga like Chayanata being a Mela and also a Kriyanga
like Rimakriya being a Mela. Therefore all usage of Raganga
in the sense Melardga is later than Tulaja. :

Now, in the Sampradaya Pradar$ini published by Sub-
barama Diksitar from Ettayapuram, we find a line or two at
the head of each Raga, giving the characteristics of the Ragas.
These lines arc not always in correct (Anustubb) metre, nor in
correct Sanskrit. They are attributed to Venkatamakhin but it
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is hardly possible for Venkatamakhin to have been the author
of these. It seems that the late Mr. Bhatkhande also was of
this opinion. It is these lines which Pandit S. Subrahmanya
Sastri corrected into proper metre and grammar, added to here
and there, and printed at the end of the Music Academy’s
edition of the Caturdandiprakiéiki. This, Pandit S. Subrah-
manya Sastri has made clear in the preface to his Tamil
Translation of the text done by him for the Music Academy.?

What about the Kanakimbari-list giving with Katapayadi-
prefixes the names of 72 Melas and the list of derivatives
under erwch? How did Pandit S. Subrahmanya Sastri add these
at the end of the Caturdandiprakadiki? He says in the preface
to his Tamil Translation that they are based on a list printed
by the late Mr, Bhatkhande, who printed it from a source at
Ettayapuram. It is hardly necessary to assume for such a
made-up list the authorship of Venkatamakhin, a list which
contradicts Venkatamakhin’s Caturdandiprakasika, which is not
confirmed by any evidence in the Sarimrta and the history of
which is most doubtful.

The evidence of the Laksana Gitas.

It may be urged against all these contradictory evidences
that there are the Laksana gitas of all these 72 Melas with
these names and enumerations of janyas and printed in the
Sampradidya Pradargini. But this point will have any weight
only when there is evidence to show that the Laksana gitas are
the compositions of Venkatamakhin ; unfortunately, none of
these has the Mudra; and they, in common with the Kana-
kambari-list, exhibit all the discrepancies shown above when
compared with the Caturdandiprakisikd itself. The Gunda-
kriyd-Gita is especially important in this connection; it
indexes the 72 Mela-names, Kanakimbari to Rasamafijari and
accepts 24 Srutis, whereas Venkatamakhin, the author of the
Caturdandiprakasika accepts only 22 $rutis, and in common
with the other Gitas, does not have the Mudra of Venkata-
makhin.

1. In this Preface, Pandit S. Subrahmanya Sastri adds that
two Rigas of the Kanakambari-list are not to be found in the
definitions here and the definitions of 15 Rigas not found in the

Kanakimbari-list have been added (i.e. added by Pandit S.
Subrahmanya Sastri) !
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The Sampradiya Pradaréini contains some preliminary
account of Musicians and Music scholars, among which there
is an account of Venkatamakhin also. In this account three
Gitas of Venkatamakhin are mentioned : Arabhl gita in which
he praises his grand preceptor Tanappa alias Venkatamantrin,
son of Honnayya, Lalitd gita in which the author refers to his
trouble in his Setu-pilgrimage at the hands of bandits and the
Ritigaulagita in which he prays to god Mahililﬁga at Madhyi-
rjuna, complaining to Him of the Vaisnavite blgo_try .of King
Vijayarighava Niayak. Of these three, the Lalita gita alone
appears in the Sampradiya Pradaréini and it has not got Ven-
katamakhin’s Mudri. Neither of the two other gitas appears
in the Sampradiya Pradaréini: for Arabhl and Ritigaula, the
book gives two other gitas, anonymous and of the same family
as the gitas for the rest. The evidence of the Laksana gitas
therefore amounts practically to nothing.



THE RAGA MADHYAMADI*

THE KEY TO UNLOCK TIIE MYSTERY OF THE SANGITA
RATNAKARA AND TO ESTABLISH THE UNITY BETWEEN THE
NORTHERN AND SOUTHERN SCHOOLS OF Music
sy ProF. G. H. RANADE, FERGUSSON COLLEGE, POONA.

The adage runs that there is ‘diversity in unity and unity in
diversity’ and it is literally true of the two systems of Indian
Music. Though apparently based on the same fundamental
principles, the musical practices current in the North and §outh
of India differ so widely that one often begins to doubt. 1f.t13e
two systems ever had any common parentage! Again 1t is
further claimed that the Northern system is greatly affected by
the Persian influence, and that the Southern one continues Eo
be purer and faithful to the theory and practice menti?ned in
old treatises. This is why some think that a lot of diversity
has replaced the original unity. This is hoyvever not the
whole truth, and the aim of the present article is to. show that
there is complete unity even in this so-called diversity between
the Northern and Southern systems of music, even to-day.

It is only late in the post-Ratndkara period that one comes
across musical works, which are supposed to belong to the
Northern or Southern system exclusively. Even here there is
great disagreement among our scholars, and the same work
according to some belongs 10 the Northern system exclusively,
and according to others to the Southern one alone. The
migration of Pandits from the North to the South and vice versa,
has further added to the confusion,. Thus TR the
author of the Sangeet-Ratndkar was himself a North Indian,
and was at the Court of Mahratha King of Deogiri in the
South. While given to writing in chaste Sanskrit, he has been
found to incorporate some indigenous (RmaI-) musical terms
and practices in his ¥%°9 and SETAM™s as part and parcel of
the text. Now Deogiri is a place in Maharashtra touching the
Andhra Desha on one side and Karnataka on the other. But the

terms he refers to as T 3TN, are purely Mahrathi terms,

* Paper read before the 15th Conference of Music Academy,
December, 1941.
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and when occasion arises of referring to terms from any other
language he refers to them as i3 FMrZAMAT and so on.  Thus
the @o T@F has a more direct relation to the ancient traditions
of Maharashtra, if at all, than to those of Karnatak or Andhra.
In the circumnstances, there could not have been two separate
schools of music at all or if there were, being later in the field,
it must have been the Southern system, which if it claims to
differ, must have diffecred from the earlier works. The works
of I50% %% and @WATd—Dboth of them belonging to
the South—treat the system as a whole, and even to-day are
equally true of the so-called two systeins.  But in the later days
the apparent contradiction between the current practices and
the theory, led Pandits like Ramamatya, Raghunath Bhupal,
Veilkatmakhi and Bhatkhande to question the authority of the
old works, and to write new treatises in conformity with the
practices of the day. Yet truth is not known to take sides, and
often lies nearer home than one thinks of and the case of the
AEFAIE T is a very good illustration of the same.

The @&T of WK as given by the various Pandits is
given helow:

1. W3S (G @, 1210—1247 A. D) i—
ZgAgAr Sl deaal FAsgAl |
SFYRAEANEIIET: SESga: |l
Feargl wEveaiang: Qs |
gaagalEEal gaadl [gead
QEFRAMUNSY ERITFHRNR: |
diosg: ga% am g, aggar i
RO A CY) R I

2. Kallinath (1446—1465 A.D.) apparently agrees with
the . WIH, in his commentary.

3. yAmE (1550) aermiEangiay arard Raaa: |
sie7: ofad aw Rawa offtad (awesefd)) |

4. que figs (1570—1605) (SRMARIRY)
giziqTy wHedl Rara: | 9@ 93599 § a9ar: |

5 gma (1609-— ) WEAE. | o

SR wigFargag: 99 TENReRT: |
11
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6. AR URA (1675—  .) o X0
qeqniid s Wil aaizmFaanan |
QHELET NESA1 AGRIFgZAT |
aqoll &Ml ag9: Regiar &iaa |
7. wid ¥z (1674—1709) SHTWAR
gdanE afqar Bdanfdishifit |

AN
8. MG (17th century). 79554} neamBRegaiRFasal
9. ™a (Larly 17th century). UaEmaM, (@ 8@,

meaning in the Yaman Raga)—

@ gt = g ggwanal 359 )
9 FEATR: @G Qi [Ed agl |l
10, %EFS (17th century). o FITHAM.
A@RR 091 A ga1 wEnRe |
a% dgeaq: Nwm faaa ghEe |
11, gaMyue (1614—1628) do gamEm, (MER
D, .....) TAER gl guuR: Kode: @g aw i |
QFIEYEATG $8 UAISA A%l ada wwweEal & |
12. o dTeady (1628—72) JARUOTHTRAT
wegmifdeq WSH AEANGHIA: |
MR eI aEES o Y gt
13. gedg (1735) qrgy
aeguifdeg Ut st Aomdea: |
NIRRT IR WA ||
14. W@g0— (Date :—later than 11, 12 or 13).
weanEfdTg @earg ainwugA | |
HAESAHR 9 n9ast adigaa |
aftnaial | aifeatiarn |

* P 12 of the so-called su -
' ey 3 supplement to the Caturdandi-
prakadikd, Music Aca. Edn. But see p. 62 of the textn 'of

Venkatamakin’s Cat. Dandi Pra. itself, verses 86-7, where we find

‘ReSaeNsAN'—V. Raghavan,
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In my article on FegafE in the last issue of the Academy’s
Journal 1 have given the full interpretation of the passage
trom @ 7@ and conclusively shown that the AeANE of
&. WIF is identically the saine as the AR of to-day’s North
Indian system of music. My visit to Madras for the last
Music Conference gave me af opportunity to ascertain
whether the qeHlfE  continues to be the same in the South and
Iam glad to mention here that the Experts’ Committee of the
Conference agreed that its notes happen to be the same as those
in the North, though the manner of approach may have an
individual stamp for each system.

Here then there is complete agreement in both the schools
about the practical aspect of the very first of the well-known
Ragas of Sarangdev even though it is seven centuries since
his day!

Now about the theoretical side, the fourteen references
given above, are in contradiction, one with the other, irres-
pective of the times and places of the authors in point of one
detail or another and particularly in the matter of omission of
certain notes in the weqaifx. Thus there are two distinct
groups, one advocating the omission of ¥ and the other that
of @4 and the RY group is older than the T group.. Thus

Nos. 1to 6and 11 belong to the & group whereas the rest
belong to the T one. Now in both the groups, there are
Pandits belonging to different epochs of time and both to the
South and North of India and this shows that there must have
been no two systems at all. Further it is interesting to note
that No. 12 ¥%z#d differs from No. 11 and advocates the
smission of T, 9, instead of R4, as in 11. Here we find the
son immediately differing from his father, indicating that there
was great confusion even in the so-called golden age of the
Southern systeml. Again all]the first 13 name the Raga as

qeqAIfE whereas the 14th names it as RegAEL.

1. But see my footnote above. There is therefore no differ-
ence between Father and Son. This point raised by Prof. Ranade
adds another discrepancy which supports my contention that the
Kanakambari-list is unreliable and is not a work of Venkata-
makhin. See above my paper on this subject in this Journal
itself —V . Raghavan.
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In his discussion of the past history of the @eqwad,
Pt. Bhatkhande therefore has criticised each one of the
ancient works, and has stamped them as uncritical and unreli-
able. The same belief has been shared by many, ever since the
days of @M@  or even since those of the FWHSHSBIAM,
both of whom have condemned the @A I@FT for giving
theory supposedly contradictory to practice. FEach system
however is vehement in claiming the §. W@r#< as one of its
principal authorities and yet proclaims that not even a single
Raga from Ratnakara has yet been identified by anybody! But
a little thought bestowed on the matter will show that those
who condemn the &. TH themselves stand to be condemned,
for the simple reason that there is absolutely no contra-
diction in all the 14 authorities on #egamy quoted above. For,
the -9 group does not really differ from the RY group. The

contradiction is only superficial. The % group belongs to the
cult of a single Grama and does not use the word TSl
in the same sense as the RY group, who follow the g
or change-of-base-system for mentioning the Raga scales. Thus
all of them mention A as the starting note of the Raga and if
this # is taken as the starting note of the Raga scale (or in
other words, if the scale is reduced to # taken as the new q)
what are R~¥ originally become Y%, after this change of
base. This is how all the old definitions at once conform
to the definitions given by the Pandits belonging to the -9
group.

This will therefore show that behind al] the vdiversity of
views about WARIE there is all the while a perfect unity in the
two Music Systems of India, and what is needed is a truer
understanding of the terminology used by each Pandit as also a

closer study of the system as a whole, without any provincial
bias or colour.

In conclusion, the present writer hopes to identifiy at least

a2 few more Ragas from the & W#Y, and looks for co-

gpfgation from those who may have been working in the
e .

MY IMPRESSIONS OF THE FIFTEENTH MUSIC
CONFERENCE OF THE MADRAS MUSIC ACADEMY

gy ProF. G. H. RaNaog, FErGUSSON COLLEGE, Poona.

Ever since I began to take interest in the academic study
of Indian Music, there grew in mea keen desire to visit the
South of India and if possible, study the music conditions the.re,
first hand. In my recent book ¢ Hindusthani Music——.An out.lme
of its Physics and Aesthetics’, I have given my major findings
about Folk music and shown how they play an impo.rtant pal:t
in shaping the Aesthetics of Music in general. C]as‘sx.cal music
of India, however, is essentially based on three Unities which
are common to both the North and South Indian Schools, an.d
so I had suggested that a good many of the things discussed in
the book should hold good of the Southern system as well a.nd
I am glad to say that in reviewing the book, scho_lars like
P. S. Sundaram Iyer of Tanjore have granted my claim. But
there were others who took some objection to some of my
passing remarks about South Indian Music and this made the
necessity of possessing first hand knowledge of the So'ufhern
system more imminent. Accordingly I had plam.led. to.v1sxt the
South, in the coming summer-vacation. But an invitation from
the Academy for its conference anticipated my plans and was
a welcome surprise. Here was a great opportunity to come into
personal contact with all the leading scholars and professxofxals
of South Indian Music and I can now say that the various
discussions in the Experts’ Committee Meetings and the per-
formances of almost all the well-known South . Indian
Artistes of to-day have completely justified my expectations.

A conscious sense of regard for age and scholarship and
absence of any the least hooting at the performances, truly
indicated the simplicity and the high moral sense and culture of
the South Indian audiences.

Along with the leading professionals, there were many
gentlemen with University-careers and expert knowledge of
the Art and Science of Music, serving on the Experts’
Committee. I was glad to find that the Madras University
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was equally keen in the maltter and maintains a Music Depart-
ment of its own. The use of the majestic Senate Hall, with
spacious side rooms for Committee-Meetings added not a littie
to the grandeur and successful conduct of the conference and
stands as a great testimony to the University’s genuine concern
for the spread of Indian Music.

After a cordial welcome, the Maharaja of Pithapuram, clad
in plain white clothes, made an impressive opening speech which
was followed by the Presidential Address. Both these speeches
evinced the great scholarship and insight of the speakers and
exhorted the audience to keep the high ideal held by the great
Tyagaraja, Shyamshastriand Dikshitar z12., of elevating the soul
with that spark of the Infinite in everything that music touches,

The discussions and the papers read in the Experts’
Committee Mectings showed a high standard of scientific out-
look in comparison with what [ had seen in Music conferences
elsewhere.  The oral answers to my questionnaires were fairly
good, but most members did not care to give them in writing
and this shows that the people in the South are not much
different from their brothers in the North. I, however, hope
that many of them will send the same to me as soon as the
present uncertain conditions come to an end.

As for the actual performances, it was a matter of great
gratification to see that the Music Academy could enlist the full
sympathies of such a body of persons as the musicians, no two
of whom usually come together except for fighting.

The South Indian Music concerts use one Tambura instead
of two and the Mridanga instead of the Tabla as in the North.
The vocal performances are again accompained by the violin,
which by its richness of tone and subtle variations of the notes,
assumes the first place of honour and throws the vocal perfor-
mer in the background. Due to the use of a single Tambura,
the vocal performer runs the risk of often losing his fecling for
the Shruti or the basic note, and as he seldom employs meends
(or stretches) vocally but as the violin essentially employs
them, the South Indian vocal music has not the same graceful
effect as that of the North. Further, the time beat in the
Southern system is too obvious and the tempo fast.  With the
exception of Palghat Ram Bhagavatar and Ariyakudi
Ramanuja Iyengar, other vocalists seem to lack any voice
training. The artistes from Trivandrum seemed to have paid
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some attention to this training, but those from the Tamil Nad
looked quite indifferent to it. The performances of the so-
called younger artistes like Subbu Laxmi or Balasubrah-
manyam, were not an exception to this. Their performance
is rather rough and hasty and their technique not half as
superb and dignitied as that of either Ram Bhagavatar or
Ariyakudi. The younger artistes may rise up to their level
only with better voice training, reticence, and economy of
expression, and by not falling a prey to cheap popularity.

The South has been famous for its Veena but it is a pity
that it has solely become the pet instrument of the fair sex;no
wonder therefore that the private performances of some of the
ladies excelled those of the professionals in public. Further,
the South has evolved a rare technique of playing the side-flute
and it can give some very excellent Meenda-effects. Asan
independent solo-part, the Mridanga should have a place of
honour in a concert, but as an instrument of accompaniment, it
should have a little less prominence than at present.

Last but not the least, the violin—a foreign instrument—
has now become the uncrowned king of all the South Indian
Music instruments. It is, however, the skill and insight of the
South Indian artiste in adopting the instrument to suit the
peculiarities of his music that have won the place of honour for
the instrument and not its foreign origin. On his violin, an
artiste like Prof. Venkataswamy Naidu—this year's President—
can produce the roar of a lionora humming, softer than thatof
the bee, and by his magic glides verily pull our souls out of us
and leave them dancing on the (sound) waves, to the tune of
his subtle melody and bewitching rhythm.

The Bharata Natya was essentially lyrical in its presen-
tation and had a higher polish than the more gaudy and high-
strung performances of the party from Trivandrum. Of course
I have not seen much of either, but certainly they did not
approach, to any degree of nearness, the Bhava expressed by
some of the actors in Maharashtra.

One more thing that struck me most was that the South
Indian artistes are classical a'most to a fault, and perhaps
consider that music to be the best which receives the least
personal stamp of the artiste. Music, for every artiste, is
technically the same, and yet what makes it different and soul-
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stirring is the free expression of the personality of each. And
there is no more irresistible attraction than a new personality.
This is what makes the music of a Tiger Varadachariar more
appealing than that of others with better gifts. The time-old
kritis will no doubt serve as ideal compositions of the classical
style, but unless our artistes find themselves and invent new
channels for fuller expression of their genius there is always
the danger of music becoming stagnant and frigid.

The arrangements of the Conference were excellent and the
management were all kindness and service to the guests. One
may hardly forget the genial personality of Mr. T. V. Subba
Rao. His knowledge of the subject and grip over the situation
and impartial attitude, at once commanded the respect of those
who came in contact with him.

Among other gentlemen I must make a special mention of
Dr. V. Raghavan and my host Mr. C. S. Iyer in particular for
their great kindness to me.

While making these comments, I am aware that similar
questions may be asked as to the state of things in the North,
but is it not always interesting to know how others see us?

NATI'S SONG IN THE ABHIJNANA SAKUNTALA.
I
By O. C. GANGooLY, CALCUTTA.

. Professor G. H. Ranade of the Fergusson College, Poona,
has, in the issue of this Journal(Vol. XI, I-IV, 1940, p. 90 ff),
made a very brilliant suggestion as to the possible interpreta-
tion of the Nati’s song in the Prelude, and the comment thereon
by the Siitradhara, who says that “he was forcibly carried
away by the moving melody of the nati’s song just as King
Dusyanta by the fast running and bewitching spotted deer
(sdranga)”.

This would offer an excellent riipakalaskara, if the melody
(raga) in which the natl sang could be proved to be the
melody Saranga.

Professor Ranade assumes that at the time of Kailidasa,
the melody, later known as Sdranga, had come to be actually so

known and called by that name when the poet composed his

magnum opus, viz., about the fifth century. Unforturately, if
we consider the successive evidences of the musical data as to
the history of the evolution of the ragas arranged in a
chronological sequence, as T have humbly claimed tf) have done
in my monograph on RAGAS AND RAGIN I'S (2 Vols.,
Calcutta, 1935), we find the evidences do not justify Prof.essor
Ranade’s assumption. The musical treatises hitherto available
come in the following order: Dattila (Circa, 2nd Century
A.D.) Bharata’s Natya-Sastra (C., 3rd QCtltury AD.),
Matanga’s Brihaddesi (C., 5th to the 7th Century A.D.),
Nirada’s Sangite-Makarands (C., 7th to the 9th Century A.D.).
The first three treatises give a list and classiﬁmtio.n of the
melodies (rdga-gitis), details of which are set forth, in chrono-
logical sequence, in Appendices A, B, and C to my wor.k
(Volume I).  In none of the other earlier treatises, Sarqnga is
mentioned by name. Even if we assume that the melody, later
known as Saranga, had come into existence at the time of
Kalidasa, there is nothing to prove that the name Saranga had
come to be a;;plied to the melody, at the time.  On the other
hand, the three musical treatises show that the name Saranga
12
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hafi not come into existence. In fact, it did not come into
existence as such before the time of the Sangita-Makaranda, a
very late work, composed centuries after the works of Kilidisa.
I, therefore, humbly submit that, after considering the eviden-
ces.of the three earliest musical treatises, it is impossible to
cl'c_um that any melody known and called by the name of
Sarange was current at the time of Kalidisa. This unfortu-
nate chrox?ological evidence takes away the plank from under the
excellent interpretation of the verse sought to be put upon it on
the assumption that Kailidisa knew of a melody which was
known, called, and distinguished by the name Sdranga. For,

unless this_ hame was current, the whole point and significance
of the alasikara will be missing.

] I wish I could discover evidences to show that Saranga-
7aga was 2 current melody put to dramatic uses as early as the
fifth century, but the available data make it impossible to
suppo.rt such an assumption. And 1 must apologize for my
prosaic perversity for being unable to support such a poetical
mterpre:tation, which, if correct, would help Professor Ranade’s
suggestion to lend a brilliant lustre to the significance of the
verse. But, I must thank the Professor all the same for this
brilliant and original interpretation of this verse.

One word more. There is a difference recognized between
the respective composition and the respective rasa-value of the
melody Madhyamddi and Madhu-Madhavi (see Plate VII, and
Plate .LXXXI, Vol. 1I of my book). These are two dis’tinct
melpdtes, one a sampiirna, the other, an oudava ragini. In the
available texts, Siranga is affiliated to Madhu-M adhavi and not
to Madhyamadi. Unfortunately the history of the evolution of
fhe Ragas has not been properly studied, and my pioneer effort
in my monograph, is a very limping and imperfect attempt. But
agy cursory view of the history of the evolution is cnough to
convince anybody, that during the course of centuries, the rasa
and the structural composition of the ragas have considerably
changed from time to time, and, their present-day names are

very misleading and un-reliable guides to their musical connota--

tions in the earlier stages of their history. One illustration will
§Uﬂice. What is known and sung under the name of Bhairavi,
in the NOrth, today, is called and sung as Todi in the South.
En passim and at the risk of some irrelevance, 1 wish to
draw the attention of music lovers to a curious pie,ce of rdga
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history. Bhairavi came into existence, and to be known by that
name, long before the Raga Bhairava came to be recognized
and designated as such. In a short paper on “ Non-Aryan
contribution to Indian Music” (Annals of the Bhandarkar
Oriental Research Institute, 1938), I have attempted to show
that the aboriginal races of India appear to have contributed
many shining and colourful threads to the rich and variegated
texture of Indian musical tapestry. Thus, the Raga Bhairava
appears to have been contributed by an aboriginal tribe—called
the Bhiravas, who are mentioned along with the Sakiras,
Abhiras, Candalas, Pulindas and Savaras in Saradatanaya’s
Bhava-prakasana.  Another curious anomaly is furnished by
the fact that the rigini Madhyamadi (so-called from the fact

" that it began with the note Madhyaina) is now regarded as a

Ragini of Bhairava, a morning riga, and could ill associate
with saranga, an afternoon melody, unless madhyamadi may be
said to have changed its emotive ethos (rase) and its musical
colour. It is somewhat perilous to assume that all the melodies
as described in the Satgita Ratnakara have survived in their
integrity and identity of structure to modern times, particu-
larly in the practices of northern musicians, submerged as they
have been, and severely affected by the Persian wave, and by
the autocratic, though magnanimous, Mughal patronage, besides
the inevitable change of a natural course of musical evolution.
To many it would appear perilous to attempt to use the data of
the Sasigita Ratnakara (a work of the 13th century) as applica-
ble to the state of musical knowledge and practices prevailing
at the time of Kaliddsa separated by a space of eight centuries,
I say this with a full appreciation of the fact that various data
of Indian musical theories appearing in Natya-fdstra are used,
adopted, and adjusted to the practices current at the time of the
Sanyite-Rotndkara. 1 shall be happy to be convinced that I am
wrong, and that my unhappy objections to the Professor’s very
happy interpretation are unfounded, if anybody could prove
by the production of actual evidence, (not by mere speculative
inferences), that at the time qf Kalidisa, the melody of
Saranga was well-known as such by this name.  If it could be
proved, then the history of the evolution of the Ragas could be
pushed back by several centuries,
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By Dr. V. RAGHAVAN,

In his article on the above subject in Vol. XI of this

Journal, page 90 ff., Prof. G. H. Ranade assumes that the song

of the Nati in the Prelude to ‘the Sikuntala was cast in the
Raga Saranga and proceeds to identify this as Raga Madhya-
madi. While making this latter identification with Madhya-
madi, Prof. Ranade quotes from Bharata, not directly from the
text of the Natya Sistra of Bharata, but from the commentary
of Kallinitha on the Singita Ratnikara, page 165, Anandas-
rama edition. The verses quoted here by Kallinitha and ascribed
to Bharata specify the nature and names of some Ragas and
the Gramas to be employed in the different parts of a drama.
It can be seen by looking up the context in Bharata, the
reference to which has been given by Mr. Ranade himself, that
the whole of this set of verses quoted by Kallinitha cannot be

ascribed to Bharata and that they are in that form taken from
some later work.

Secondly the most important part of the quotation which
forms a basic reference for Prof. Ranade’s interpretation is the
line & § WAAAM: and this Prof. Ranade takes has reference
to his enquiry of the Raga in the prelude. The word “Mukha”
here means the first of the five Sandhis, falling within the
range of the drama proper; the prelude is called Prastivana
and it falls outside the drama proper. Prof. Ranade has con-
fused between the words “Mukha” and *“Amukha”, the latter
word being a synonym of Prastavanid. And of the riga to
be utilized for the prelude, there is firstly no mention in
Bharata and secondly, in the passage quoted as from Bharata
by Kallinatha, there is the mention of the bhinna mode as
appropriate to the Prastivand. Therefore the Madhyama-
grima which is mentioned in the “Mukha’’ Sandhi cannot be
taken up for arriving at the identification of Madhyamadi as
the raga of the Nati’s song in the prelude,

SANGITA KAMALAKARA, AN UNKNOVYN WORK
" ON MUSIC MENTIONED BY KAMALAKARA
IN HIS COMMENTARY ON THE
HARIVILASAKAVYA

BY

P. K. GODE, M.A,,
Curalor, B. O. R. I., Poona.

In a recent paper contributed by me to the Jour:nal
of' the Tanjore S. M. Libraryl 1 have bro'ught to light
a rare MS.3 of a commentary on the Harivildsa Kavye
of Lolimbardja8 available in the Government MSS.

- Library at the B. O. R. Institute, Poona. The author of

this commentary is Kamalakara who is different from Kamala-
karabhatta, the author of the work Nirpaya Stndhu (composed
in A. D. 1612). According to a verse in two 1\./ISS.4= of the
Harivilisa Kavya at the B. O. R. Institute, this Kdvye was
composed in A.D. 1583 (saka 1505) and consequently our

‘commentator must be assigned to a period later than A.D. 1600.

The copyist of the above manuscript is also one Kamalakara
who gives his own genealogy® in a colophon on.folio 27 of MS

1. Vol.1I, No. 2, 1941, pp. 1'—15.
2. MS. No. 425 of 1884—87.
3. Vide my paper on “] olimbarija and his Works’ in the

Indian Culture (Vol. V11, pp. 327ff.) where I have suggested that

Lolimbaraja, the author of the Harivildsa-Kdvya ‘and Lolimba-
rija, the author of the Vaidyajivana and other medical works are
possibly two different persons of the same name.

4. One of these MSS. MS. No. 204 of 187980 is dated A.
D. 1622 (Sika 1544).

5. This genealogy is as follows:—

IfiE (’élﬂﬁﬁﬁ) of thw(ﬁ !) fag@q  (possibly Gauda
Brahmin.)
i

gars

‘R

ﬁm th ist of the
HATEA e —— FHFH [ the Ccopy

{ MS. of TRATEAR } of ¥ER



94 THE JOURNAL OF FHE MUSIC ACADEMY [voL. XU

No. 425 of 1884--87. As this MS. appears to belong to the
17th century from its calligraphy and worn-out condition of
the paper used I am inclined to assign this commentary to the
17th century, of course tentatively.

Kamalikara appears to have composed a work on music
called the Sasngita Kamalakara which he actually mentions in
his present commentary on the Harivildsakdvya:

Folio 33—“eaueqarool st GeIahaal®t
W | AFAESEY 7 REEIW |

So far, I am not aware of any work on music of the title
Sengita Kamalgkara recorded in the known catalogues of
MSS. Scholars interested in the history of musical literature in
India may, therefore, do well to find out and record any refer-
ences to this unknown work in subsequent literature. Perhaps
we may be able to trace a MS. of the Sangita Kamalakara in
the extant collections of MSS. in India, which yet await cata-
louging. The title “Sangita Kamalakara” reminds me of such
titles as “Sudra Kamalakara”,“Satskara Kamaldkara”, “Tattva
Kamalakara” etc. given by Kamalikarabhatta (the author of
the dharmasistra work Nirnaye Sindhu) to his works,
Perhaps the title “Sangita Kamaldkara” is modelled on the
above titles ending in «“Kamalakara”, but this suggestion needs
to be verified by further documentary evidence.

I shall be happy to know from experts in the history of
Indian musical literature any more information about the “San-
gita Kamaldkara” and its author Kamaladkara the commentator
of the Harivildsa Kavya. It is also necessary to see if Bhatta
Kamalakara, the scribe of the fragmentary MS. of the Hari-
vildsa Kavyatika is identicall or otherwise with his namesake,
the author of the commentary under reference.

1. This identity is difficult to prove as Kamalakara the
author of the commentary on the Harivildsa is called “qggwga’”’
in a colophon while the copyist Kamalakara is called ,“ﬁﬂlm~
§Wa.” On p. 117 of Poleman’s List of Indic MSS. in U.S.4. and
Canada (1938) thereisa MS. of a commentary on the Kivya-
prakasa by Kamalakara but this author is identical with the
author of Nirnayasindhu (A.D. 1612) (Vide p. 180 of S.K. De’s
History of Senskrit Poetics, Vol. 1.) -
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The India Office Library contains a MS.1 of the Ghata-
kharpara-Kavya-fika called ‘gAY’ by Kamaldkara-
bhatta, son of Caturbhuja and Malhdyi composed for his pupils
&ukadeva etc. This MS. was copied in Sarhvat 1648 (=1592
A.D.). The following table may suggest the identity of the
authors of the commentaries on the Harivildsa and Ghata-
kharpara:—

Date of Date of
Autbhor. Work. compo- 3'\4“50
sition, .
. Lolimbaraja Harivilasa A.D. 1583 | A.D. 1622
. Kamalikara, Commen- . . also
son of tary @t composed
R Tt
on the R
above.
3. Kama.lailcau-a,e Commen- . A.D. 1592
son of dgye | tamyon
GZQYIEHYG
and WS

It will be seen from the details recorded above that we have
before us the following persons of the name Kamalakara :—

1. FABHL, (copyist) son of fasma ‘“ﬁﬁ'ﬁi and &REard

5 FASE, author of the SRAFASHL and the atftaafza
commentary on the gRIASTEHTA, son of EGES

3. S, author of HTEGTANTS commentary, son of

FGYR and FRIA

.There is possibility of Nos. 2 and 3 in"the above list being
identical owing to the identity of name and father’s name but
we must gather sufficient data to decide this identity on the
strength of more reliable evidence.

1. Part VII of I.0. MSS. Cata. (1904) p. 1428—MS.
No. 3726 Verse 2 at the end reads:—

A 9% 9FYA: FAATZFARRIASAT
AT qEq Rl RATFASEIIASET G |
g shwwerpin gw e Far v
- gfsed: gergammI(fe:) dmfiRmradt ||
TR Rawgdagarsfie sretad=ar et



MUSIC CONTRIBUTIONS IN OTHER JOURNALS
V. RAGHAVAN
I
BurMESE Music
In Vol. X, Part 3, 1940, of the Bulletin of the School of
Oriental Studies, University of London, Khin Zaw has published
a preliminary enquiry on the subject of Burmese Music. The
_article is extensive and covers pp. 717 to 754.

The only other contributions on the subject, it is said, are

the observations of Paul Edmonds in his book ‘Peacocks and
Pagodas’ and an appendix on Burmese Music by P. A. Mariano
in the book ‘Burma’. Besides these, the writer also mentions
U San Win’s ‘admirable effort to preserve Burmese classical
tunes in his specially invented system of notation, entitled
Burmese Music Notes, Book No. 1'; and in his Book No. 2,
the last named writer ‘appended most valuable and authentic
information on the fundamentals of Burmese music’, the tuning
of the harp, its history, tuning of the ‘drum-circle’ and ‘gong-
circle’ and the Burmese keys.

An account here of the classic materials reveals extensive
indebtedness to Indian music; reference is here made to the
Nirada Siksd, the 49 Tanas, the Mircchanas, the 3 Gramas etc.
The 3 Griamas, it may be noted, are given as Sadja, Madhyama

and Sadharana. The three sthiyis and the animals associated .

with the seven svaras are also mentioned. It is said that during
the reign of the Burmese King Thalun (A.D, 1629—1648), his
minister U E compiled a treatise on Burmese music entitled
Naralekha which is not available now ; this last work was
trevised and enlarged’ by My.wadiwungyi U Sa during the
reign of Bodawpaya (A. D. 1782—1819). )
After noticing these Indian influences as noted by earlier
writers, the author of this article Khin Zaw says that besides the
Indian, Chinese and Siamese music influenced Burmese music;
of these, the influence of thz Chinese is said to be the oldest.
The Burmese scale is said to have been founded in the beginning
on a pentatonic lasis not much different from that of the
Chinese. Compared with this, the Siamese influence was later
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and was due to the conquest by Burma of Siam and the bringing
of artistes from the conquered country in the 16th and 18th

- centuries A. D. The present Burmese harp of 13 strings and

the Yodaya songs owe themselves to this influence of Siam. It
is inferred that it was perhaps at this time that an advance was
made from the pentatonic basis. Before this, the harp had only
7 strings.

The writer then gives a comparative table of the seven
classical Tones (Notes), a comparative table of intervals into
cents, a table of frequencies of notes on Burmese instruments,
a table of tentative identification of Burmese keys, several illus-
trative notations and diagrams.

On the question of scale, the writer points out that the
real Burmese scale is not the Indian classical scale, but differ-
ent as the musical evidence shows (p. /28).

It is remarked that the Burmese gamaka is not so elabo-
rate or systematized as the Indian. The writer regrets the
ruinous influence of western jazz and gramophone and hopes
that the new state school of fine arts will save real Burmese
music. The classic music of Burma, it is said, is now only
with the few old Burmese musicians and the writer pleads for
the recording of whatever still survives with them, for the pre-
servation of the surviving instruments and the starting of
research on all these.

The writer deals next with Burmese Time (Tala). Time
is kept by the singer by a pair of tiny bells or a small clapper.
Simple duple or simple quadruple is the usual time. ¢In the
duple, the bell and the clapper go alternately; in the quadruple,
there is a rest on one or the other of the middle beats.” *No

great importance is attached to the variation.’ ‘Compound
time does not seem to be used at all.’

» II
ANTIQUITY OF INDIAN DANCE.

The Urdhva Tandava of Siva is well-known to all South
Indians. The pose in this tindava is according to the Nitya
Sastra called the laldta tilaka. A plastic representation of
this pose has been discovered which establishes the antiquity
of the art of Indian Dance itself,

It is true that the date of Bharata’s Natya Sastra cannot

be definitely stated and hence this discovery is of great help to
13
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show that the art was in a developed state before the 5th
century B. C. to which time the monument discovered belongs.

This forms the subject of a note by Mr. O. C. Gangooly in
the Sunday Journal of the Hindu, Madras, of the 22nd Febru-
ary, 1942. “A rectangular terra-cotta, evidenily a votive tablet
(of Undoubted Pre-Mauryan date, Circa 5th century B. C)
exquisitely decorated with essentially Indian motives was dug
up from the Bhir-Mound Site by Sir John Marshall in 1913.
¥ % ¥ % Amongst the plant-motives of its decoration
occur several human figures, two playing on musical instru-
ments, one a caryatid figure carrying a basket on its head and
another figure, in a peculiar dance pose, poised on one leg and
throwing up the other leg to touch the head.. This peculiar
dance posture is defined in the fourth Chapter (Verse 11I) of
the Natya Sastra as the Laldata tilaka posture * * * %

This terra-cotta from Taxila, called the Bhir-Mound slab,
establishes thus the practice of Natya in the pre-Mauryan
times. It may be mentioned here that the Artha Sastra of
Kautilya (fourth cent. B.C.) mentions in II. 27-44 Natas,

Nartakas, Gayakas, Vadakas, Gita, Vadya, Pathya, Nrtta,.

Nitya, Citra, Vina, Venu and Mrdanga.

EDITORIAL

It is with much pleasure that the Academy is publishing
this volume, the twelfth, of its Journal, within a few months
of the publication of the previous volume.

One of the #atures of the fifteenth annual conference of
the Academy, held in December, 1941, of which the Official
Report of proceedings is published in this volume, is the visit
of a scholar in Hindusthani Music, Prof. G. H. Ranade of the
Fergusson College, Poona, author of the work, Physics and
Aesthetics of Hindusthani Music. The Acadeniy hopes that in
the coming years, an increasing number of North-Indian
musicians, scholars and music-lovers will take similar interest
and attend, take part in and contribute to the success of the
Experts’ Discussions of the Academy’s Conferences.

While reviewing in the last volume of this Journal two
Bibliographies of Music Research work done in the American
Universities and Learned Societies, ‘we drew attention to the
comparatively negligible amount of the R-search work in music
turned out by uriversities or other institutions in India. It was
a welcome innovation which the Local Secretary of the XlIth
All-India Oriental Conference, Rao Bahadur K. V. Ranga-
swami Ayyangar, introduced at Tirupati when he created in the
conference two separate sections for Music and Dance. Itis

 regrettable that in the immediately next session, the XIIth, at
‘Hyderabad, the Executive of the Conference decided to abolish

in the future sessions of the Conference even the single time-old
Fine Arts Section. In this connection, we bring to the notice
of the authorities of the Oriental Conference, a r.solution
which the Experts’ Committee of the Madras Music Academy
passed at its fifteenth session that, in its opinion, it was neccs-
sary that in all the future sessions of the Oriental Conference,
Fine Arts should remain as a permanent and separate section,
itself further divided into two sub-sections, cne for Music and
Dancing, and the other for Sculpture and Painting. It is hoped
that the Qriental Conference authorities will pay heed to this
resolution and will, in their next meeting at Delhi, restore Fine
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Arts to their proper place by reviving their separate section.
When there is a separate annual Indian History Congress, the
History, Archaeology and Epigraphy section continues to loom
large in the Oriental Conference. The Philosophy section has
not been abolished though there is the separate annual institu-
tion of the Indian Philosophy Congress. 1t is therefore but a
just plea that is made on behalf of such an important and
neglected subject as Fine Arts. Though there is no separate
Conference in India devoted to the advancement of the studies
in the field of the arts of Painting and Sculpture, there are a
few gatherings promoting the interests of music and dance.
But it cannot be held on this score that any interest evinced by
the Oriental Conference in Music and Dance will be superfluous.
The promotion of Research on (he academic, historical and
artistic sides in the field of these twin arts is of great impor-
tance to-day and this can be done more effectively by an
institution like the All-India Oriental Conference. The greater
the attention that body pays to Music and Dance, the greater
will become the status of these two subjects in the eyes of the
University authorities and the Oriental Conference will slowly
have done the service of helping to introduce Music and Dance
as subjects in the Indian Universities and through the inclusion
of Music among the faculties in all the Universities of India,
to eventually liquidate the poverty of Research in the field of
these arts in this country. It is in this hope that the Experts’
Committee of the Academy at its fifteenth conference adopted
another resolution “asking the authorities of the Indian Univer-
sities which had not so far started 3 faculty of music to include
the subject among their faculties”,
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