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CORRECT STANDARDS OF TASTE.

\ V 7ITH sincerest good wishes we 
W  present the first two numbers 

of the third volume of the Journal to 
our readers. Two years have passed 
and we feel more than ever convinced 
that we have a definite function, 
among others, to discharge. The 
great need of the hour is the main­
tenance of a high standard of taste 
and appreciation. The excessive 
craze for mechanization has invaded 
the realm of music where it is play­
ing great havoc. If vulgarization of 
the art is to be prevented, an 
effective organ which will serve as a 
corrective is indispensable.

W e have always endeavoured to 
stress the aesthetic and the cultural 
aspects of music even more than the

sensuous side of it. Unfortunately 
the aim, at any rate, of one class of 
singers is nothing more than to 
tickle the ear of the multitude and 
induce repeated cries of encore. The 
purity of the ragas is no concern of 
theirs. If they are allowed to have 
all their own way, certain debase­
ment of the art will be the result. 
The pride of our system of music is 
the exquisite shape and individual 
identity of the ragas. To preserve 
themfrom distortion and attenuation 
should be our immediate objective. 
To this end, God willing, we will 
strive. Need we say that in this 
endeavour nothing will serve to help 
us better than the support of our 
wise and discriminating readers ?



UNLOCALISED RAGAS.
By

Mr . S ripa pa  R a m a m u r t y . 

Reporter, Legislative Council, Madras.
Just as spoken language undergoes various 

changes with the lapse of time by what is 
called the law of gradation and mutation, so 
also, as time goes on, music assumes different 
forms and unfolds new varieties. This seems 
to be due more to the law of nature than to 
any conscious effort on the part of the people. 
So long as these changes are the result of 
healthy growth and new forms are brought to 
light, without doing violence to the existing 
ways or methods of musical expression, we 
will be enriching the treasures of our musical 
lore and gradually adding to the stature of 
our artistic culture. Of course, in this article 
only the conventional aspect of music will be 
referred to but not the transcendental one as 
expressed by the term Nadopasana. These 
changes and growth are constant and perpe­
tual and stand quite apart from the clear- 
marked periods of musical renaissance, when 
an entirely new orientation is given to music 
by master- minds and the country is stirred 
by the original productions of these dynamic 
personalities. The entrancing melodies of 
Kshetragna, the immortal kritis of Sri Tyaga- 
raja, the learned keertanas of Dikshitar and 
the rhythmic graces of Syama Sastri are in­
stances in point. Music is also enriched by 
contact with other cultures; for instance, we 
owe the present system of Harikatha kala- 
kshepams to the impact with the musical 
genius of Maharashtra. All these aspects 
represent the healthy growth or natural deve­
lopment of the musical art. But time also 
brings in its train certain other changes in 
musical expression which represent an un­
healthy growth producing many weeds and 
excrescences, and indicate retrogression or

confusion mostly due to the mishandling of 
melodies by successive generations of musi­
cians. It is a well known fact that the render­
ing of some ragas particularly of the apurva 
or rarer types, is done in a way that gives no 
indication of their individuality or charac­
teristic virtues and in most cases, so as also 
to encroach on the special domains of other 
widely known ragas. In this way many ragas 
have gradually drifted away far from their 
original moorings, and some new combina­
tions, not necessarily melodic, have cropped 
up which do not come under the definition of 
any known raga. W e also see in one or two 
cases a peculiar kind of what may be describ­
ed as cross-bred ragas, resembling in particu­
lar aspects two or perhaps even more primary 
ragas. This is the reason why there is so 
much divergence, in some cases, between the 
practice and the theory as expounded in the 
text-books; and the tonal values or svara 
allocations given in these texts are so differ­
ent from the quality of the notes found in 
these ragas at present, that it is almost im­
possible now to fix their original real places 
on the scale, and any attempt at doing so can 
at best be an intelligent guess. These changed 
and changing ragas in regard to which, the 
theory cannot be reconciled with practice, 
have been called, as the heading shows. ‘ Un­
localised Ragas ’ for want of a better expres­
sion. It is proposed in the following para­
graphs, to make an attempt to stimulate 
thought about the musical properties of a 
few of these ragas as they are at present 
rendered by musicians, both professional and 
amateur. No doubt this matter is receiving 
expert attention in our music conferences.
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and was also.discussed sometime ago in the 
columns of this Journal by Vidwan Tiger 
Varadachariar with special reference to Hin- 
dola. But it is submitted that the vital 
importance of the subject and the vast num­
ber of these drifting ragas amply warrant 
frequent reference and discussion from many 
points of view, so as to enable all experts and 
music lovers to form reliable and satisfactory 
conclusions.

Microtones.
Although the frets of the Veena and the 

keys of the Harmonium may be said to 
represent or mark the twelve broad divisions 
of the musical scale, it is generally admitted 
that, to bring out the minor shades of Carnatic 
music as expounded by noted composers, 
these twelve notes are not only insuffi­
cient but would result in confusion or 
overlapping. It would be easily seen that 
most of these twelve divisions, especially 
in stringed instruments, are wide enough 
(from the musical point of view) to admit of 
two or three distinct minor tones or micro- 
tones within the broad limits of each. As 
regards the distinct musical properties of 
notes produced within the same broad divi­
sion or svara-sthana, all experts know and 
any keen observer can find out, for instance, 
that the Gandhara svaras met with in Kha- 
raharapriya, Todi and Punnagavarali are 
quite different from one another, although, as 
a matter of fact, all of them are classed under 
a single term Sadharana or ‘ Konnda ' 
Gandhara and are actually called by that 
name. From this it would be easy to imagine 
how, with the progress of time and the grow­
ing tendency to attempt to learn music from 
text-books and instruments, it is possible that 
these finer shades of notes or microtones may 
lose their identity by finding their way to 
one or the other broad svara-sthana (one of 
the twelve divisions of the scale) nearest to

them. Coming to our perpetually changing 
nomenclatures of the scale of Carnatic music, 
the last authoritative codification of which 
was Chaturdandiprakasika, we see that the 
current (theoretically at least) scheme of 72 
Melaharta ragas or primary ragas takes six­
teen tones or notes, though they have been 
stated to have been derived from only twelve 
major divisions of the scale. W e also find in 
the present-day text books in the vernaculars, 
that the sound of, for instance, Suddha Gan­
dhara and Chatussruti Rishahha is the same. 
It is indeed difficult to convince even an out­
side observer that two sounds whose names 
indicate two different notes can be identi­
cal at all. Again, the very nomenclature 
Chatussruti and Shatsruti Rishahha or 
Dhaivafa presupposes the existence of Eha- 
sruti, Dvisriiti, Trisruti and Panchasruti 
Rishahha or Dhaivata respectively. The only 
solution for this apparent confusion of names 
and sounds would appear to be that some of 
them gradually disappear and ocners become 
merged with some other notes in actual prac­
tice with the lapse of time. The various 
attempts at codification during the previous 
centuries lend support to this view. Now 
let us try to find out the reasons for these 
changes. The main reason for the disappear­
ance or mutilation of these microtones in 
practical music seems to be the difficult}7 of 
correctly locating them or sounding them in 
relation toother notes, without doing violence 
to their individuality and the melody result, 
ing therefrom ; this is due to the fact that 
these microtones are so fine and their differ­
ences so slight, that they cannot be sensed by 
the ordinary ear especially at the present day 
when the ubiquitous harmonium (whose 
praises, by the way, were openly sung in a 
conference by a high placed official in another 
province), persists in staying with us and 
refuses to depart. Added to the difficulty of 
locating these finer varieties of microtoncs, is
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the fact that it requires the highest scientific 
knowledge and the nicest artistic sense to 
negotiate these elusive entities in such a way 
as to bring out their individual melodious 
properties and attract the hearers, and please 
them. In addition to this the general insist­
ence nowadays on the principle of 12 divi­
sions for a scale, as sufficient to satisfy all the 
requirements of Carnatic music, might have 
also tended to create the impression in the 
public mind that one particular note 
may do service to two or three finer 
microtones which fall within its ambit. To 
realise the absurdity of this position, it 
is enough to call to our mind the struc­
ture of the Tamil alphabet in which one 
written character is expected to do service 
.for two or even four (including the aspirated 
ones) consonants. The practical difficulty in 
attempting to sound different microtones 

. contained in the same svarasthana or division 
o f the scale can be generally compared to the 
difficulty experienced by the reader when he 
tries to make out or expound a Telugu or 
Sanskrit krili from its Tamil transliteration 
as we find in our published books. The exist­
ence of various texts on the principles of 
music, proves that at least at some stages, 
there was clear and perceptible divergence 
between existing musical practice and the 
theories as expounded in the texts current 

•at or immediately prior to that particular 
period: In fact many textbooks, at least of
the post-Ratnakara period, would seem to be 
attempts made by music pandits at different 
times to reconcile the existing practice with 
the theory, or to bring it into line with such 
theory, and also probably to legalise or 
regularise that practice by laying down 
certain rules suited to it, and explain the 
previous theories with reference thereto. 
The downward progress from the superfine 
distinctions in the tonal values of various 
microtones in terms of the 22 srutis which

existed in the old days, through the sixteen 
note basis of Venkatamakhi, to the present 
twelve-note period is another aspect of the 
history of Karnatic music which seems to 
indicate not only a falling off in musical 
ideals on the part of singers and pandits but 
also a gradual blunting of the musical ear on 
the part of the public. It will also be obser­
ved that all differences of opinion and keen 
controversies among musical experts mostly 
centre round the tonal values or the melodic 
characteristics of theGandhara and Dhaivata 
svaras (E and A according to English scale, 
I. think) in var ious ragas, due probably to 
the fact that they stand comparatively farther 
from the fixed svaras of nature. No doubt, 
experts also differ in their opinions regarding 
the characteristics of Rishabhas and Nishadas 
(D and B of the English scale), but they are 
comparatively smaller. Keeping all these facts 
in view, let us now try to understand the 
character of the component svaras in a few 
of these drifting ragas,

Saramati.
This raga is known by most people only 

with reference to the well-known Tyagaraja 
■kriti 1 Molishatnugalada’. Not only is there 
no known composition by any other musical 
author, but strangely enough we find no men­
tion even of the name of this raga in the Srm- 
geeta Sainpradaya Pradarsani, the authority 
mostly followed by the Dikshitar school of 
musicians. In many modern publications we 
find it stated to be the derivative of Nata- 
bhairavi, the 20th Mela. As regards the 
primary raga Natabhairavi, although accord­
ing to some authorities it carries Suddha 
Dhaivata, it is significant that it is the 
identity of this particular svara that is in 
dispute not only with reference to Bhairavi 
but also in connection with a number of its 
alleged derivative ragas, e.g., Hindola Va­
sal it a, etc,, some contending that it is Suddha
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and others that it is Chatussruti. But, as in 
most matters in dispute, truth seems to lie 
between the two. It is quite possible that it 
may be midway between the extreme Chatu- 
sruti Dhaivata on the one side and the pure 
suddha Dhaivata at the other end, a note 
which was conveniently called at the Experts' 
Conference as Trisruti Dhaivata. Now, 
Saramati as embodied in the song "Mohsha- 
mugalada' is generally sung with an unmis- 
takeable Suddha Dhaivata and at the place 
where this svara occurs it smacks too much 
of Todi. On the other hand, we are seriously 
told by 3ome connoisseurs of the old school 
that the correct svara is only Chatussruti and 
that the modern practice is an unauthorised 
deviation from strict orthodoxy ; but if this 
is to be accepted as a fact, there seems no 
reason why the well-known Chatussruti 
Dhaivata should be changed into Suddha 
variety when as a matter of fact even the 
tyro in music would make no mistake with 
regard to this note. The same argument 
applies with equal force to the protago­
nists of Suddha Dhaivata in Saramati 
because if it was a fact, there is no excuse 
for some musicians to forsake the well known 

■regions of Suddha Dhaivata for the other 
extreme note. As for the melodic property 
of either note in thisragrr, individual irrq °s- 
sion or liking is no reliable guide for arriving 
at the truth about its correctness, because in 
music first impression influences our taste, 
and we always see that any other variety 
jars on our ear ; so one who first heard this 
Uriti sung with suddha dhaivata cannot 
appreciate the use of Cliatusruti Dhaivata 
at all and the converse is equally true. 
Therefore, taking all these circumstances 
into consideration, the reasonable solution 
seems to be that this note was originally 
neither the one nor the other but midway 
between the two, and musicians found it a 
difficult feat to negotiate it in actual singing

and drifted into the regions of the nearest 
note either this side or that. For in practical 
music, what may be called the rule of proxi­
mity -plays a very important part in this 
change of the character of notes with the 
lapse of time. For instance, in some ragas 
we see that Dhaivata used in Pa Dha Pa is 
flatter than the one used in Pa Dha Ni Sa, 
This case is not on all fours with the case of 
Saramati, but is merely given as an illustra­
tion. This raga, or the hr Hi in it, has been 
played by one or two violinists with the 
middle Dhaivata and seems to bring out the 
raga at least in a way not to clash with any 
other raga at any place. There is no dispute 
as to the arohana and avaroliana for this 
raga which are recognised to be Sa Ri Ga 
Ma Pa Dha Ni Sa and Sa Ni Dha Ma Ga Sa_ 
Of course, we heard for the first time at the 
last Music Conference that the orthodox 
avaroliana was Sa Ni Dha Ma Ri Ga Sa, but 
in actual practice as it exists at present with 
regard to this raga, there is absolutely no 
trace of Ma ri ga sa. Probably we have 
fallen off from our orthodoxy so low as not 
recognise our old place in regard to this 
matter even when it is pointed out,

Hindolavasanta

This is a raga about which no two authori­
ties seem to agree ; for wc have innumerable 
varieties of ascent and descent given In­
different pandits for it.

One is Str Ga Ga Ma Pa Dha Sa Sa- Sa 
Ni Dha Pa Dha Ni Dha Ma Ga Sa. Another 
is Sa Ga Ma Pa Dha Ni Dha Sa—Sa Ni Dha 
Pa Ma Dha Ma Ga Sa: A third is Sa Ga Ma
Pa Dha Ni Dha Sa—Sa Ni Dha Pa Dha Ni 
Dha Ma Ga Ri Ga Sa.

Yet another runs : Sii Ga Ma Pa Dha Sa— 
Sa Ni Dha Ma Ga Ri Ga Sa. Still a fifth is 
Sa Ga Ma Pa Dha Sa—Sa Ni Dha Ma Ga Sa.
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The first of this list is from Sangita Sam- 
pradaya Pradarsini which also says that in 
the geetams given as lahshana (principle or 
example of theory) there is no Rishabha but 
that there are some geetams and tanams 
containing Rishbha Sanchara( usage or melo­
dic sweep) in the old books. The Pradarsini 
also adds a remark that there is a special or 
rare usage of the grouping Ni Dha Ni Sa, 
The author of this book claims the authority 
of Venkatamakhi that there is a slight or 
shadowy use of Rishabha, but it is strange 
that in the lahshana-geetam which is first 
quoted in the book and whose author is stat­
ed to be Venkatamakhi we see no Rishabha 
at all, clear or shadowy, on the other hand, 
we find a heertana of Muthuswami Dikhitar 
containing the Rishabha svara, but unfortu­
nately this piece is very rarely sung so as not to 
enable us to practically hear the usage of this 
svara and its effect. The only composition 
we hear nowadays in this raga is Sri Tyaga- 
raja’s ‘ Rara Sita ' in which there does not 
seem to be much evidence of Rishabha ; but 
different versions seem to prevail as regards 
Rishabha as also the character of the Dhai­
vata. Although the version generally current 
seems to be the one with the medium 
Dhaivata or (in some cases) Chatussruti 
Dhaivata, the writer once or twice heard the 
unmistakeable usage of Suddha Dhaivata in a 
public performance ; and not only this, the 
rendering of the piece suggested a clear Sa 
Ga Ma Dha Ni Sa (note the rare usage of Ni 
Dha Ni Sa for which there seems to be some 
authority) in ascent, and Sa Ni Dha Ma Pa 
Ma Ga Sa in the descent. It will be observed 
that this sanchara, when Suddha Dhaivata is 
used, will convert the raga into Jayanta Sri 
remembered by the well-known song ‘ Maru- 
gelara ’. In the rendering of the hriti ‘ Rara 
S ita ’ as is commonly done, there is no 
Suddha Dhaivata, no regular use of Dha Ni Sa, 
but only the rare sanchara which looks like

Pa Dha Ni but which, on closer examination 
will be found to be Pa Dha Ni Dha Sa : the 
dhaivata in this case does not seem 
to be Chatussruti but Trisruti or medium 
variety, No attempt is made, in this 
article to suggest what exactly is the correcf 
note in the raga or the correct rendering to 
the hriti, but only to give the impressions of 
the writer as regards the way in which these 
are presented by . musicians at the present 
day.

Hindola.
Almost all the observations on the previous 

raga apply equally to this raga also, but the 
use of Suddha Dhaivata is much more common 
among musicians ; this usage, though it may 
probably be much more pleasant to the 
layman’s ear, seems open to the objection 
noted above. Moreover, it seems to have a 
distinct Hindustani tinge about it, suggestive 
of a raga in that system called Malkos which 
has Siuldha Dhaivata. Another argument 
against this usuage is that in the song of 
Tyagaraja beginning with ‘ Manasuloni’ 
composed in this raga, any attempt to use 
Suddha Dhaivata would not only appear out 
of place but would also seem to be detri­
mental to the smooth running of the song ; 
this piece is generally sung with Chatussruti 
or Trissruti Dhaivata and no other rendering 
is current at least in these parts. We heard a 
gentleman remarking at the recent conference 
that his ear was always familiar with the use 
of Suddha Dhaivata hriti also. All rendering is 
current at least in these parts. All things 
considered, the probabilities point more 
towards Trisruti Dhaivata than Suddha. This 
inference runs counter to the opinion held 
by some vidimus to the contrary, but the 
correctness of the former seems to be more 
likely. There seems to be a slight difference 
of opinion regarding the arohana for this 
raga, the Pradarsini holding that it is
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Sa Ga Ga Ma Ni Dha Ni Sa, and some other 
authorities that it is Sa Ma Ga Ma Dha. Ni Sa. 
As both kinds of usages appear in the kritis 
and as there is no dispute regarding the order 
of ascent but.rather the method of sanchara, 
this need not be taken so much notice of. 
There is no doubt a kirtana by Dikshitar in 
this raga beginning with 1 Nirajakshi 
Katnakshi ’, and it would be of considerable 
help to us in solving the question of the 
character of the Dhaivata in this raga if we 
can hear a rendering of this song from a 
larger number of people; but on the very few 
occasious on which I heard it, only Suddha 
Daivata was used. This does not, of course, 
conclusively prove that the Suddha Daivata 
is the correct svara for Hindola, for it may 
as well be that the medium Dhaivata (Trisruti 
dhaivata) which appears to have been the 
correct- note has, in this case drifted in a 
direction opposite to that it took in the case 
of ‘ Satnajava raga man r ’ and ‘ Manasuloni ’ 
and has become Suddha Dnaivata. That some 
people sing Tyagaraja's Hindola kritis with 
Suddha Dhaivata does not by itself disprove 
this theory regarding the medium Dhivata. 
Another argument which seems to be more 
ingenious than convincing is said to have been 
adavnced by some that there is no positive 
and direct evidence to prove that Tyagaraja 
composed these kritis in Hindola, that he 
might have possibly sung them in some other

raga which takes Chatussruti Dhaivata and 
that his dull-w'itted (musically) followers 
ow'ing to their ignorance classed them under 
Hindola. But these people have not categori­
cally mentioned the name of this raga which 
takes Chatussruti Dhaivata, in spite of the 
existence of so many text books on which 
they seem to rely so much. It is really 
deplorable that the advocates of this view do 
not credit Tyagaraja’s followers with even 
the Sthula svaragnana or at least auditory 
discernment, sufficient to appreciate the 
different between Suddha and Chatussruti 
Dhaivatas. Of course there are two distinct 
schools of thought on this matter each 
maintaining its contention with equal 
stubbornness; and we must try to arrive 
at a reasonable conclusion on the existing 
facts as I have attempted to explain.

These three ragas, i.e., Saramati, Hindola 
Vasanta and Hindola are a few of the many, 
wherein the tonal value of the Dhaivata 
seems to have changed in course of time. 
On a future occasion 1 shall try to deal with 
a few other ragas wherein the Gaudhara 
svara is the centre of dispute. Musical 
experts and researchers will be doing valuable 
service if they will bring to light and discuss 
in these columns the component notes of 
other or similar drifting ragas about which 
there is any difference of opinion.



M ELAK ARTA RAG  AS IN PRACTICE.*
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Mh. N. S. R am ach a n d k an , jj.a., (Hons,)

The scheme of the Melakarta Ragas is of 
paramount importance in the Carnatic 
system of music. Carnatic music possesses 
what individuality it has. chiefly because of 
the stabilising influence of the Karta Ragas. 
In the Carnatic system there exists a moreor 
less definite method of classifying ragas 
according to the Karta Ragas from which 
they derive their origin. Such classification 
has in a large measure helped to give 
permanence to the ragas and has helped 
them to preserve their identity with much 
success despite lapse of time, the advent of 
new influences, and usage by different Schools 
of artists. For instance, some ragas like 
Asaveri, Kambhoji, Saveri, and Todi have a 
hoary history and are centuries old. If some 
exotic embellishments were added in the case 
of some ragas, they only adroned the ragas 
and enhanced their beauty. And notwith­
standing this acquired alieness of form, the 
ragas retained their Janaka or parental 
ragas. If an artist with genius gave shape to 
a new raga, it was linked up with its Karta 
raga and its parentage was fixed on an 
enduring basis. These facts set the Carnatic 
system in sharp contrast with other systems 
of music even in our own country. For 
example, in the Hindustani system there is 
much confusion regarding the classification 
o f ragas owing to the lack of a standard of 
distinction like the scheme of Melakarta 
Ragas, and this is bound to react on the 
permanence of their form.

The merits noted above give the Karta 
Ragas unique value, but it must be under­
stood that these are not their only merits. 
The importance of the Ragas must be derived

from their own worth, they must be valued 
for their own sake. It is a regrettable fact 
that their aesthetic value has not been suffi­
ciently appreciated in -the past, nor is it duly 
understood at present. The musician has 
hitherto fought shy of the Ragas with the 
the exception of those amongst them that a»e 
in use, and often his reasons have been that 
the standards of his audience were not re­
fined enough to understand the spirit of the 
Ragas or that their taste could not tolerate 
the unfamiliarity of the airs. The result is 
that the Ragas remain as mysteries to the 
layman, who is told by the artist that they 
are helpful in the codification of tunes and, 
who is amused by the ingenious naming and 
arrangement of the Ragas. Much of the 
monotony of musical concerts at present can 
be traced to the concentration by the musi­
cians on a stock of familiar Ragas, worn out 
by repetition, and their neglect of the wider 
scope afforded by a larger and free employ­
ment of unused Janaka Ragas and their 
derivitives. The layman's ignorance as to 
how much in the realm of music is hidden 
from his vision is pathetic. And the proposal
of some reformers to eliminate from the list 
of Melakarta Ragas a number of Ragas,
which according their fancy, are not likely 
to please the layman, only shows how 
seriously misguided reforming zeal can injure 
the cause of the Art.

No more authoritative testimony can be 
borne to the musical worth and the possibi­
lities of the Janaka Ragas than the works of 
two of the greatest composers of the past, 
namely Sri Tyagaraja and Sri Muthuswamy 
Dikshitar. The latter has composed keer-

* A paper read at the Music Conference, 1931.



Melakarta Ragas i n  p r a c t i c e y
tanas in all the Karta Ragas. There are a 
few Kritis by Tyagaraja in some of the un­
familiar Karta Ragas, and there is ground 
for the belief that the master's genius must 
have tackled all the Kartas and left some 
memorable creations which, unfortunately, 
have been lost to us together with many more 
of his songs. But what remains of Tyaga- 
raja’s work in this direction, throws enough 
light on the difficult problem of handling the 
Karta Ragas. And a comparison of the 
styles of the two great composers and of their 
manner of treating these ragas is of great 
value in understanding the true significance 
of the Ragas and their practical importance.

A fundamental factor affecting the nature 
of a number of the Karta Ragas and placing 
them apart in a separate group is the so- 
called defect of the Vivadi Svaras or Vivadi 
Dosha. This defect arises from the use of 
Vivadi Svaras in consecutive order, in the 
arohana and avarohana of a Karta Raga. 
Suddha Rishabha and Suddha Gandhara, 
Sui iha Dhaivata and Suddha Nishada1
Shatsruti Rishabha and Antara Gandhara, 
Shatsruti Dhaivata and Kakali Nishada, 
when used contiguously, are less appealing 
and less beautiful as musical phrases, than 
combinations, in which, either Svara in any 
of these pairs goes together with any another 
Svara not belonging to that pair. In forty 
of the 72 Karta Ragas this consecutive usage 
of the Vivadi Svaras occurs. This accounts 
for their lack of popularity. But life can be 
infused into these ragas and the unpleasant­
ness of the Vivadi defect can be mitigated, 
if not totally got rid of, by using appropriate 
gamakas. Artists belonging to the Dikshitar 
school observe some definite rules in order to 
counteract the Vivadi Dosha. When Suddha 
Rishabha and Suddha Gandhara occur in the 
same raga (e. g. the ragas of the first and the 
seventh Chakras in the Mela Karta scheme) 
the latter is omitted in the arohana and in

the avarohana is used by linking the 
tnadhyama with it by means of the gamaka 
known as the Zara. When Suddha Dhaivata 
and Suddha Nishada come together as for 
example in Raga No. 1, and Raga No. 37, 
in the Karta scheme, the Nishada is omitted 
in the arohana and used in the avarohana in 
its place by making use of the Zaru gamaka. 
When the Shatsruti Rishabha preceded the 
Antara Gandhara and the Shatsruti Dhaivata 
preceded the Kakali Nishada, the Shatsruti 
Rishabha and the Shatsruti Dhaivata are used 
in the arohana in their places by being 
stressed with considerable force, and in the 
avarohana, either by being omitted or by 
being used in vakra prayogas e. g. s nd np. 
These rules are laid down by Venkatamakhi 
in his Chaturdandi Prakasika, and adhered to 
by Muthuswami Dikshitar in his composi­
tions.

It may be urged that the omission of some 
notes in the arohana or the avarohana of a 
Sampurna Raga or a vakra prayoga therein 
is a technical fault. Sri Tyagaraja takes the 
ragas affected by the vivadi dosha as they 
are, and makes use of them without altering 
their nature as sampurna ragas. The reason 
for this is found in a positive and indubitable 
musical fact viz., that the vivadi dosha is not 
really a defect and this can be proved by a 
proper use of gamakas. Suddha Gandhara 
used as a gamaka, taking its rise from Suddha 
Rishabha, and Suddha Nishada used similar­
ly in connection with Suddha Dhaivata, are 
neither disagreeable to the ear nor unmusical. 
Shatsruti Rishabha and Shatsruti Dhaivata 
can be used in their places by means of Zaru 
gamaka. These phrases have their own indi­
viduality and power of expression. These 
facts can be demonstrated on the Veena and 
are imbedded in the works of Sri Tyagaraja. 
It must be noled that these truths are not in 
their essence opposed to the principles adopt­
ed by the Dikshitar school. For instance, if in
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accordance with the latter a vivadi note is 
omitted in the arohana of a raga, it is only 
veiled by the gamaka connecting the two 
notes preceding and succeeding it, but it is 
not ignored.

In this connection a critical examination 
of the Keertanas of the composers is valuable. 
Tyagaraja in his song in Manavati (No. 5) 
“  Evarito", uses s r g m together in their con­
secutive order. The same prayoga occurs in 
his song, “ Parihasakama ” , in Vanaspati 
(No. 4). Dikshitar in his song ‘ ‘Brihadamba” . 
in raga No. 4, omits g in the arohana, but its 
presence hidden in the Zaru, can be brought 
out. Maha Vaidyanatha Iyer in his Raga- 
Malika uses the prayoga s r g m p  in the chit- 
tasvara for the sahityam in raga No. 4.

The Shatsruti Dhaivata andKakali Nishada 
of Rupavati (No. 12), are used together in 
“ Nemora” by Tyagaraja. The prayoga M p n 
p m in Dikshitar’s “ Sri Krishnam" in the same 
raga, shows how deftly the Dhaivata must be 
handled. In the same Kirtana the phrase s n 
d n p  also is used.

As,regards Suddha Nishada and Suddha 
Dhaivata, Tyagaraja in his song in Jhankara 
dhvani (No. 19), uses them effectively in their 
places. In his Keertana in Chittaranjani (a 
derivative of No. 19), he uses the phrase S r g 
M P  D N . Dikshitar has in his song, prayogas 
like P  d p  n d d p, s n d d S, P d n d d P, 
and P  d m p  d S. But it is not difficult to 
recognise the omitted vivadi in its submerged 
condition in the various uses.

Shatsruti Rishabha and Antara Gandhara 
are used by Tyagaraja in succession as in his

song, “ Paramatmudu," in Vagadheesvari (No 
34), where prayogas like s r G tn P, g R S, 
S r G m g R s S  occur. Dikshitar’s prayogas 
seem to omit the vivadi e. g. S G, m R s in 
his song “ Bhogachchaya,” but the note is 
latent.

In the prati madhyama mela karta ragas 
also these principles underlie the compositions 
of the masters. And the same peculiarities of 
style are manifest in them. But if they are 
investigated with sympathy and discernment, 
a synthesis of seemingly contradictory canons 
of art can be effected. It is by achieving 
such a synthesis that the true manner of 
handling this difficult category among the 
Karta ragas can be understood and the value 
of the ragas appraised.

The group of ragas, which are free from 
the defect of the vivadi svaras, besides inclu­
ding standard scales like Todi, Sankarabha- 
rana, Kalyani, Bhairavi, Mayamalavagaula, 
Harikambhoji and Kharaharapriya, consists of 
ragas which, for charm and richness of melody, 
stand comparison with any other raga. Dhe- 
nuka, Vakulabharanam, Gowri ManoJuiri, 
Charukesi, Shanmukhapt iya, and Ramapriya 
can be mentioned as examples, and the 
keertanas o f  Tyagaraja in these ragas testify 
to their beauty. Dikshitar has composed songs 
in all the ragas of this group. The works 
of these masters reveal the importance and 
the aesthetic value of every raga in the 
Melakarta scheme, and it must be our endea­
vour to restore the Karta Ragas to the place 
to which they are entitled in the system of 
Carnatic music.



SOME NAMES IN EARLY SANGITA LITERATURE.*
BY

Mr. V. R a g h a v a n , B.A. (H ons),
Research Student in Sanskrit—The University of Madras.

The proper scope of this paper of mine is 
early Sangita literature. It does not propose 
to go into the Vedic period and the Sama- 
pratisakhyas nor to treat of the later litera­
ture i.e. roughly after the time of Sarnga- 
deva, the author of the Sangita Ratnakara 
viz., the beginning of the 13th century. 
There is a rationale in this classification of 
mine of the periods of Sangita literature. 
The early, literature is Sangita literature 
dealing with dance besides music, vocal and 
instrumental.

So the works of the earlier period treat of 
dance and drama also. Some are predomi­
nantly Natya works, by the way, treating of 
Sangita at length. For instance, the 
Bharata Sastra on Natya, a work on drama 
and dance devotes 6 of its 36 chapters to 
music. Narada’s Sangita Makaranda, the 
Sangita Ratnakara etc. are works primarily on 
Sangita and they contain chapters on Natya 
also. As a contrast to this early period, the 
later is only Gita literature. This classifica­
tion proceeds on the general rule, taking full 
cognisance of the presence of exceptions. For 
instance the Tala dipika quoted by Abhinava- 
gupta is a work of the early period but res­
tricts itself to a branch of music. In the 
later period, when the field was filled with 
digests or treatises on particular branches of 
music, we have such Natya works as the 
Vasanta Rajiya Natya Sastra of King Kuma- 
ragiri, which lost work must have dealt with 
music also. Jagaddhara’s Sangita Sarvasva 
quoted by him in his commentary on King 
Bhoja’s Sarasvati Kanthabharana, p. 467, is a

work of the later period but deals with Natya 
besides music, as the quotation given there 
shows. The Sangita Ratnakara of Sarnga- 
deva is the boundary line roughly, since it is 
the last comprehensive work, comprising 
within its scope all branches of music and in 
addition, Natya also.

A history of the Sanskrit music literature 
is not in the field. A history of early Sangita 
literature is attempted here with the 
evidences supplied mainly by the great com ­
mentary of Acarya Abhinavaguptapada on 
the Natya Sastra, Silradatanaya’s Bliava- 
prakasa etc. Even this does not propose 
to be a history but only a notice of some 
names in early Sangita literature. Some 
such thing is being attempted and pub­
lished serially in the Journal of the Music 
Academy. A general survey, with dogmatic 
assertions and mystifying identifications has 
already been made by Mr. Ramakrishna Kavi. 
This paper does not restate what is contained 
in Mr. R. Kavi's published paper. It proposes 
to be more definite and critical and attempts, 
with citation of authorities, as far as avail­
able, to ascertain the definite nature and date 
of many works and authors. Especially as 
regards the authors and works known from 
Abhinavagupta’s Abhinava Bharati, this 
paper has much that is not contained in 
Mr. R. Kavi's paper. The scope of this paper 
is more restricted and the treatment is 
more intense on many points.

BHARATA'S NATYA SASTRA.

The only early work which is completely 
available to us is the Bharata Natya Sastra. 
Its upper limit is fixed at the 2nd century B.C.

A paper read before the Madras Music Conference, December 1931.
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It treats of music in chapters 28-33. Scholars 
are exercising all their industry and in­
genuity with regard to the real historical fact 
about a sage Bharata. Mr. Manamohan 
Ghose, the latest writer on the subject, sug­
gests in the Indian Historical Quarterly, that 
Bharata was a common name meaning 
‘ actor ’ at first, that we had Nat a Sutras 
and Bharata Sutrasand that latterly, a mytho­
logy of a sage Bharata and origin of Natya 
were created out of the common name 
Bharata. Tha present text of Bharata Sastra 
contains Anushtubhs, Aryas and long prose 
paragraphs and occasionally here and there 
Sutra-like prose bits. Some of the Aryas and 
Anushtubhs, in chapters 6 and 7 on Rasa, are 
introduced as those existing before, with the 
words i

S I I One o f the Anush­
tubhs herein quoted is attributed to Vasuki in 
the Bhavaprakasa by Saradatanaya (pp. 36 
and 37). In the JT îrfsRTTTi chapters 28-33, it 
is only in the 32nd and 33rd, that we find ad­
ditional prose and verses introduced thus— 
1 The last chapter on ’Tr^r^rTT^
says that the rest will be dealt with by Kohala. 
The last portion is called Nandi Bharata in 
the Kavya Mala edition. Besides, from Ra- 
ghava Bhatta’s commentary on the Sakun- 
tala, we know of an Adi Bharata* and a 
Bharata, verses attributed to these two, some 
of them being found, some found only as 
parallels and some not found at all in the 
Natya Sastra. W e hear of a Bharata Vrddha 
from Saradatanaya, who attributes to him a 
prose passage on Rasa, which is found in the 
present Bharata Sastra only in its parallel. 
Further the Natya Sastra seems to have been 
called ^ 3 “ and and there is a tra­
dition recorded in Bhavaprakasa and other

works that the Bharata Natya Sastra is an epi­
tome perhaps of the Is? t>l V- Abhinava
himself speaks of 3 Sastras, of Sadiisiva, Brah­
man and Bharata, the Natya trinity found in 
the story of the origin of Natya. Mr. Kavi in­
forms us that there is also a Natya Veda of 
36,000 slokas and that portions of the 
Sadiisiva, and Brahma Bharatas are avai­
lable now. There is no denying the fact of 
big works on Natya and Sangita existing as 
works of Sadiisiva and Brahman. The Dasaru- 
pa contains verses of Sadiisiva, while the 
Bhavaprakasa quotes opinions of both Sada- 
sivd and Brahman. It is likely that the extant 
Natya Sastra of Bharata is one that has 
incorporated into itself many portions of 
earlier Bharata Sastras.

Similarly it has also incorporated into itself 
portions of later works. The present text is- 
later than Kohala and even Dattila. These 
two writers are included in the list of the 
100 sons of Bharata whom he taught. The 
inclusion of Tandu here does not help us 
much. Kohala is referred to twice in the 
last chapter. In the second reference he is
made to come along with 
and some other sages to earth', to live as mor­
tals for sometime for the sake of King Nahusha 
to write and popularise the Drama on earth. 
After King Nahusha brought Natya from 
heaven to earth, Brahman says that the 

will be written by Kohala. This 
makes the Bharatiya Natya Sastra the 

There is no evidence to prove that 
Kohala’s work is called His work
must have been bigger than Bharata’s and as 
we know from references, he elaborated many 
atopic, as for instance, the many Uparupakas# 
That part of Kohala’s work,—stray bits here 
and there -got into the text of Bharata

* In the annals of the Bhandarkar Oriental Institute, Dec. '32, there is a note on Adi Bharata with 
reference to the article of Mr. M. Ghose in the Historical Quarterly. The manuscript called Adi Bha­
rata existing in the Mysore Library, believed by many to be the Adi Bharata quoted by Raghava 
Bhatta has been examined in that article and found to be only a copy of the available Bharatiya Natya Sastra■
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cannot be disputed. For, in commenting 
upon the tenth verse in chap. 6—giving the 
summary of the topics in the Ndtyasdstra as 
eleven— Udbhata is referred to by Abhinava- 
gupta as saying that this verse is from Kohala 
and is not part of Bharata’s text, for Bharata 
recognises only 5 Angas or topics in the 
Ndtya Sastra. Again in the Dasarupa chapter 
we find more treatment than is promised, 
the Natika being described after Nataka and 
Prakarana, though it is not one of the 
Dasarupakas. Kohala is very well known as 
the first to have introduced, with definitions, 
Uparupakas and the Natika here, is perhaps 
from Kohala, though there is no conclusive 
evidence to take it so.

The story is very late. W e
find Mr. R. Kavi speaking much of it. There 
is nothing to support it in the Ndtya Sastra, 
which gives a list of 100 Bharatas, sons of 
sage Bharata. Of these 100 sons, we are 
familiar with Kohala, Dattila and Tandu. 
The list is a hopeless one, containing such 
names as Sandals and Shoes, » r r^ frq T ^ - 
The origin of the ’TfPTW theory is not traced. 
Saradatanaya, in chap. 3, first considers the 
name ‘Bharata’ only as actor. The 3 * ^ ^ ^  
here given is Siva-Nandin-Brahman and the 
Bharatas, actors and not Bharata, a sage. 
But at the end Saradatanaya contradicts 
himself by saying that Narada taught Bharata 
and Bharata wrote the as he heard
it from Narada. But this kind of ^TTBTfrT 
is not recorded in the extant Ndtya Sastra. 
Saradatanaya gives this same parampard 
in chap. 10, changing the ‘Bharatas ’, actors, 
into one sage with 5 pupils.

“  qsrfa -

cTTSTsnf^srresT^ 1 farur?;: n

‘ ’ ?f?r a Sifter i

w f r  *Tfrr>*rf?r n
Bhfi. Pra. X.

This passage refers to one sage with 5 pupils, 
who were the first recipients of the Ndtya 
Veda and whom Brahman called Bharatas. 
This same verse is quoted by Mr. R. Kavi to 
prove the Panca Bharatas. As a matter of 
fact the first verse above given proves not 5 
Bharatas, but 1+ 5 i.e. 6 Bharatas. Again, 
all these were called Bharatas because, 
according to the ingenious derivation 
Saradatanaya gives here, viz, ‘ you bear
or hold or preserve the Ndtya Veda ’ , (impe­
rative of VJT to bear) Bharatas were so 
addressed by Brahman. (Vide verses quoted 
above.) This also proves the theory that the 
name Bharata as a sage is a later myth and 
that Bharatas at first meant only actors. But 
it is rather strange how actors could have 
bden known as Bharatas. Saradatanaya’s 
explanation is far-fetched. The still later and 
most popular derivation, explaining Bharata 
as an epitome of the first letters of *TFT, 
and is equally far-fetched.

Mr. Ramakrishna Kavi adduces further evi­
dence from Tamil literature, from Adiyarkku 
Nallar’s commentary on the Silappadikaram. 
This also is wrong evidence. Adiyarkku Nallar 
does mention the name ‘ Panca Bhuratiyam,’ 
but mentions it not as a collection of five 
works on Ndtya by five different writers, but 
as one single work by one author, the author 
of it being Deva Rishi Narada. When thus the 
evidences adduced mean something else and 
the theory of five Bharatas in early Ndtya 
literature falls to the ground, it is futile to 
imaginatively suppose and suggest that Kohala 
is the second Bharata, another, the third and 
so on, as Mr. R. Kavi does. The exact import 
of the word ‘ Panca Bhiiratiyam ' in Adiyar-
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kkunallar means something else. It refers to 
a custom of dividing the subject of N City a 
into five heads or sections. Another Tamil 
Natya work, Panca Marabu, referred to by the 
same Adiyarkunallar, is also one such which 
treats of Natya in five sections. The five 
sections may be the five Angas of Natya 
referred to by Abhinava as Bharata’s view,— 
the five Angas being the three Abhinayas 
and the two kinds of music, vocal and instru­
mental, pp. 265. Chap. VI, Gaek. Ed.

Another point to be investigated in the his­
tory of early Natya literature is the part 
played by king Nahusha in it. The last chapter 
of the available N5tya Sastra gives king 
Nahusha the credit of bringing from heaven to 
earth, the beautiful lore of Natya. In Sarada- 
tanaya’s Bhdvaprakasa, in the tenth chapter, 
Manu takes the place of king Nahusha. Manu, 
as king, feels tired in his duty and Surya his 
father, asks him to go to Brahman who has got 
the Natya Veda from Siva. Brahman sent 
six Bharatas along with Manu to Ayodhyn, to 
relieve him now and then with the entertain­
ment of Drama, Dance and Music. The 
Bharatas then multiplied on earth; they 
wrote treatises, one in 12,000 slokas, and 
another, an epitome of the former, in 6,000 
slokas. After the names of those who possess 
and exhibit it, the Sastra itself is called 
Bharata Sastra.

Coming to the many names in Sangita 
literature, mythical and semi-mythical, the 
likelihood is that, as in the case of Sadasiva 
and Brahman, the names were only of epony­
mous authors; but there were definitely works 
on Natya and music current as theirs. This 
we shall see, as we take up such names, 
one by one.

KASYAPA.
This sage is referred to by Sarngadeva 

as one of the authorities on music. He 
is mentioned in Narada’s Sangita Makaranda 
(p. 13). Matanga’s Brhaddesi refers to him

seven times. The Abhinava Bharati of Abhi­
nava Gupta contains two references to 
this sage, in Vol. IV of the Madras ms. The 
first reference is a quotation from the Tika- 
Kara on the Natya Sastra who quotes in his 
Tika, one and a half Anushtubhs of Kasyapa, 
dealing about the 'WIWftT of ?;pT s. (i.e.) the 
particular tunes appropriate to each Rasa.

srtfvreFTJT —  —  i (?)
................ sp jrftw

( * )  H

Vol. IV. Mad. ms, p. 5.

The second reference to Kasyapa given by 
Abhinava Gupta is on the same page, on the 
same topic.

“ cTsr

And Abhinava gives eight pages of Anush­
tubhs on the particular tunes to be used 
according to the various Rasas and Bhavas. 
This is either a quotation or a compilation 
made by Abhinava himself from Kasyapa 
and other writers, for he says at the end—

An earlier reference is available in chapter 
five.

”  %frt II
Kasyapa or Kasyapa dealt with Drama 

and Alankdra also elaborately since he is 
so referred to by Hrdayangama, a commen­
tary on the Kavyadarsa of Dandin.

BRHAT KASYAPA.
Besides Kasyapa, there is yet another call­

ed Brhat Kasyapa, an early writer on music. 
There are two references to him in the work 
of King NAnyadeva, pp. 111-b and 114-a; 
Manuscript of the Bhandarkar Oriental Insti- 
tut Thus there are two works on music by
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sage Kasyapa, one being Laghu Kasyapa 
and another Brhat Kasyapa, the latter being 
similar to Brhat Desi.

NANDIKESVARA or NANDIN.

The place of Nandin in the mythological 
origin of the Natya Sastra is by the side of 
Siva himself. The latter portion of the 
Bharata Natya Sastra in the Kavya Mala 
edition is called Nandi Bharata. Works 
attributed to him are many. There is a 
music work called Nandi Bharata, noticed by 
Rice in Mysore and Coorg Catalogue. The 
Madras Catalogue has a

and another work called 
with a Telugu Tik3, described 

as a dialogue between Nandikesvara and 
Parvati.

From the manuscript of the Bharatar- 
nava in the Tanjore library we see that 
this is the 10th chapter in Nandikesvara’s 
Bharatarnava.

The Tanjore library has a work called 
attributed to Nandikesvara. 

Most of the works attributed to him treat 
more of Natya than Sangita. In Rajasekha- 
ra’s Kiivya Mimamsti, in his account of the 
origin of the Sahitya Sastra, Nandikesvara is 
mentioned as'the first writer on Rasa. So it 
is likely that the name Nandikesvara is not 
important in music as much as in Dance, 
Drama and Rasa.

One of his major works was not available 
to Abhinavagupta. Abhinava, while quoting 
him, says that he is reproducing Nandikes­
vara’s views, exactly as quoted by Kirtidhara- 
carya, only on the authority of Kirtidhara 
and that he himself never saw the work of 
Nandikesvara.

(?) ^ T 5 r  (cT ^rn fa :) *  ^ 5 , cTrS-
i”

Vol. IV, p. 50-

Then Abhinava gives, as given by 
Kirtidhara, large prose extracts from 
Nandikesvara on pp. 51—54, on the 
sr?rm of m u m r'ftrc  dances in the 
Though one such work of Nandikesvara 
which was available to Kirtidhara was not 
available to Abhinava, another work called 
JTf ÎTrr was available to Abhinava and he 
quotes it.

“  CTSTT ST 3 tF—
‘ firar gjstacr: i

P. 171, Gaek Ed. 
The assumption of the identity of 

Nandikesvara with Tandu made by Mr. R. 
Kavi is quite wrong. As above proved, the 
legend of Panca Bharata has no evidence. 
There is no meaning in idle guesses or assump­
tions that Nandin or Tandu or Kohala or 
Kasyapa is one of the five Bharatas. Inci­
dentally we will deal with the name Tandu 
also. Tandu is mentioned in the Natya 
Sastra as one of the 100 sons of Bharata, 
to whom Bharata taught his Natya. But 
latterly he is made to belong to the camp of 
Siva, and through Tandu, who was a witness 
of Siva’s evening dances, Siva passes the 
Tiindava dances to Sage Bharata. Abhinava 
quotes Kohala (p. 182. Gaek Ed.) who says that 
when Siva was dancing, Narada propitiatedr\
him by singing the Siva danced
according to Ntirada’s song; this Tiindava, as 
part of Natya, Siva gave to Tandu who 
passed it to others. In connection with 
Tiindava there is also mention of one 
Tandya. Thus it is very difficult to hazard 
any such thing as Mr. R. Kavi has done, 
as regards the name Tandu. Whether Tandu
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first existed is a question. It is most likely 
that Tandava first existed and to create a 
beautiful story for its origin, grammar was 
resorted to and Tandu was, laLterly, gramma­
tically extracted out of the word Tandava, 
which word itself was long a among the 
Natas, even as 3T51T and other T̂̂ ITs. 
Kohala’s Sangita Merit as quoted extensively 
by Kallinatha, in the »TeI«n,1s?n ?Ti refers to 
one Bhatta Tandu five times. The' affix 
‘ Bhatta ’ to the name Tandu makes him 
less mythological and more historical. 
Whether another historical writer with the 
name Bhatta Tandu existed is not yet known.

Nandikesvara’s very popular work is the 
Abhinaya Darpana. It is available in print, 
being printed in Telugu characters by Nida- 
mangalam Tiruvenkatacari and subsequently 
translated into English by A. K. Coomara- 
swamy and Duggarilal. The compiler of the 
Bharata Rasa Prakarana printed along with it 
was Sabhapati Ayyar, a Brahmin Bharata- 
carya of the Tanjore Court, a Bhagavatar 
who finally settled at Mannargudi and taught 
his art to some. This Abhinaya Darpana 
is fitted into the style of a dialogue between
Indra and Nandin. Nandin says that there 

• _ ^
is a big work called ‘ ocean of the
Bharata art in 4,000 slokas and that the 
Abhinaya Darpana itself is its summary. We 
often hear of the early Natya works of 12,000 
and 6,000 verses. But this work of 4,000 verses
. ' t ____g
is new. There is a work called 
available in the Madras and Tanjore Manus­
cript libraries. Three copies of this STCrOpfo 
with Telugu Tika are available in the Madras 
Mss. Library. Cat. Vol. XXII. nos. 13006-8. 
These mss- have in their colophons an epithet 
1 gflfosfteT ’ to the name STOTflfreT- The 
significance of this epithet is known only 
from the Tanjore Library Mss. of the 
Bharatarnava. It is called there as SlRTVPCrT 
which is a mistake for Sumati

is the king of the semi-divine beings called 
Hpreis and the work Bharatarnava is in the 
style of Nandin, teaching the Natya lore to 
this. Guhyakesa called Sumati. From the 
colophon to chap. 10 of this work in the 
Tanjore library, we come to know of 
another work called the Hasta-
bhinaya section of which is utilised by Nandi- 
kesvara. From chapter 13, We also see that 
there is a work on Natya in the name of sage 
Yajnavalkya.

“  §JT?t WTAT JTCnjfa: I
crn»¥srT*TF =sr n
fiT3?reT5c*5Fir i ”

Chapter 13, deals with the seven kinds of 
Lasya, which perhaps were dealt with elabo­
rately in a work attributed to sage Yajnaval­
kya.

NARADA.
Abhinava refers to Narada in Vol. II. p. 100 

with regard to the etymology and meaning 
of the word *Tr^^-

i ”

Dattila earlier than Matanga, who 
quotes him, quotes Narada. Matanga also 
quotes Narada. W e have at least two Nara- 
das one, the author of the Siksha and the 
other, the author of the Sangita Makaranda 
published in the Gaekwad series. Scholars 
opine that the Narada referred to as holding 
the *rT**rc5irw, is the author of the Sangita: 
Makaranda which has that 3TPT- This is 
to show the genuineness of the Sangita Ma­
karanda as a work of Narada. The Sangita 
Makaranda, on p. 13, gives the names of a 
number of writers. The reference to Matrgupta 
here definitely puts the date of the Sangita 
Makaranda after the 7th century. Vikrama 
is another noteworthy, but unidentifiable 
name quoted here. Two names whom we
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miss in th|r ;list are Kohala and Dattila. The 
Tanjore Library has a work attributed to 
Narada, called ci I

KOHALA.
It is from Kallinatha that we have the 

greatest glimpse into Kohala. In thet
»ifl»TrV3IFT of the Sangita Ratnakara, in his 
commentary, Kallinatha gives the additional 
3Fv*;5rfoTs from T̂l|5<?J‘- From here we learn 
these facts about Kohala’s work—i. Kohala’s 
work is called Sangita Meru. ii. It is in 
dialogue style, like the Bharata Sastra, a 
dialogue between Sage Silrdula and Kohala, 
the latter replying to the former’s queries, iii. 
It is in Anushtubh verses, iv. Its first part 
treated of Natya and the latter part only of 
Sangita. The work was thus in the style of 
the ancient works, in dialogue style and divi­
ded into Ahnikas. The extracts from Kohala 
given by Kallinatha quote these names:

(author of the 
Siksha), 5T3 (God Siva), ST*5!!, Sfa-
tNT, and STtferTOFF.

These references are absolutely confusing. 
The names and
WTffrTfTf^ look quite historical. Kirtidhara 
is later than Nandikesvara’s work. But the 
reference to Matanga is hopeless for Matanga 
himself quotes Kohala. Matanga's Brhaddesi 
further quotes Uattila, who himself quotes 
Kohala. The only possible conclusion is : 
We know Kohala to be a very early writer 
whose name is by the side of Bharata. The 
last chapter of Bharata Natya Sastra contains 
a promise that the rest will be done by Kohala. 
Though there is yet little authority to make 
out Kohala as one of the 5 Bharatas whom 
Brahman instructed (as Mr. R. Kavi has made 
out), there is no denying that Kohala was a 
very early writer. A music work called 
‘ dlciiei' ÎuF ’ isattributed to him in Aufrecht’s 
catalogue- The Madras Catalogue contains 

3

a Kohaliya Abhinaya Sastra with a Telugu 
commentary. A Dattila-Kohaliya noticed by 
Dr. Burnell, was once available in the 
Tanjore Library. Riijasekhara’s Drama Bala 
Rnmnyana lifts his name out of the historical 
sphere. These show— i. Kohala was an old 
and convenient name to which later writers 
could ascribe their own works, ii. There was 
a very early work of Kohala. iii. The San­
gita Meru itself may not be actually this first 
work of Kohala but may be an elaborated one 
of some later time foisted on the name of 
Kohala. But the Sangita Meru may be that 
well known work of Kohala which Abhinava 
quotes often.

Abhinavagupta refers to Kohala very often 
both in the and in the
The name Kohala is as great in the history of 
Drama and Dramaturgy as it is in that of 
Music. The Sangita Meru must be a very 
voluminous and valuable work. In Dramaturgy 
and Rhetoric, Kohala is always quoted even 
by later writers as the writer who first 
introduced the Upa rupakas, minor types of 
Dramas, Totaka, Sattaka etc. In the Madras 
Mss. Library there are some fragments 
described as extracts from Kohala’s works. 
Thus we have and

Nos. 12989 and 12992. Cat. Vol. 
XXII. There is also a work called 3F7tfr<?J<d̂ r> 
available in this library—Triennial 1910-11 
to 1912-13. Only the 13th chapter is availa­
ble. It is set in dialogue style, Kohala 
replying to Matanga.

DATT1LA.
Dattila is often Dantila also. He is often 

coupled with Kohala and the reason is not 
known. Dattila is a very early writer whom, 
especially in the Abhinava quotes
very frequently, more often than even Kohala. 
He is referred to as and from the
references we may infer that Dattila’s work 
was in Anushtubhs like Kohala’s and Bharata’s.
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‘ Dattilam ’ published now in the Trivan­
drum series is only a very late fragmen­
tary selection or condensation of the early 
original and big work of Dattila, which is not 
yet available. Dattila’s work must have, like 
other early works, dealt with Dance and 
Dramaturgy. It must have been big. The 
Trivandrum text of Dattilam is very poorly 
small even as regards Music. It has no 
section on Drama and Dance. There is no 
denying the fact that Dattila’s work- 
treated of »il«M also.

The Trivandrum Ed. of Dattilam quotes 
Narada, Kohala and Visakhila. Even as 
regards the original Dattila, it may be only 
later to Kohala.

There are two copies of a work called 
in the Madras Mss. Library (Cat. 

Vol. XXII Nos. 13014 and 13015) in 3 Taran- 
gas, *T*Tfsni5r, and TT*T-
w r Rt o r . The last Taranga gives the Rshi 
Chandas and Dhyana of each Raga- The 
colophon of this work describes it as a 
dialogue between Narada and Dattila.

“  sfkTTra'im; tdt-
f ^ r ^ t  jt r  sran R T f?; i ”

ANJANEYA.

If we can expect a and an
as Sangita Acaryas, why not Anjaneya ? As a 
matter of fact, evidences of Anjaneya having 
had some work on Natya and Music to his 
credit, are more than those available for 
many others of his class. Sarngadeva and 
Narada enumerate him in their lists. On 
p. 251. Gaek. ed., defining and describing the 
Rupaka called Saradatanaya
quotes in his Bhavaprakasa, Anjaneya along 
with

ir o n  fij h* i f^fcT l

Chap. VIII,

Again as Maruti, he is quoted by Sarada­
tanaya on p. 114, 1. 19 in Chap V. From the 
first given reference we can make out that 
Anjaneya’s work dealt with Dramaturgy at 
length. From the other reference in the Bha­
vaprakasa we see that this facqsTsreTfccs 
work dealt elaborately with trfsra also, 
even as Bharata’s. As regards the signs by 
which another man’s wife shows her love to 
her secret lover, Saradatanaya quotes wrefciy 
who says that such signs or indicatory Bhftvas 
are common to all women.
^ *t r t  ^ o r rg r ffr : i

That Anjaneya’s work dealt with music also 
is plain. Kallinatha quotes him on p. 218, 
Chap. 2 on Desi Ragas:—
“ rRT VTW —1

fTRT^T^lfos^RT: ^  || ”
Sangfta Darpana of Damodara, a later work 
which quotes Sarngadeva and Kallinatha, 
quotes Anjaneya twice. The first reference 
is a general praise on Nada.
“  3T3T 3TT ̂ T : —

q t  q r t  *  3t r i&  i
3 R r fr  JTsRqqTg. g t  11 ”
Again in the enumeration of Ragas and their 
consorts—Raginis—he is quoted asHanuman. 
This reference makes Hanuman’s work as 
expounding the northern system which alone 
has the scheme of Raga-Raginis. W e also 
hear of a work on Natya called 
Ahobala, in his Sangita Pdrijata refers to 
and bases his definitions often on Ha- 
numan.

SARDULA.

Sarngadeva’s and Narada’s lists contain 
the name of Sardula. In the latter’s list 
there is also another name ^ 1 4  which is only
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a synonym of Similarly there are 2
references under two different synonyms to 
Vishnu and Indra, in the Sangita Makaranda. 
Sarngadeva couples with
Neither Abhinavagupta nor Sarngadeva nor 
Kallinatha refers to any opinion of Sardula. 
It is thus very likely that Sardula finds a 
place among Sangita Acaryas because he is 
the questioner to whom Kohala's Sangita 
Meru is addressed as reply. The Brhaddesi 
however has two references to Sardula inde­
pendently.

DURGASAKTI.
Durgasakti is referred to as by

Matanga. It is likely he is a historical perso­
nage. Besides mentioning him in his list of 
authorities at the beginning, Sarngadeva re­
fers to him along with Kasyapaon p. 182 S.R.

YASHTIKA.

Sarngadeva mentions Yashtika as an 
authority on music in his list. Matanga 
quotes him seven times. Nanyadeva quotes 
him once. From the latter fact we can take 
that there was some definite work on music 
current as Yashtika’s. The fact gains addi­
tional support from a reference to him given 
by Kallinatha on p. 228 in Chapter 2.

KAMBALA  and ASVATARA.
These two are always associates and are 

two figures in the mythological pantheon 
of Sangita Acaryas. Sarngadeva mentions 
these two as authorities on music and again 
quotes them in Chapter I, p. 78 as holding 
some definite opinion, different from that of 
Bharata. This reference proves that some 
music work was extant as theirs, but need not 
prove that that work was available to Sarn­
gadeva, who might have referred to their view 
from references in the works of earlier writers. 
We do not hear of these two any where else 
in the works of the early period but have 
some information about them in Damodara’s

Sangita Darpana. These two are not “ W ool” 
and “  Ass” but “ Snakes ’. They propitiated 
Sarasvati, got the and became the
ear-ornaments, 113eTs of God Siva, a post 
from which they could be pouring their music 
into the ears of God.

“  fr r^ C T  TH ^T^STfqi: USTT̂ cD I
Fpft 5m t: iirft || ”

Kambala and Asvatara are mentioned as two 
Nagas, serpents, in the list of Nagas in Chap­
ter 35, Adiparva, M. Bha. ‘

JTT*T: I ’ SI. 10. The
Markandeya Purana gives their story in 
Chapter 21.

MATANGA.
Abhinava quotes sage Matanga only twice— 

pp. 59 and 67 Vol. IV, Mad Ms. Since quota­
tions from his work given by other writers 
are found here, we may take the Trivandrum 
Ed. of Matanga’s Brhaddesi as genuine 
though it is incomplete. Matanga quotes :

Kasyapa, Kohala, Dattila, Durgasakti, 
Nandikesvara, Nfirada, Brahman, Bharata, 
Mahesvara, Yashtika, Vallabha, Visvfivasu 
and Sardula.

Of these names Vallabha must be noted. 
W e do not hear of this Sangitacarya, Val­
labha elsewhere.

From a reference in Kallinatha, on p. 82, 
we see that Matanga quotes Rudrata, who 
flourished in the first quarter of the 9th cen­
tury. Hence the Brhaddesi is later than the 
9th century.

Damodaragupta, in his Kuttanimata makes 
Matanga a specialist in P'lutc.
“  FcTffgfpr: 1

SI. 854.
The Brhaddesi must have been famous 

for the excellence of its and this
has resulted in a story of Sangita, that 
Matanga propitiated Siva by singing on the
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Flute. Abhinava mentions this story in the 
Vol. IV. p. 58.

(?) cFrt a f t e  i ”

The Vadyadhyaya of Brhaddesi itself 
seems to have been held in high esteem. 
Jayasimha, (C. 1253 A. D.) in his work on 
Natya called Nrtta Ratnavali (Tarijdre 
Library) mentions the ^TSTT̂ TT*! o f Matan- 
ga’s Brhaddesi.

V1SAKHILA.

Abhinavagupta quotes Visakhilacarya six 
times in his commentary on the Geyadhi- 
kara. His work was earlier to that of Dattila 
who quotes him.

VAYU.

Vayu is given in the lists of Sarngadeva 
and Narada. We have no other information 
about him in any other authoritative work. 
His must certainly be a prominent niche in the 
temple of the Sangitacaryas for, as wind that 
sings through the atmosphere and the trees, 
as the carrier of music, as the STiuHl^ 
which creates and as air playing in the 
holes of the Flute, certainly Vayu’s partis 
very great in any myth of the origin of San- 
gita Sastra. It is also likely that the name 
Vayu refers to the Vayupurana which says 
something of music.

VISVAVASU.
Visvavasu is merely enumerated by Sarn­

gadeva. Matanga attributes to him some 
opinion in his Brh. Desi, on pp. 4. Singa Bhupa- 
la, in his commentary on the Svaradhyaya of 
the Sangita Ratnakara quotes a passage from 
Visvavasu. It may be that there is a work in 
his name. Visvavasu is the name of one of the 
Gandharvas who are, as a class, musicians 
and as a Gandharva at least, he enters the 
list. The name of Tumburu is similar. He is

not only a Gandharva but is often associated 
with Narada also and hence has a double 
title to enter the list.

RAMBHA and ARJUNA.
Rambha is a mere name now, no work 

in her name being available. As an 
Apsaras and exponent of Natya in heaven, 
she has a sure place ir the list. Arjuna's 
name is also found in the lists! His meeting 
with Rambha in heaven and his sojourn at 
Viratas’s court as Brhannala, a tutor of d*nce, 
have sufficient cause for the possibility of 
some later writer ascribing a work of his to 
the name of Arjuna. There is a work called 
Arjuna Bharata available in the Tanjore 
Sarasvati Mahal Library.

RAVANA.

Ravana’s name is associated with Sama 
gana and with a particular kind of Veena. 
Rajasekhara’s drama, Bala Ramayana makes 
Kohala praise Ravana as having had the 
fortune of enjoying God Siva himself perform 
Natya. So far, we have not landed on any 
evidence of quotation to show that, in fact, 
there is a work in the name of Ravana even 
as the many Stotras current in his name.

Guna is another name in Narada’s list, 
which is a mere name, no further light upon 
him being available. So are also these 
following names found in Narada’s list:—

Two Haris, Visvakarman, Hariscandra, 
Kamalasyaka (may be Brahman) Candi 
(probably only Devi) Angada (who must 
naturally go with Anjaneya) Shanmultha and 
Brngi (these 2 because of their being the 
audience at Siva’s dance) Kubera (as 
he is a friend of Siva according to Purunas), 
sage Kusilia, Samudra, Sarasvati (because 
she is the Goddess of all f^'-ils), Bali, 
Yaksha, and Kinnaresa (because Kinnaras 
are described in the Kavyas and Puranas as 
singing with instruments).



SOME NAMES IN EARLY SANGITA LITERATU RE 21

But two names in Narada’s list must be 
noted, besides that of HKiyw, viz., srgs; 
and This Vikrama is not quoted
elsewhere and it is difficult to fix the Sangitii- 
carya Vikrama among the many Vikramas 
in Indian History. The other, Samudra is 
certainly not the ocean, but, as regards him, 
no other evidence is available.

SVATI.
Of Svati mentioned in Sarngadeva’s list, 

some light is available. It is not likely he has 
any work to his credit but still belongs to the 
pantheon of Sangitacaryas. Bharata says 
in Chapter 1, that on the occasion of the first 
drama in Indra’s flag festival, he took Svati 
and Narada with him—Svati, for 
(drum) and Narada, for music.

JTR̂ rsrrsr *T*rsrf: nnwft forrfacrr. 11

Abhinavagupta here says in his commen­
tary that Svati was responsible for the inven­
tion of the drum called Svati is a
constellation associated with rain and is 
also a Rshi. Abhinava exercises his imagi­
nation with the aid of the descriptions in 
Kavyas and connects the deep rumblings 
of the clouds with the sounds produced 
on the Pushkara and thus makes Svati, to 
whose charge Bharata gave the drum, 

as the founder of the

ffo ftrq ip r  ^crfircq£ : i ”
Abhi. Bharati. p, 23, Gaek. ed.

The story of this invention of 3 ’^*^ and 
also the other ai^RS's by Rshi Svati on a 
rainy day is told by Bharata himself in the

3^TWTT?T, Chapter 33, Kasi ed. Sis. 5-12. 
Abhinava only summarsies in prose the verses 
there.

KAMADEVA.
Though the name of Cupid is not found in 

the lists of the various Ntitya and Sangita­
caryas, we have evidence to show that some 
work on Natya Sastra was current in his 
name. There is a work called cTI^^yW in 
the Madras Mss. Library (Cat. Vol. XXII 
No. 12993), which quotes Kamadeva.

srafcnr ......... •••■ 1 ”
This Tala-lakshana is a late work and it quotes 
Saradatanaya’s Bhavaprakasa.

DHENUKA.
Damodargupta says in his Kuttanimata : 

qrtesrr fprirm  sr cTT55%; i

SI. 82.

From this verse we come to know that there is 
one Dhenuka who has specially written on 
Tala. Who this Dhenuka is and what his 
work is, are not known. Nor is he mentioned 
elsewhere.

DAKSHA PRAJAPATI.
Simha Bhupala, in his commentary on the 

Svarudhyaya of the Sangita Ratnakara 
quotes Daksha PnijCipati, who is no mere 
name, but in whose name must have been 
current an important work.

^TTiTT'Trqr^q: ST^FT H F ^ m ^  3T#
T̂$: 1

^JTjTTqfercf'T—

‘ TTF'̂ FT I
arqviT?n-̂ R̂ nr f̂ rfir̂ r 11 ’

TWTW 1 ”
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UTPALA DEV A.
W e now come to writers and works re­

garding whose verity there is little doubt. 
From Abhinavagupta’s/lWitrtova Bharati, we 
learn that Abhinava’s own Paramaguru i.e. 
preceptor’s preceptor, in Saivism, Srimad 
Utpaladeva wrote also on Sangita. Otherwise 
there is no indication of his having written 
on music. But we can surely rely on the 
srftrar’s evidence and take Utpaladeva as an 
early writer on Sangita. Abhinava quotes 
him four times in his Abhinava Bharati. The 
first quotation is in the Chap 29.

“ 3T?Sj ri-n-g: Spft-
j j  (?) T̂TclT: I

Vol. IV. p. 21. Mad.Ms. of Abhinava Bharati.

The second reference is in the same chapter 
on the next page of this Vol —

q f̂fTSTrSTr  ̂ l*4t:
II ”

The third reference is in Chap. 31, page 84 
of Vol. IV. Here also Abhinava differs from 
his grand-teacher.

The fourth reference to Utpaladeva is on 
p. 188, Vol. IV.

?r§[cirrtq,̂ 5 t r ^  ii (?)”
From this last quotation we may infer that 
Utpala’s musicwork waswritten in Anustubhs. 
Utpaladeva’s date is easily fixed- His

flourished at the end of 
the 10th and the beginning of the 11th 
centuries.

AC ARY A ABHINAVA GUPTA.

W e must separately deal with the commen­
tators on the Natya Sastra. The only com­

mentator whose work has been recovered 
is Abhinavagupta. Even his Abhinava 
Bharati is available in the Madras Ms. only 
up to a part of the and there
is some lacuna in the seventh chapter. The 
8th is also missing. The Abhinava Bharati, 
now being slowly and very badly edited by 
Mr. R. Kavi, in the Gaekwad series, is a store 
house of information, giving us material to 
construct a history of early Sangita litera­
ture. Abhinava’s life was a full and veryrich 
one. His place in the history of Kasmir Sai­
vism is as great as that of Sri Sankara in 
Advaita literature. His importance in Alan- 
kara, f.e., poetics, is also as great. Hestudied 
the Natya Sastra under ‘ the good brahmin ' 
Tota, Bhatta Tota or Touta, the author of 
Kavya Kautuka, an Alankara work upon which 
also Abhinavagupta has commented. Tota was 
scholar in Natya and Music and Abhinava 
often refers to his interpretations of the text 
of the Natya Sastra, in the also as
Upiidhyaya’s mata. Besides Touta, one 
Nrsimhagupta alias Mukhala (Cukhala) was 
the preceptor in music to Abhinavagupta. 
He mentions this music teacher in two verses 
at the end of chapters 20 and 27.

sFRt
i

rr^ fe r v o r  sn s i
STOlfa II

fsrar^TrTT
srr?r: I

^  *rg (*r) iF ftiT fafir
m f g  ii

Since Abhinava refers to Bhatta Touta in his 
Abhinava Bharati invariably as Upadhyaya 
only, one or two references to one Acarya 
available in the may be taken to
represent reference to the interpretations of 
this music teacher Nrsimhagupta. Who is 
this Nrsimhagupta ? He is Abhinava’s own
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father. This we know from an anonymous 
commentary on Abhinava’s Saiva work called

(R. No. 4353 p. 6399 
Mad. Cat. Triennial, 1922-23 to 1924-25).-Vide 
my article in the Journal of Oriental Research, 
Madras, Vol. VI, part 2, on the writers quoted 
in the Abhinava Bharati.

* KIRT1DHARA.
The other commentators on the Natya 

Sastra as given by Sarngadeva are Lollata, 
Udbhata, Sankuka and Kirtidhara. Though 
mentioned last in Sarngadeva’s list, if it is a 
fact that his work was a regular commentary 
on the Bharata Natya Sastra, Kirtidhara was 
the first known commentator. Abhinava 
quotes him four times. The first reference is 
in Chap. 4, in the discussion on the difference 
between and 5TT5»I, p. 208 Gaek. ed. The 
other 3 references to Kirtidharacarya are in 
the ^PlTRl^nT, the music section of the Natya 
Sastra. The first of these occurs in the 

Vol. IV, p. 42. The next is found 
on p. 50, in the same Vol. The last reference 
to him is on the group-dances to be performed 
in the Purva Ranga. Abhinava says here that 
he is going to give additional information 
from Nandikesvara, on the authority of Kirti­
dhara, who quotes Nandikesvara.

&5T (?) rT ^ T  tem ) fir: *  cTrST-

Then Abhinava gives on pp. 51-54 large prose 
extracts from Nandihesvara as given by 
Kirtidhara.

The Sangita Meruof Kohala, in the extracts 
given by Kallinatha therefrom, quotes Kirti­
dhara p. 677. So Kirtidhara is earlier than 
the Sangita Meru.

UDBHATA, LOLLATA and SANKUKA.
It is now accepted by all scholars that the 

great Alankarika, Udbhata wrote a regular

commentary on the Natya Sastra. Abhinava 
refers to his interpretations and views four 
times at distant intervals in his Abhinava 
Bharati. Firstly he refers to the followers of 
Udbhata in Chap. 6, on the Natya Angas (p. 
265 Gaek. Ed.). Then in Chap. 9, Vol. II, p. 
307 Mad. Ms, Abhinava quotes Rhatta Ud­
bhata on ’TcTt̂ r- The third reference is on 
p. 472. Vol. II. The fourth reference to Ud­
bhata is on p. 479 Vol. II, in the Chapter on 
^51^*7. This reference shows that Udbhata 
recognised only 3 Vrttis, and even those 3, of 
a different nature from Kaisiki etc. There is 
another reference which does not mention 
him but presupposes him and his view of the 
Vrttis Vol. Ill, p. 4.

Here in the first reference, as well as in 
the fourth, Abhinava first gives Udbhata’s 
opinion and then Lollata’s refutation of 
Udbhata’s view. One of the two references to 
Udbhata in Rajasekhara's Kavyamim&msa 
also is of the same nature. Thus Udbhata 
was the earlier commentator and Lollata 
and Sankuka came afterwards. Udbhata 
was the Court poet of King Jayapida of 
Kasmir, 778-813 A.D.

As regards Bhatta, Lollata and Sankuka, 
there is no doubt of the fact of their having 
written commentaries on the Natya Sastra 
for, references to their interpretations of 
particular texts in Bharata are profuse all 
over the Abhinava Bharati. Lollata flourished 
about 825 A.D. and Sankuka a little later, 
about 850 A.D.

SRI HARSHA'S VARTTIKA.
Besides these direct commentaries, the 

Natya Sastra had two other commentaries, 
one Varttika and one Tika. Abhinavagupta 
quotes often Sri Harsha and his Varttika in 
the first 6 chapters. Altogether there are 
8 quotations from Sri Harsha’s Varttika. The 
quotations are mostly in Arya verses and 
occasionally in prose also. Thus the Varttika
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was mainly in Aryas and occasionally in 
prose. Saraddtanaya in his Bhavaprakasa 
also refers to Harsha and his definition of 
the Upa Rupaka called Totaka (p. 238-1. 5.), 
This Sri Harsha is not the Royal dramatist 
and patron of poet Bana, since in a re­
ference in the to the music
verse of King Sri Harsha, found in two of his 
dramas, Abhinava does not refer to him as the 
Varttikakara. It is strange how Abhinava 
who quotes Harsha so often in the dirst 6 
chapters never quotes him in the later chap­
ters on Dance and Drama proper and Music. 
Perhaps Sri Harsha’s Varttika was available 
even to Abhinavagupta only in a fragment 
at the beginning.

T h e  TIKAKARA.

The name of the author of the Tika on the 
Natya Sastra is not available. Beginning in 
the 22nd chapter, the references to him in the 
Abhinava Bharati (mostly in the tpttBt- 

number 17. Earlier also there are two 
references to him in Chap. VI. Abhinava­
gupta quotes him only to refute him. 
It appears that the Tika kdra on the 
Natya Sastra blundered hopelessly in the 

All the 17 references to him 
are cases, in which Abhinava completely 
ridicules him. From one of the refer­
ences we see that the Tika, -Kara quotes 
Kasyapa Vol. IV, p. 2. The Tika 
Kara finds some discrepancy between 
Bharata and Kasyapa which Abhinava 
removes. In one reference to the Tika Kara, 
we find him quoting Sadasiv'a and there 
is mention of one as the Guru of the
Tika Kara. p. 25, Vol IV.

Besides these commentators on Bharata’s 
work which dealt with Dance and Music, 
there are some more names also whom we 
may take as writers on Natya and Music from 
Abhinavagupta’s references.

BHATTA SUMANAS.
This writer is quoted in the 32nd Chapter, 

in the Vol. IV. p. 32. Since the
reference occurs in the JFTTf^'hKj Bhatta 
Sumanas must be the author of some music 
work. The reference given by Abhinava­
gupta is to his interpretation of a verse in 
Bharata. Perhaps he commented on Bharata, 
or only on the ih Bharata or had
occasion to quote and interpret a verse from 
Bharata in an independent work of his.

BHATTA VRDDHI.
This author also wrote some work on 

music. He is referred to in the 
p. 203, Vol. IV.

Besides, one Bhatta is quoted along with 
the above, dealt with Utpaladeva in the 
rTT̂ n̂ TT̂ T Vol. IV, p. 188. Another writer 
on music, one Datta is also quoted in the same 
Chapter on p. 203 along with Bhatta Vrddhi.

GHANTAKA.
Poet Ghantaka is quoted by Abhinava­

gupta, but only on a topic in Dramaturgy. 
If however poet Ghantaka also was a com­
mentator on Bharata, it follows that he was 
a writer on Music also.

SAK ALI GARBHA.
From Abhinava Bharati Vol. II, p. 480, 

we come to know of a new writer on Natya 
named Sakaligarbha. He has a curious view 
o f 5 Vrttis in dramas. His work on Natya 
might have dealt with music also— undoubted­
ly so, if he is a commentator on Bharata.

RAHULA.

Rahula is an early writer on Music. Sar- 
ngadeva mentions him among his authorities, 
as Rahala.
^ TR rjp rt f i r ^ n r :  yrzrT w s  i
Abhinava quotes him thrice, first on the diffe­
rence between Natya and Nrtta in Chap. 4,
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p. 172 Gaek. ed„ then on p. 197 of the same 
edition and then in the 23rd Chap, on 
trfcnjr, p. 38, Vol. Ill, Mad. Ms. The third 
reference is reproduced in Abhinava’s fai­
thful follower Heinacandra's Alankara work, 
Kdvydnusdsana.

Hemacandra K. A. N. S. ed. p. 316.

RgRT I ”  Abhi. Bha.

The context is ?̂TRT?RTftlRR and the Alan- 
karas of women RTRt IJTR etc. Abhinava 
criticises Rahula for holding etc.,
also to be Alankaras. In the reference given 
above, Abhinava, in the text in Madras Ms., 
refers to Rahula as RrRTRTR- It is likely that 
it is a scribal error for ^IT^URTR, since we 
find it so in Hemacandra, who is always very 
useful in deciding the text of Abhinava’s 
works. It is also likely that Rahula was spe-

r\
cially very proficient in Rm in Natya and 
thus might have acquired the name RcRTRTR. 
He was a Buddhist. We had among Bud­
dhists many such writers on such secular sub­
jects. One Padttia Sri is known to us as a 
Buddhist monk who has written the porno­
graphy work, called Ndgara Sarvasva, from 
which we learn, in addition to what wc know 
from the second reference to Rahula, that 
the Buddhistic Sampraddya on topics of 
Alankara etc., had their own deviations and 
peculiarities. Thus Rahula either commented 
on the Natya Sastra or wrote a big treatise 
itself like the Natya Sastra on Dance, Drama 
and Music.

4

BHATTA YANTRA.

There is only one reference to Bhatta 
Yantra in the Abhinava Bharati and that too 
only on Dance. It is in chapter 4, p. 208, 
Gaek. Ed, on the difference between Natya 
and Nrtta. If he is a commentator on 
Bharata, to decide which sufficient evidence 
is not available, we have in him a writer on 
music also.

RUDRATA.
Sdrngadeva mentions Rudrata as a San- 

gita Acarya.

Confirmation of his having written a work 
on music comes from a reference to him by 
Abhinavagupta. Abhinava criticises Rudrata 
as having written without understanding 
Bharata. x

“  RRRR f  (auf j  WR1R:

rrrrt  h r r r

-3RD I ”  p. 160, Vol. IV.

This Rudrata is the great Alankarika, author 
of the Kdvydlankdra whom some scholars 
identify with Rudra or Rudra Bhatta, author 
of another Alankara work called Srngd- 
ratilaka. Rudrata is placed between the 
first half of the 9th century and its end. 
He is thus a contemporary of king 
Avanti Varman--of Kasmir and the great 
Alankarika Anandavardhana. Rudrata is 
quoted by Kallinatha, once independently 
and again, as being quoted by Matanga.

“ RRT R R R ft: RWTR^RT-

RRrfocRn*. RRRrft 

$RT RSRR^Rfa RRRtRTR; 1 ”
S. R. p. 82.

Mr. R. Kavi, as usual, without evidence or 
authority postulates the identity of this 
Rudrata with Medhavi Rudra, another writer
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on Alankara, which is wrong, and again both 
of them with Rudracarya, protigee of King 
Mahendra Vikramapallava and author con­
nected with the Kudumiyamalai music inscrip­
tion. This triple equation is absolutely baseless,

BHATTA GOPALA.
Ahhinava refers to this writer on music 

twice. He first quotes him and his 3T<£^T- 
fa-TiT in Chap. 12 on p. 332. Vol. II, along 
with Bhatta Lollata. He promises here to 
come to the topic of in the
and accordingly, in the he again'
quotes Bhatta Gopala, who he says, has re­
futed at length in his Tala Dipika the WST- 

of his predecessors.

“  3TcT w

(?) rT T ^ rf^ rix l

^TrTT5rTJTT ET-q̂ rft ffacT: I c f f

s r s rs rp l ^ R f i r w r n r :  ”  i
VoL II. p. 382.

“  r̂«uf%; ¥jfjft»Tr^: ^Tfasrninr srer^fsfyr-

frfcr i ”
Vol. II. p. 181.

MATRGUPTA.
Matrgupta is referred to by many writers 

and his Anustubh verses on subjects of N City a 
are found quoted in Ranganatha Diksita’s 
commentary on the Vikramorvasiya, and Ra- 
ghava Bhatta's commentary on the Sokuntala 
etc. His work should have been in Anustubhs, 
modelled after the Bharata Natya Sastra tre­
ating of music also. For the reference in 
Abhinava Bh&rati to Bhatta Matrgupta is in 
the acrraPT, p. 32. Vol. iv .

rTSjtTfi IriynW—

“  3 ^  sr 1 ”
Sarngadeva mentions him as a Sangitd- 

carya,

3ir^^Tl fllrijj,Ht ?T^otT 1
The reference in Narada's Sangita Maka- 

randa p. 13, to one Matragupta is evide­
ntly only to Matrgupta.

Matrgupta lived in King Sri Harsa’s time, 
607—647 A.D. He was a great poet and was 
latterly made King of Kasmir.

PRIY AT1THI.
This is a very new name in Natya litera­

ture, which we are given bv the Abhinava 
Bharati. It quotes this writer on Natya on 
the subject of ‘ Saindhava’, one of the ten 
Lasyaangas.

(or) =sr

P. 537. Vol. II-
Priyatithi wrote against Bharata’s view 

and Abhinava criticises him for this.

SURYA.
On p. 95. Vol. I ll , we find in the Abhi­

nava Bharati—

‘ a ?  (# )
’ (Bharata 28. 2) I ”

There is no improbability of Surya being 
one in the pantheon of Sangitacaryas. The 
subject of the above refernce is the fourfold 
instrumental music.

ASTA AGAMAS.
(Eight basic texts.)

The story of * Five Bharatas * has been pro- 
ved to have no evidence for it. But in the 
history of early Natya literature, there seems 
to have been a collection of eight Natya 
works, basic and authoritative, going by the 
name SI'S Abhinava refers to these
snZFTTTs on p. 227. Vol. IV.

“  g  fsrw T T R ' (?) l
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What separate works constituted this 
‘ Authoritative Eight ’ is not known.

KING BHOJA.
About the time of Abhinavagupta ruled at 

Dhara, the Paramara King, patron and proli­
fic writer, Bhoja A.D. 1010—1055. Bhoja’s li­
terary period was a littie later than that of 
Abhinava. Sarngadeva enumerates Bhoja 
in his list and Saradatanaya quotes him often 
in music also along with Somesvara. W e can 
believe that King Bhoja, master of all arts 
and sciences wrote on Sangita also but we 
cannot believe Mr. R. Kavi’s calm news that 
Bhoja’s Sangita work was called 
JT^RT, which name is only a fancy, built on 
the analogy of the name of Bhoja’s great 
Alankara work called Sringara Prakasa. Par- 
svadeva says that Bhoja gave the technical 
terms of music in the Bhandika vernacular in 
his work on music S. S. S. II. 1.

SOMESVARA.

q’TfT^T =?T srtflTSr: I

This reference in Sarngadeva gives Somesa, 
Paramardi and lord of all worlds as a Sangitfi- 
carya. Saradatanaya in his Bhavaprakasa re­
fers to Somesvara along with Bhoja two 
times. Saradatanaya says that he is not ela­
borating music since it has been already dealt 
with by Somesvara and others. The Sangita 
Satnaya Sara of Parsvadeva, quotes him with 
Dattila, as having dealt with Tala and with 
Bhoja, as having given the technical terms 
of music in the Bhandika Bhasa. This Bha­
ndika Bhasa is vernacular and very highly 
musical and a grammar of it is available in 
the Tanjore Sarasvati Mahal Library. In 
that grammar, a beautiful story of the origin 
of that vernacular is given. It is said that 
when Krishna danced the Rasa, along with 
the Gopis, from all parts of India, and when 
each sang in her own tongue, there arose, in

that beautiful medley of tongues, the very 
musical language of the Bhandika.

W ho is this Somesvara who is cited as an 
authority on music? The Editor of the 
Bhavaprakasa in the Grekwad series, Mr. K. 
S. Ramaswamy Sastrigal discusses this 
question. In Sangita we know of two Some- 
svaras. One is the Calukva King Somes- 
vara III, who composed an encyclopajiiic 
work called Manasollasa or the Abhilasita- 
rtha Cintamani, in the year 1151 A.D. This 
big work, part of which lias been published 
from Mysore and Baroda, is said to contain 
a very big section on Music. This portion, 
when published, will light up our field very 
much. It is very likely that it is this Some­
svara whom Sarngadeva and others mention.

Another Somesvara is known as the author 
of a music work called Sangita Ratnavali. 
Some identify Sarngadeva’s Somesvara with 
this Somesvara.

BHATTA SOMA CARANA.

But all are agreed that Somesvara is a 
King and Ksatriya. If so, we had another 
writer on Music called Soma or Bhatta Soma 
Carana, a Brahmin. The learned Ranga- 
nath.i Diksita, in his commentary on the 
Vikramorvasiya, Act. IV., quotes him after 
quoting Matanga, on the or the 51WT-

mfer, P. 89. Nirnaya Sagar Edition.

KING PARAMARDI.

This word is taken by some as an attribute 
of the above-dealt with King Somesvara,
q rq ^ f =5T TTTTRrr T m ^ 7JT^Vqfl=r:|. Mr. K. s.
Ramaswamy Sastri takes Paramardi as a 
separate name, as a different writer on Music, 
identifiable with a King of that name of the 
Candel Dynasty, a scholar and patron, who 
reigned between 1165—1203 A.D. This view 
of K. S. R. Sastry is justifiable. Parsvadeva 
in his Sangita Samaya Sara (on p. 2-1, Tri.
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E dnj quotes one King Paramardi, in 
the srsr?SIT«nsr ie. Chapter 4,

“  ^pir ^  sr^tfr i

3WTT*T: ^ ir f^ T C t ^ T  II ”  SI. 6.

Nothing more is known of King Paramardi 
or his work on Music.

JVANYA BHUPALA.

Through the kindness of my professor, I got 
the manuscript of the work of Nanyadeva from 
the Bhandarkar Oriental Institute, Poona. The 
work is incomplete and is generally called in 
the colophons as Bharata Bhasya. But two 
of the colophons style it as Bharata Varttika. 
The work quotes Narada’s Siksa and the 
author of the ftsrcorafar on th esrrc^ r- 
faSTT, Siksas of Panini and Apisali; Bha­
rata, Matanga and his Brhaddesi, Tumburu, 
Kasyapa and Brhat Kasyapa, Visakhila, Yasti- 
ka, Dattila and Abhinavagupta. Two names 
among the writers quoted must be noted. 
They are Sages and of whom
we do not hear elsewhere. References to these 
two are on p. 64a. The Kalika Purana is re­
ferred to by Nanyadeva on page 132a, as 
containing the treatment of the gita called

The Colophon has sometimes this sugges­
tive word— 1 errf^nFret’ . From this we come to 
know that Nanyadeva’s work is very big and 
divided into four sections according to the 
four Abhinayas—3 7 ^ 3Trf*T̂ 7, 
and The first section—Ansa, called
'l lR i ’h,deals with Sangita. The portion dea­
ling with Music alone, is available in the 
manuscript above referred to and even this 
runs to 221 sheets.

Nanyadeva, as one mentioned by Sarnga- 
deva is earlier to Sarngadeva. Nanyadeva 
was king of Mithila. He calls himself by the

name faBr&ssn; and He
has another ntfme also—Rajanarayana.

“  STfesrfa (fir) err; srew ^ftwiifbrT: i
n ”  p . 12a.

His work called Bharata Bhasya and Bha­
rata Varttika has another name— Sarasvati 
Hrdaya Blmsana or Sarasvati Hrdayalank- 
ara or S. H. Alankara Hara, as described in 
the different colophons.

Of Bindit Raja and Ksetra Raja, two ̂ au­
thorities enumerated by Sarngadeva we have 
no further knowledge. Both look like his­
torical personages. Kohala, as quoted by 
Kalliqatha, quotes one 3THTT3T on the 
^r&T' called on p. 688. If
Ksetra Raja is the same as this Ksemaraja 
we may take him as a writer earlier to the 
Sangita Merit.

Lohita Bhattaka and Sumantu are two more 
writers quoted by the Sangita Meru. They 
are certainly historical from what we see by 
their names, but further light on these two are 
not yet available. W e know of Sumantu who 
was a sage, who is given by the Maha Bhara­
ta and Asvalayana as one of the 5 MHfll- 
■e||*ls, not ¥R!rT|-eilSfs. He was one of those 
who edited the Maha Bharata after Vyasa. 
He is mentioned thus —

Ihr ^roTrjrjr i

^TJTwn,rsrpTT*r TT^rfrrc?TT>FT^ 11 

%f|cTT^: srertf§RTr: I

SARADATANAYA.

Now let us come to the 3rd source of infor­
mation, the Bhavaprakasa of Saradatanaya, 
a work on Dramaturgy, ascribed to the 
period 1175—1250 A.D.

Saradatanaya, if the above given date is 
correct, was living in Sarngadeva’s time. 
Saradatanaya was, as his name shobornws, 
of the grace of Sarasvati. In the 7th chap.
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of his Bhavaprakasa he takes up Sangita and 
after elaborately telling us of the physiologi­
cal process of ’ TT̂ lr’TfrTj just touches Music 
and leaves it saying that he need not deal with 
it further, since Bhoja, Somesvara and others 
have treated of it. From this same reference 
in Chap. 7, we learn that Saradatanaya 
produced a companion work, certainly ear- 
lieF, on Music called Saradiya.

P. 194.

Further, Saradatanaya refers to many 
other works and authors on Natya and 
Music. The following are noteworthy since 
they are not referred to elsewhere : 

and

GANDHARVA NIRNAYA.

The is a work on music,
treating of Natya also by the w'ay. Sarada­
tanaya refers to it on p. 2G6 in chapter 9, in 
the description of the minor Rupaka variety 
known as ^ , which is a T̂VcTncT̂ ST, an
operatic composition.

‘ i

The author of the Gandharva Nirnaya is 
not known.

DRAUHINI.

The quotation in the Bhavaprakasa in the 
name of Drauhini, on page 239, 1.1, is on 
Vrittis and Nataka.

1 *Trr7rftffrP^r ^TrT | ’
From this reference we can take him to 

be an author on Drama only. But Raja- 
sekhara in his luivyaininiamsa quotes him 
twice and from the first quotation there, we 
can surely make out Drauhini as an author

on some music work. This reference makes 
Drauhini praise Music as the 5th Veda.

“ ^TO^VfJTT
slfefor: I ”  K. M. P. 2 Gaek. Ed.

Thus Drauhini's work, like works of the 
early period, comprehensively dealt with 
Sangita proper, with its 3 departments, ft is 
also likely that Drauhini is only Druhina's 
son, i.e. Narada.

VASUKI.
Vasuki is a mythological name. Vasuki 

is quoted twice by Saradatanaya. He is 
earlier to the Bharata Natya Sastra, if we 
rely upon a verse attributed to him by Sa­
radatanaya, which is found quoted by 
Bharata. Vasuki is not enumerated by Sa- 
rngadeva or Narada nor is he quoted else­
where. Narada’s list however contains a 
name which, if it is taken in the mea­
ning 'snake ’, may refer to Vasuki, but this is 
quite far-fetched.

KALPAVALLI and YOGAMALA.
The Kalpavalli or Kalpalata and the Yoga 

Mala Samhita quoted by Sarngadeva are 
definitely works on Natya but probably these 
two devoted some of their chapters to the Sa- 
manatantra (allied science) music also. The 
Yogamala Samhita seems to be a conversa­
tion in which Siva teaches Natya etc., to Vi- 
vasvan i.e. Surya. Surya seems to have some 
part in the history of Natya and Sangita. 
In the first chapter in the i.e.
the 28th, on p. 95 of Vol. Ill Mad. Ms. the 
Abhinava Bharati of Abhinavagupta refers 
to Surya in connection with the four kinds 
of 3TTcTT?T) instruments.

“  ‘ ft̂  (ft)

VYASA and AGASTYA.
Saradatanaya mentions at the beginning 

of his work that he studied and learnt the
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schools of the following writers on Natya— 
Sadasiva, Siva, Parvati, Gouri, Vasuki, Sara- 
svati, Narada, Kumbhodbhava i.e. Agastya, 
Vyasa, Bharats’a pupils and Anjaneya. Of 
these we have already dealt with Narada, 
Vasuki and Anjaneya. How Sadasiva and 
Siva and Parvati and Gouri are separate and 
different we are not able to understand. Vya- 
Sa is quoted now and then by Saradata- 
naya. There are two possibilities. Sbtne 
of the Puranas of which Vyasa is the gene­
ral author contain chapters on music.. Opi­
nions quoted as Vyasa’s may refer to opinions 
contained there. But such references are not 
traceable to the Sangita texts in the puranas. 
The story of the origin of Natya which 
Saradatanaya attributes to Vyasa, the exact 
number of acts in according to
Vyasa referred to by Saradatanaya, are not 
traceable to the known puranas which deal 
with drama and music. The other possibility is 
that there was some work on Natya current 
as Vyasa’s. Anyway Vyasa is not a mere 
name, since Saradatanaya attributes to him 
two definite opinions on pp. 55 and 251. 
The name of Agastya does not seem to 
appear anywhere else. As a matter of fact, 
in literature, Agastya is a rare name in San­
skrit. It is only in Tamil that he is the 
eponymous father of all literature. Sarada­
tanaya, as the editor of his work suggests, was 
thus likely a South Indian. But in the body 
of the Bhava Prakasa itself, no quotation 
from Agastya is found.

PARSVADEVA.

The Sangita Samaya Sara of Parsvadeva 
published in the Trivandrum Skr. series is a 
work of the early period. Mainly a work on 
music, it treats of dance in chapter six. Pa­
rsvadeva, as his name indicates, was a Jain. 
He and his father were great scholars of the 
Natya Sastra. The upper limit of his date is 
easily fixed. He quotes these authors—

1. King Bhoja, 2. King Somesvara. 3. 
King Paramardi. 4. King Pratapa. 5. Di- 
gambara. 6. Matanga. .7. Sage Bharata 
and 8. Dattila.

Of these, the references to Kings Bhoja, 
Somesvara and Paramardi are valuable and 
they fix the upper limit to Parsvadeva’s time. 
King Bhoja ruled between 1010 and 1055 A.D. 
Paramardi flourished about 1165 A.D. and 
Somesvara about 1131 A.D. Parsvadeva is 
thus later than the 12th century. Sa.tnga- 
deva does not refer to Parsvadeva. Singa 
BhupaJa (about 1330 A.D.) quotes him often 
in his commentary on the Sangita Ratna- 
kara, Thus his date falls between 1165 and 
1330 A.D.

The manuscript of the Sangita Samaya 
Sara in the Madras Mss. library (No. 13028) 
gives much information about the author 
Parsvadeva. Parsvadeva was the son of 
Gouri and Adideva and disciple of one JTtTT- 

who was himself the pupil of 
The paramaguru was thus a Jain and born of 
Brahmin parents, Parsvadeva was a con­
vert to Jainism. Parsvadeva mentions in the 
beginning that he consulted the following 
authorities : g g * ,  *rra, urn?,

and Parsva-
deva gives the name of his family as 
u<4l*-sp-4. The colophons mention the names 
of his guru and paramaguru and the titles of 
Parsvadeva.

In the first verse in chapter 1, Parsvadeva 
says that he is going to follow Bhoja and 
Somesvara in giving the technical names of 
music in the Bliandika Bhasa.

i|5T̂ TOTcT: 57^r#iT£rT: II
S. S. S. II. 1.

W e know of certain new writers for the 
first time from Piirsvadeva.
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KING PR AT A PA.

King Pratapa is quoted on p. 29.

*T3T e f t  m  i

3 rr f^ m j^ t^ T rF : xr?rPT^fMi^5n n

Though Pratapa and Vikrama are syno­
nymous, it is vain to identify this Pratapa 
with the Vikrama quoted in the Sangita 
Makaranda.

D1GAMBARA.
Parsvadeva refers to Digambara or Di- 

gambara Suri thrice in the chapter on dance. 
The third reference is reverentially in plu­
ral. Evidently Digambara Suri is a Jain 
and most probably a teacher of Parsvadeva. 
The three references are these—

1. On the 3 kinds of a •irig tcT—

f̂ TSrerrc: gtsHTl-S-
5T5T: I

f%»TTSÎ »Trftf%cT: || p. 60.

2. sftrffl I
^rnRT^%rft % f ^ t T P ^ f t  fft^rTETiThl

P. 63. SI. 89.

3. 1
P. 63. SI. 93.

Thus not only in Philosophy and Poetics, 
but in such subjects as Drama, Dance, Music 
and Pornography, the Buddhists' and Jair.s’ 
contributions to Sanskrit literature are im­
mense.

SANKARA.

Parsvadeva quotes Sankara in the «Tr?JT- 
tSTT*T i.e. the fifth, p. 42.

It may be that this Sankara is a historical 
writer on music, or only God Siva.

The PURANAS and MUSIC.

As remarked above, references to Vyasa 
may refer to chapters on music in some of 
the Puranas. The Puranas that contain 
chapters on music are—the Visnudliarmo- 
ttaram, the Vayit and the Markandeya.

Of these the Markandeya does not regu­
larly treat of music. In chapter 21, it gives 
the story of Asvatara the King of the ser­
pents. He did penance and requested Sa- 
rasvati to give him his brother Kambala and 
to impart to him and his brother the music 
lore. Sarasvati did so. Asvatara and Ka­
mbala propitiated Siva with this music. 
Here incidentally, in mentioning Sarasvati’s 
boon, the topics in music learnt by the two 
Naga brothers are summarily given.

ntoFTffr ^  cTRr?rsrrftT i j^ r r : 11 

cTOT ^  ^  I

* * *

»nc crr<7 fftir^rc w w *  1

cfSTT *T9T 3% II
#• * *• *

3T^TT^HTrTffTT% I

c T # r  *rcr vt̂ Tct: ll
Sis. 52-56.

The VAYUPURANA.

In the second Khancla of the Vayuptirana, 
chapt. 24, latter half and chapter 25 deal with 
music. The former speaks of seven Svaras, 
3 Gramas and the Rdgas belonging to each 
Grama—20 in JT̂ JTsTTCT, 14 in T-SniimW, and 
15 in *11'•*31X34 W, the etymology, devata and 
description of each Ruga, and JJs5*TT- The 
25th chapter is devoted to 30 gita Alankdras.
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The VISNUDHARMOTTARAM.
The 3rd Khanda of the Visnudharmotta- 

ram contains a big art supplement treating 
of Grammar, Lexicography, Prosody, Poetics, 
Dramaturgy, Dance, Sangita and Painting. 
Chapters 18 and 19 here deal with music. 
In the beginning the matter corresponds to 
that in the Vayupurana, though in the Vi- 
•mudharmottaram it is all in Sutra- like prose. 
The following are dealt with—

Svaras, Gramas and the Rdgas_ of each of 
the 3 Gramas, 3 Vrttis, and

9 Rasas and the Svaras for each 
Rasa, the 3 Layas and the Lay a for each Rasa, 
10 Jatis, 4 Alankaras, HTT-

and and the several kinds
of songs viz, +H>-
6 ', TTfnT^T, ^ T -
fefcIT and sT^ntf^FT.

Here this chapter called ends.
The next chapter dealing with music is 
devoted to SHcTteT, instruments. _

CARE OF VIOLIN AND BOW DURING THE SUMMER.*
By

E d i t h  L. W in n .

Pupils of school age often let their violins 
go without special care in summer. A violin 
when not in use should be encased in an 
oiled silk bag or a silk scarf. The strings 
should always be wiped off after playing, and 
before playing, talcum powder should be 
used, if the hands perspire.

The A string is most likely to break in 
summer. The strings should be tuned gently, 
and should sometimes be eased by being 
lowered before they are tuned up. This 
also loosens the pegs if they fit too tightly in 
their holes. Once loosened, the pegs may be 
turned up until the strings are at the desired 
pitch and then pushed firmly in their holes.

If it sticks a tight peg may be tapped with 
a small hammer, on its protruding end.

Watch the bridge constantly in summer. 
If it leans forward, gently press the top back 
with the thumb and fingers. Do not move the 
bridge from its base.

The bow must always be slackened after 
playing. Use good resin. If the hair grows 
slippery the bow should be rehaired. Do not 
tighten the bow too much. A bent stick 
makes trouble.

On damp days the violin shoold be shut 
tightly in the case. When the sun shines the 
case may remain open. The average instru­
ment needs to be played on often to be kept 
in good condition.- From “ The Etude.”

* Extracted from  "  The Musical Standard."
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(Continued from page 206).

qq qqq t rr̂ 5t qqTgqqwqqqTq q  i
g q -s fe  q m s fq  q  q igg q t q iq q q g m .sq ir  n t t w

—  II II —

55%TTT?T SsRT^rr^f^l+^’T £|fqi|-+Fq qfqqTgqm : I 

q  q q r flq  3TTrTT5̂ q g  qqqrs?T: II C5. II

?qiqT qfsjTFR qqqqFqr gqr: qqqqf^ fq^ fqasi i 
armflqiifar q q f o q s ^ q q q T ^ f o q r r q q q :  II 0,0 II

q q t^ -S q ^  rjqFqT q q ^ q q  q rs ^ fcq : qqiT I 

’ i m i f ?  g ^ s q  qtarflqr q q r q q -q q q :  II o ? II

—  f ^ T q :  || \\ || —

fefgTqTTqqr q  q^q qs?q qif^qT q  qr-qTFqrqT q  3?tftt I 
^?qvqqrqgfqqrrqqq ^Tqr q  qqng^qr q  qrq: il ', .< il
q^qq^ts^TT ?qqq q  q?q ^vq^qqqqqqgqi^qrg I
q q ! qq^qngfq^fqq: qrr^rcTfeqq: qgqnqwq:: n ® ̂  11

^qiq^^qv.qr fc q  qqqRq qft q  6sf q  ^qs^gq- q  I 
q q tq f-u n r ^ q  q q q r  q m  q g q  fg q q q r  q q ;  n * y 11

q^gqqqTFfqq'RgSTT q q r q q q q T  q  ? .g g q : l

—  q q  qrqRniT: II q q q T q t ftq : II II —  

f t v - q  q iq rq fq  q q q ^ q r q r T q F q F q q  fq^ qqn r; n V\ 11
5



THF. JOURNAL OF T H E  MUSIC ACADEMY

ft k w  ^rarrm: t

%'TT fe'-H 3T*>*T wmnaTT S T T r T T %% tTSTST || ||

^TFTT^JTUTr :̂ I

cfWJT ^TT^rg^rCrffOTT^rl a^5TJT^JT T^jfqcTS? II *AS II

n ^ r r ^ T  S lr lT ir f^ ^ ra  * q T i^ i?T  STT^t^rm .S’Tq; 1

sffr ST ^  T̂ snTTiljft^: ^^F^SJtl.Sqy II «\<£ II

—  |h OT>’• II V a II —

srspir*?ig qg-fesT 5 r ^ r ? ^ m  ? i ?  i

T T ^-ir mar W?tanasmTT r̂ ^nm e  m fsfrssr f ?  II 

m re r  ft qqrrrnmrrsF^ftmr 5 ^ :  h  T f3 n f^ iT r£ 3 *F jf 1 

rr^vnr^JT f^fqmssrmrctfiyiifa 3 <tsj ŷr: 11 ?©o n

—  II *WTTor»T?FT: II \\ II —

TTn ^  *TTJTTOT̂ Tf[lTPŝ  TffsrST^- qfmTFmTU: II l ° \  II

marmrr 3  sr^rr^TJ^RTt srf^T: *r ?;t»t: i 
m raU 5* ^t mam c ^ i  ^rr^m m ^T^rrsr ^  11 11

SITtPTT J^T«IT ST̂ rT SW5nT«fa f^RrrTKT |
TTPCtf^Tir: ^nsft5c65T^3^TTm urr: 11 \o\ II

ipqpjWft^fwqJTmTTm^IPar R̂TTJ’T: fam=TTq%g: I

—  II II ^9 II —

mirffasr ^PTm otsfasirm  *r m a m rq ^ fa q rm m : 11 ? ° y  11

t ^ jt r im  1

mrcremar m am  qar <r̂ q- g-sfrfbnn: 11 W \  11

sr*Tvmmn fqrcrsmTm m T cqu in f^ : ^  i

m :nvm m *rc3m «r srtsqr m fo r te m  11 \o% \\
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^ qT O ^ I^  q ^ n fa  cFT ffareq' ^T: I

—  ii in nsrR q^r: n <̂s 11 —

^*rrfa TTi^rc^girm  tft ^  srafa n ?ov$ h

R ^ T ffa r s n f fa r ^ c n R T R ^ r ft^ r ^ r f fa r fp fa T s ^  i 

nfcCT^fo*TO?m £«r *t tr r ffa T R r ii^ fa re q ': n \ °c  11

ir^rsrJrfa f t ^ f f a a j  STgrffaar: i

TTlfSfcnsSTl =* ^ rfa  f a  ^qTfscffaTjRR: II \o^ I!

—  || 'T| '4R (--i:: II ^  II —

q^ qrfa  q ^ r r fa ^ f fa F r fa  ^ q F fa ^ qrta rfo^ g^ qT .sq '^  1

ftrf<?cniT f?r^i^: ii \\o n

iTTOrc^rT qr q ffaT S q q ^ q iT F q rc fa  JF^cTT^rfai i 

f a R  g r r ^ c q q d f fa w t  rror q ^ r f^ fq ^ r fa & r  h ? ? ? n

TfSTTSFTT I jfa q T  ^ T  f a f f a  ST f a :  I

STTfatr^gcTTSTisresr q T fa fa fa t f* R ?fa T .fa t II l  II

—  II II ^  II —

ffarfTIT cT F̂fTfl- q q f a  T q T R .fa r fa ffa R q q R q T : I

*t ^ ’;q^T5TT3j fflrsr qqR R P F q t f^ fa T s f t  sr f a q :  n

? q fa  5 * : q^JTflTi^FT ^ r fa c r n ir  t%<7 sp farcq - 1 

SWsTJr-fa ffajfircT: ^ q r f a l f l f a R  II '  \'i ||

s r c W t  ^TTr^fat ^  f a t  f a  sFF^req ^  i

flTTrfrffqTTqTaj T̂rf̂ cTqrTqT ffarfaq ffa fa q  h r : n ? \\ n 

nr^nr g ^ T f fa ^ R ^ q r r fa  a m r M :  h ^rtt i f a ^ r :  i 

ii f f t  f fa r ^ q n r c m r : ll
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srs; h 11

5T3r«l srqn’f t  gsscncsr T H r fa '^ rW ^ rn r ’ifT; i

^TSTT ?TfT55fTj^?T g  Tf^T FT S ^ T  T^FT^T? FT cTfsffg. ||
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—  II || R || —

£PtT^Tr Ir^^JTTFTfTTJT: T r ^ T f g- %%'*qfa*TrfnTrqT I 

5TTr?rr STTcT: gJTS^q *TlT5n' RTiSTT T^ITTST ST ’Tffmssq1: II

—  ii ^t% w rq^JT : it'\ ii —

^qrfqrTfrsTrqgimVsqTJT: h  qgrftqYq-firTrrirssg: i

^qTc’T̂ 'ITî TJTi: HT <£JTf -TTST cPTT T m qqT g^q II l  II

—  II tt II —

Ff5niPT5nrTT»TJTWTffT,lfTr^T^?Jc5£r: %5T TTJ-giT: I 

*T JTWTTT̂ cTt ^Ttrircr^T: qSFjrerr^crfqgfacTaj || \'<o II

q # fq fr ^ r ^ ^ q * r t fT ? F * ^ 5 ig 1 ' fa fa g ^ F T se t  i

ssTg q ftr^ g cK ^ T tg  Trq-scT'aiffrTRF^ffsj n V<\ n

- -  ii q-^F^sr: n  ̂ ii —

Trsirsqk q fiT 'T T iF ^ q : t̂ TrwnT?rTiT^g^:qxi i 

ŝ FTTTrt«rqf?r'TrT!Ts?rrT pqrsri 3T£fs5Taj aspr^: sqig, ii ii 

sqT O W JT ^ rsT ^ : qrsstFFrrfpTF: =Fnrrf^r^WcT: I 

a r r d f l w .  ^T%=n srsTvTra^R ^T^rTcfq irT ^ g : n W  n

^  ^  sr R *nsr ? r ^  fa R q m jftq : i
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—  ii tnCTraipr* ii % ii —

$  TnTeTT̂ ’Tgp^f^'^T * m P  II V<4 II

sr 'T^irf.ssrT vrsrf̂ r 5 i^ g  i

—  II frmiTT«*T*: n vs II —

?r ^TJmr^r^F?TT^^ *t*t jtt^ -  *Tsrarg»j?*T n V<'\ n 

m^R^rsTTf^r^Ti^^JTT^rrR^i^TRT^ig^srT in i 

HTf^r^T r̂ TT̂ T ^  ?TCfj5T3=rT!!TT ^ rT S JT ^rf^ ^tW T q; l l ^ l l

—  II ?Tl»T7tJ*r: H <£ II —  

jrrTrrf̂ FT q^JTjfk^m : *t ^ re t ft^ fffT r r^ rT : 1 

3T5TT ?n;: nr^orc^: f% ^  *T ^ r T r ^ :  II

ST^mi'lli: TrfarTT: sfWOT ^T^Iffr !TFT^^m%crT: I 

II f^ r fK T » T T : II

—  II 3T?T g ^ m r :  Ii STKm: II \ II —  

g^Tfr^T f^ 5ifgrmrr?rnTT ^t̂ tt̂ r i ' ^cm^mTrrr^: 11 \\< 11

s r ta n q r ^  T fsre re  3  T i f  i

srCT-refTS^ =T 71T3T QcT ^^q^rTsarr 'tsjit^ : top II

^TTPJTwm^cTR f^r«r JT?̂ T TTTJ'aTCTTTSWT 3  HJT^-TT: I

fe fo jn W T ’TT II \\o II

—  II ?Tf: II R II —

ST'-CTT-im- JT^JTT^TTIT: *T *^OT^~-7Srrfta*|rT: I

?7T*rt JTcfŝ rT̂ fqr =ar JT«rjfrs^T *T3pr cr|q- ;i \\
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—  II ( \) W\W —

g i
«TT*TT ?T^U5TT5^T SET T^5T g:g^r<T. ST =5T II

—  II ^WTS: (P() II y II — 

fipffqq^r^JTST ST̂ -qr ^TTT^rmn'TTiT f̂Wt^T: I 
«TTSTT TT r̂ĵ rT^̂ T ^  T f3T qq ST ^rT^wfs’T?T'7?JJTr̂ T:ll *%%.

3T r̂ VRfrJTsT STJTT: Sq’STCT ST crq- RgsWrT ITTflcT I

—  ii m sr: ii ^ n . —

stst«c*k t  R m %  srrsrsT irT  s F r g  s p i ; g  =5T q^JTT *T: ii m  II
aTTfwt^rg^cTcTqT Urfr?TT ;qrsrT TT^s^TT^fq =sr am 'm.ssq I

I________

— ii Tramqresp 11 % 11 —

STcT^nT JT«TTTqr^d I^-ISd WU  STT55T: fess  ’T^ITTS^: II W a II

^^r?TT5q«r^JT^raT5q: S^Tcl^OT 5ftT33TT^*n«r: I

— ii steist: ii c ii —

srsrê Rr srsrfcr s ^ s r ; st s^m?anTC^Tr srqg: 11 11

fststt Ji^s^fTsfq- ^  aram.ssq' sr tfrcnT-snsgcTT i

— ii qrTggro: ii <; ii —

Rsrfrr qrWrR a- irT̂ arRqTqT ^  ii 
^qrRqrm^f^^r^qsTrrargrsfrgsTT im fl-q r  r̂ sutt; i 

-qrsrT g  q^sr q̂ r ^a'Trai^qq^qrTTOTt 11 \\<z n
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Of VHGYIS VXIOKVS
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—  II ('«) || ^  ||

qf^-r g  q r ^ q r  sr fer : t̂t̂ t: ii

— ii ii \\ n
rm raT^jm ^iTT^- n >i

IT T ^ T ^  KJTO %% ^ 5 ^ m ^ a T T P K n d ? m ^ r F :  I 

TTT^^lT^t JTY?riTcft5<gT »T^t5T:|| II

—  11^ ^ :1 1 ^ 3 ,1 1  —

^if-sfavrreq i

a^fl^Ttsfr =5r TIST q q  ^ F f T ^ f ^ r r s f q  ^  T^Tft^T: ii

—  II ^5T: 11 \c II —

qrsmrfa sN'rfor**m*rr: srcjg: i
^rmT HT ŝ̂ Ttsfq- ^  srata; n
h n=r JTP^f̂ Rm^JTsr ^nrq^TTfa firsts? «rr: i

— II II ^  II —

# ^T%^TT  ̂SRfJ*T SRS  ̂H ffTaT̂ TT̂ -filchiM^d? II II 
g m i R  srq faqn fr %g*qT*rT siff.s5Tt.sftT ^  sfsrat.req i 

dT^^TTTP'arrgrrST qg-JT^T«lT II V<\ II

— ii Tr̂ qrrpTcr: ii h —
JTfTf f̂TT^PTOT55^q fS fq  T̂ q ^ ffTq^fipFPTq:g: |

f q r #  ^ffs5TT.sFT ^  q q  «jnrf grrsrTfrRqn^^wiTq; ii 

sr qrrafsrq: *T Jfq: T̂ T =q I

STCfFT WqfTRffRfTT fsrsr ffT f TT*TT: II W \  II

li f f a  fir^rfcr: s p ^ p ir :  ii
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(Lp pso/rest im n a x a E ^ io  Oxtutuuu® ev^jaar® .

eQCoxeipLDinu uso/rihir p  @2<sb)G soG uj

Q x tu tu u u ® 8 p p i .  /5®aflso u ^ p p n it^  £§)0 

u x x tB ix sS ^ iu i xasixei^Qu p  jottE  ̂ euLLi—(yuit 
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Sleti uiri—Xiixsir iSQ^praxin e u x & u u 6uir 

G t S e o  35.jSiuuiy. (3jjp ix G x  t3 flm g i Q x s i r ^  

'§)VLo jsy'5UG5>XiL̂ in ptrin j y  jgi em S  •£ gn x  

Q xrsjsrQ )  J j)0 a / 0 tb  Qxtrm gi (Lpty.pglin  

ueosds8 es>iu srQ pjgidiQ sw rirxsir. svi/r,

jy ev p jjx j)i sremuiEixin e .s x r t_ x x x ^ i. j y u  

uiy.xSsa T /$ Sleo uirt—Xirxsir Gtnpxs. jQtuUiy. 

LBfWjpiEixxxTjr r iShfimpeyt—eir m ein exeirr 

jyeuGirirQ QxsosoGsvstarQQLnsarGc^) *gysOeV£g 

£jlt2-QirsBrjpi ex piJL-t—  t3 SsQ^S)so jysom  

etirnGpiT) ^jev'stnXLj i9 ssr Q p x i—XXLnsO p x tk  

xsir expxssiG ev e . rx G p  S p  £3 (njmpUiy-G>jj 

(Lpty-p^pieQQsuirrxsrr. (o&L-ueuir

<®(C7fj<E0 xeiu u u t_irjgj. j^ xG su  uiri—Xir xsir

(oL//T0(ii eu^Semtu ^ymotirvifhjuGlp; tB(lf)piEiXLn 

evxQuueviTXsiiisar (Lpempiuir^tM.

^jesfi evs»s9 ssr QmsnsQssr « g / r  m rxss>tx, eQsrr 

XQfpleuirLn. urrt—Xir «sysOsô g! (Hsuggpsxtrserin 

Qxtuusw T) xintSXLntrxu uxiy.:LjU> e u x S p ^ u n  

ffl/ 0 i5 i_ ® « a fli xtlniUxmirasiju>, etvsirssr tnirxu  

urrty_ evxQx(^tBt— (kxs<i\s6 -ew m  ssrinirx si/Ln 

euxStxxGsusssrQin. (§)pp(P) LnxpipsOirS(Tijm 

pirtio x ewij u t_itjgi« p d ix e y in  spCoir x x G x ifi

u9 so uiru-XirxCosiix G l^x jy stistijg i tyeosoxta

(gjtpso euxSiuusuirxG srr/7Co/_/r Gxtrmpg euirSlx

0 i i  £$gpion)~° G sn.pt; t9 iy.soxiTxGxx(3 Gxirmpa  

etinSix(X)Ln £»ap>sn>-<> Gsujpf, psasflp p m 3

SUXfipliLIX XxQxtflXjGIfjXlVj GU X 3  X 0  U)

$ 5 t e s f l s w G s u p i  ; ^ jx sn rQ  jysosc.pj Qpsixpi 

Q uirxsii erx  xxsvxs p>iso u x Q in  xst»p
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•xsifiso eu irS H f^ui ênflan)-0 Gsujpi. ĵsmsu
GrsOSOPGUppl̂ lin 6>>0ffl//f Pi SO SO Quujit

ewriaa(Ssyi»r(3t-Diriea)so G m p  & .r$a j gugOgB sst 

(otuisoeSssr ss^PGarin jj/suShuin. jgs ^ jsosop  

p s u s w r  G & piQ s & p g p . «rjOsar«irflsi)j GWssrsBrtnp&i 

G U p S a & iju Q in  eff&iar^ G ^ P tL su p ^ ^ d J in ^  i3up 

si), sussGstrpQ LB(Pjr&w&in GUP§ia(9jinGLjp 

g p  tS aegiii «gyi_<£fi GuvsirssnnpssLjin pmpujSsO  

L j(^m gp Q & irQ <£& ui:) j y (U p p Q  aflsvirin p& u  

Qupisj-3F Q & p  p&srr Q a p Q is  gpin  gupS & gb 

G susikrQih. j p G u p g o G gii  ̂ uPL_air& sir <r/r«

u p s u p G p p Q  j y  g p u  afl r& g ]  GWS3TS3tinp& syin

•s l 'diIj sruiiraeyijDijrr(j)isi!>au9sd) ^ / G u psn p  ji/ jp a w  

iB js jp  8) sir got jjp in QuiPt ^pinPGtsr isp p r iia S sn a  

Q m p Q p ^ p  Gup8saGGUss>T(Bin. ^ gOgopgQ î -gO 

a&G&ifiGiU  Qa>i_l@eQ©u>. j>/ininp IgliFiGdJ &sm<s 

<ss)flffi) fG^irsxpQ ŝl/sOgo^p  (ipsir jp iG uir G & pis  

u p Q ldG u  p  gp in  P iS 3 r(> r?tL iu G u P G iflp u (P jr& p

IS P jEIEj(ollEP© p  GU p8dB4E GSU oM © © miLlGST

gwsSpgstin p s  gup8  p  p p £ o  u p p t u i s p i n p  

Gup-iueSQLn. j^ gr&iu psO (^ jisp  gusOsS sut QmsO 

g9 gst afsrjpssrin iBixeijih j^ G u 8 iu in p 3 s jr p jp .

ISSOGO !n\g^3)<EPtn(Lpin iStGST

ujpgwŝ psptQpih (ĵ ssr /3±isiiui>tLiirfisur, (g)ana/
^)gOgop pGuir&GP gp gupSul/ GTsmjpitn ê Gsr
lop j3ifiiupiupppsisfiiTij£(3jtnn psSssr &vireusj
GST P3LE(GLfj&ip&)tn ^ 0 / J  GJ p t - l l— P,ilp . 6p0j

jSL-Gneu GauLt-Gpir® G u p  ̂ iQin̂ p(ffiLJ 
aff©LQ. /̂Ljuty-LJULLi—Giiiasir GSpG&ifliSGO 
/SgbBGiij Guir81igp GuQpQsss (Lpupiup̂ p. pe& 
gup8&su>&u9go ĵajsdpsxpQin g ) 0 (tp pgoppsir 
jp/Q&sQadspsin- apuSssrmsrr QapQss&sijiĥ
53g0GM~® ^^piswpssr GinpppdtsBsPû in Q&irp
«i_L©iSffi3srriL|ui Lj p lLî sosSstt il/ld QstrQp 
t w a u u i j  J' f̂)§lui3<ia (Lpî -iqin. ĴgOsopgS 
IS? GO GUp8uLj LOIŜ WP&GoiJu9(Vj&(3jLO.

(gfisiregiiin 3 gop iQirsmiui hpsm loG sp^ir ins
(0 (TSJ7<B ((̂ GSi PO sQ^P)G 30 P̂  ŜyGO SO ̂ £1 Qp'odl SOI pIT

■xGsu ffiM r«0u  usmsaP .?/ ‘ i i Q&iû rp 
GmsuiJUjBp(&jifiiu iut&sma(gjG<npGQ(spGsor) s ip s  

<£ 8asr lup ss p»63>iT a  ir so (Lpsri sir j>y& tynm

Q s p s x p l -  lsbitsirlopu9 ( t̂ igp t r £))ild gw in is Jpl

Gsflssrjpi spGir jSsofloWiraj ^ s i r ik ^ i  QsFoir^sO^ 

jSLTGU^l LD y ¥  J!P IT SBSX>TL—LD. iB Q

JTUif GWElSiT SSOTUD \S1 S3T JT)Il8 gl] p J 0 li(^ lp  ILL Q & irp  

asn rrso iS p u iS a Q s p s s n Q  G l ip (53)so txsm t^8u9so 

ugogogS  j^ ltuuQ p  ^ ) i _ ^  ■Sp(3j einh jpp .u p G sist

$5 !tG gU oWr©©LD537 JQ! $ & & $  3b gp£ (ol&fT SXtQ  

J^STUllSl jE £ P g3 Q gOP ITSGtT. SsO GWLHIULD

ITUiiriLILJ USOgOgS  GtQ u l QgO G ’TP Pi jip gS Q isi.

{°£jGG>;E&  iEGUSafldJPLDSO S1JP S  JS^ P SO LO_P1II J,piLjLH

&so J)j,GUPtG jsd j'X srr j i  p p  GmiPiGin. Siso gwlh

ILHEJSGlflGO GrQtG^EJ'SQ'3iPS>hTl_ Q & p p& G l USO 

JESUIT •$piEiasri J. pjBdJ  l9/D0 ®/ToDT USOSOgQ 

u9s0 GUP5 ̂ pG&QFjin. g )  P> <£ GiVIHOJIEldi Slfl SO 

pPoLLLD G u p Q S p s U li  <%sil U p Q  IJtfi'EPI-ISJ LD,r8 

gS Q ld. 8 g0 GWLD'UrEISGlfisO Q<PTp<X

oPPGO GTjS^SoST dBl—GP>Gll JT prfihuGt IP/Sl^llil 

UGOsOsSsmiUJE QdBPI—(LptplLirinGsO G upiU

gB Q lD. ,jy  £P o lU U ip  GT SaiUSPI'EK s p l L i 

6p0 8 pidJ e^3EPP SS>LLD Q s p G u G u  PIT). p p  

«  p go in PiSSHt—Q u jp iS s i r p  >Tri iQ p(& j

ISP SIP0  IHP'Wpi'SSl J  <S,T SOlklQsSP SSdT L_ & 'gp J §i‘T 

t̂PiL-jGisH— sspsrnn s r s i r S p  j ^ p l p p s p  ss 

!£lsir jb(PjS5 &Psops Pftk) ( ip s& p so  (°£)i_p S G so

GrQuLjGPoP GpP tJSOSOGQ<£(3j ( il . p 'P  P 3XTIHP dJ 

4 &P StnGsOPSO&j(TTjJS!Ki)SOollPoO ’ GToirp USOsO 

eS<S0) jXsnflGdj sup& iai& jinG up^p swings !$J3i 

0 (5  gp  ^  jpunp {5 '£&gp)!I &p sOQ-p.Gir sir ( jd jp p s u jip  

5̂  odl p@il3 dTv)p IT SS P SO^lpSirSP ̂  (o) <LT P SO SO 1 Gi iQlT

afliS Q<xn ssnrGi— G u p (SP)so sisususrrs^ j i  prfiljsa) 

'gpuii usOsosSsmiuss G lp p i -G s u  (ipipu.jpj/p ;

^aCosi/ /Shi sudrtud.sTjPsur in lBseo^ih jd jsn 8

tutnP(gjiM.

Ginpps.iBdJ srsosop jtyui&iEiiS(Gif)in S5 0 ai/f( 

t_is^b!sO j y sis>insu£p iBsseijin gp<Tsouin. ' *gj,u9
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42DLO <5p&iredjSfUisO i9 jsifS lrS f & Q u p p i  Ssirik i

lB q̂ sb ibs  gQ £  gu it sir ssifh_La (5 ll p

s s m i— jyLa&iksisr^sir u so  JtyihiFtBSsir eQsiria 

fltlLJLO ^fSU pjplsir(<SIT)Ln l&ip&ISO JjyiDoFV57

,xsir sSCffa^LO/rnj afJsrr/E/Qa/ssn^iL/ij) srilGtsuir 

0 i i  j >i  (a9/5^ 0 «<®«\)/rLD.

sirsVtGTjQ&sirp lS 0 (̂ ®<bld (BIT!IHUL16a5rSfU6U[ILfi 

^iULKT jysuirsG ir £$ s ir s o jsS / t q  Qpsirr. i i ? 0  

sikis^i^p(&jLi> j i f  oCDfs sun S t u u s u i s ^ s ^ L a  

eQG&erp i9 ir/rueQiLujn Q sir i— iTLasti s jQ ^ ir  u s s  

suit ̂ ^ iL iu i srsirjpi sruir pirsTsstrtLnirsQsu. . nrsssr 

enofleui p rrirsQ srrsirjqilo, =aysu0®nL_io sitsd^  

^tso psirsir^ lB q̂ ^ ieisld ge/f Q  -ssusuif p tS iu  

Qtashr jpu i j i j g 3 m it p  ts  sm pB n̂ Ca iShrfBirsar m in u s  

QtsirsmuJslpssirjpiLo s s m Q Q s i r  sxir-Q lB (tF)<3;iei 

siBS(StrjS(&j u r i s ir s G s t r a G )  sruin srupBrsariii 

Q s w Q s s  ^ T L a tS ^ p ir ir S o r j. ^ jfs p fr ij (Lpsar

sussur s r Q s iP is s S .io  iS iS j^ iE is s s ir  i r i s  sir u iri_

s is ts r ^ s tv ju  lS sst L jp & jS i )  &.lL s t i t k ^ i 

Q s i t aasrOtii, sa n /ssstisi) iBairjpiQ sirs5ar(£iii>GuirSi 

, s  su k  ̂  it ir s Q  git sir jpild  ̂ Knr/nusmsnisurrLB

^ u u i r  j.if suirssir sirso ^ ^ so ^ sirsir  lBq̂ (s i e j s s

SIT J iT S ^ S fV jS  S s ( o s £ u 9 si> STULL S*l) SBITSST (Lpiil) 

SSGT^SSlflsO Q u ^ S -L D  Qsmt— j i  p  gjl ST SOT JJILfi

Q stfliU  suQ ^ Sp ^ p . ^uijiSf-Q iusdsotrui j y s u r  

&lTfi$(Sjj5 j5 U) Q stU SU jSp f^  Ji/GUlfll— '&^lGti 

lB q^^/eisld u p r B tu  R-smsmLaujn'ssr L^issur kitts 

(Lpu>  ̂s.TsiiuiSljTLan-sssr sgTjtrsarQpLD^ s-QFf^s^Tjir 

smQpiit^smSiSsO kit a ;p Q ^ ir Q  ns-Lpaj nssoso e^fssrj 

uiy-iLjLD) llG ^ jSITLD(LpLD eQsTriEjQsuKpsirr srsoru  

gfl lun-Q^ui spu us.ft-iy-iu  eQsLptULan'us. f^ jjpsusir  

p i ^jssr^pitii jofsutflL-iii e^sirstr S s o  sSCo&aj. jifur  

snsisstr stssisliQiusir(Yrj>sU : «jysuir suir&S(&jLD 

Q u ir g j  ^ysujT£ti sfiTLO  ^ lJ U gu jfft— ir^p. 

(LpiprEiitr>ss(3j  Q î u u l L i— u ir s m is ir m  ^yssjJ1

IL/lM, SlrS^J !T UlTtTUUSUITStGiT)

* 0  nj/r/f iBqij'SEiSLa s u ir S s 3 (nj>ir si sir jpi3s.i_  

s sm ® i9 t.y.ss (Lpuj-iLnrgp. s&G Ssifl ifipQp jpua  

KirpQua (ajLpKgs sirstSirrsimLaih ^ ir s s s n s u

La/rQiit. ^jp^piL^sir j y s u i  uitll  u s ^ n 'n s o is  

ruirsO rsKLa Q s iL i^ is u K p  srv sr su it !T u g ffin rs  

^jsrstknQ ^uiyjirirss^oiT (o s it s s j î 

S61SUts ' j j i s Q s i r  sxrrQu>t s-(if)@l s$snrlim'iu u  uiruj-S  

Q sirsssrQ ui LB(^<S'Eisii sun’ SiLjurrir.

'-DSiffllT €6)SU!£j§‘.i.mn !g$SUstirsu.TSsrrf uLLl— SSOTti) 

3rUL?!J'L£16Ii3pJJ S\[h LJTSUirssrr  ̂ £5 0  SO) S

£ ^Q -̂bOOl UtT£B6U^Hsu t s sit  ̂ ^^AG<ini^Li3ifr6U6t) 

^(J5S ŝ535riiliiffia//r«s)rJ S  su ^ \f fissrr suits sir ̂

gS^£gS' (3 J6y.6Bgr,fe00) jysutrssrr jrjffiiu ^ s u i s  

sMsir sQ Q lssip L a ^ u sin u L jQ u p  <St(W)Kpirir. >̂/guit 

S iTstirs S s i>  jysu(TT)SS)L_iu ^ Q s s r s  GUn-SuL/SS 

S sir i Q s s Q i q p p i  ^ / suiT ĵ i su L^smiLiQiij iSssr 

i jp f f i l 's r s ir  §)j£liu ^ s u u ^ i r  63)L0S\)nL-(BiT

^((56^0351 ^ ) L iit «sysuirssir suit S ts ^ l  surkp  

^ H is i r t ^jsu/rSiTSti'&^xgpioirsir strsti(S>j G ls s ir p  

fB '^ s ir  GQ'T £  (J6^iS35r iJ!ia6U^!T suits sir, 

G ani^LansuAi ^ (5 sa.655rajjj(rsi//r«srr, cFu u  sit 

S t u f f 's  sit su,T ssrr, u g ff t n lA S a s u iT a s u

^ ijsuiTssrr^ LJLp6cP a i_ lL  ^dJQ^SBBTiLjjHsunsrrr, 

sriTLaKir^LfirLD ^ifiGU.Teaj 3 {in\umi3 .^ s s u ir s ir ) 

uaeoasBaffi s\m i^ n n in  urra6U^iT su its  sir,

GiStrGbBTlfijflg^LjiTLh 6TOoU^^JJiBiT^iuj 1! s u n s  sir ̂  

GauaS'iB^sftJir^ (J0-ri2j!TiL(su/r<a75rr 

(s u it  u u l L l-  sQ rs  £>1 su,r sir SiGnjsmt— UJ injun)

Q u it jp s i i  sir LiipLarjCsKifl dbiumSiBIT^ Ulu j  

suirssir ,  eluSujOJIUfr suits sir, C3)L_*iT OJiT^lTaiT 

iPxirriT ^SfSUTSsir, 3,30sB<S5) — 3i [3)$ 3 £  Q supukj!) 

u n & a ig x s u T s s ir ,  G suotoj]sn-ggrm s iu ^ g io ? jn s i)  

«3l/suirssir) (ajSVLQ'BasO-b GB)aJ^^L(63)^U(TaoUt3  

tJsu.TSsrr, LcriiKJ^l^. £z£>\hu{Jun&6tij£$GuiTsjr:i

SlffliP Jaa(BAJ6i)fr.T (Ut^6 0 ^.UJjnuiTaoU^iT«l//f<Ejy/-

(L pp ‘SOitGisr eQ'SGurrsirrstGUjGmi_.‘lisi l̂d  ̂ L a ^ tu ssiu u

O u p ^ S ^ K p ir Q ir s ir u ^ n h  srsoQsoirQ^La j y p h i  

j£s8 sL?,;ij(sLn. ^ips^ri'— wr srssr S i p t u p r s u u  

tSO)ir s r s t i'S j3 si) ^)sjrsBrOi_o(T0 jjjp ljjirsn r  jy i i i  

<riJa QsuaarupvQ(TF)K jr/suiT s .tsoJs ^ gi)

p irsir  K s if ssnjairstrr usosodissitr sQiususyDiririBj 

ssrr (L p'SSiuansu QsiruaiQnji jispiuirsu jpjsuT
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U3s>y:\u sirsipem p  spcliy. (S it Tririusssr erven it l9  
jDjuuiTeS-sir eu tfi u9 sv ewiSs^Genshni^uj 
gill—sir, waff"ear u.GeveQ Qppevirssr eQiu

6uptDrjriEi45-3iBg>iu> ff®i_/L_© Siren ̂ Ss-xGsusxr 
tsf-tusuir rru9Q7jrh pir it erearueinpiipLh^ jy ^ jy /cb

1 js/enr i9y &8iutrpi jsyem^mpirrr eresrueinpiLfiji 
a-//r0 ii) pieniriiasir. jyau0 « 0 LD i9p (^

l$Q^plEJ&lh I5IT peniTp^iLILH GTS&rp GtylDITpIT 
(oi&frirnj&LD Gl̂ <t'<>h in itcem ^ êmpuj itimQ.qi
£?QT)ULj(Spir(3} Gaenevu*  ̂ /r  stren irp^ tuQ inssrjp : 

d > )^ )P P C ^  sSiueij&roirir&^TjtTGisTQpLCi f%ir{$ eQsar 

ujirerv &̂ >Tjirm(Lpmprs3r i3 jt pirearQ ixesrjj.'tij 
Seojrireo pen(fff&  ersxirsxiTLJULGtf.^LjLjpirsv 

p iresr ^ jie  peBiuirervui GTQgp GftiT f t p ^ p .

e r a p  phi9 0.S0LD  <s8eif.ujiw&Qsrr6V

son tii ftiresr erem S  ph u p su u ^ )iP :L ^ ijn  ftsipiu  

(Lpempu9ev Q p S i i p i  Qarasist t-̂ Giftsii<EoTrirLQ. 

ftrrgpsui erem (otpev y^ipiuensny u9sv ereVsvir jp/iii

&iBa%sirupui Q u p  ^jemgpiii) Q p iu p S  Q ir iu p i

GU(TF)8,QpiisT. «jy ppGuiTevGen  67'SO(3a\)/T0ij)

jj^jenen LpesnuGiu i9sirupj)ien iT iT sQ eireiirjii m h  

l9Giu e r e s r i - ^ p  Q p i f l f t p a jp e m p r  G<ri p  j p  

er(Lp pevirG sTreir. @ j}p  ssrasiiir 'Sgnau err (s^ssuna

<xQerreoevitld gtsir (gjfVjenirStu S  p9<u p e iu u ^ s )  

esnrS Ga= itft p j j j i j (3jw>rD&(osnn -oi oSr’-fcvr t G tfiT ft 

p sm  Glen sir jpi e n p L jjo ip p I  (j^emp (ijMy.nj

Q  u . p i p  p  «v it Gem got .

“  This world-song is never for a moment separated from its singer. Music and the 

musician are inseparable.” The play of the Universe is centred round God.

The piper pipes in the centre, hidden from sight,

And ice become frantic, ue dance.

If we separate the two, we break up the real into the two abstracts of the finite and 

the infinite, which are both unreal and illusory. The mere finite is like “ a lamp without 

its light,” “  a violin without its music.” The mere infinite is ‘ utter emptiness.” The two 

are real in their union. " The infinite and the finite are one, as song and singing arc one.”



THE MUSIC CONFERENCE, 1931, 
(Second Day)

The Conference re-assembled at 12 noon 
on Saturday the 26th December 1931, in the 
conference pandal, with Gayaka Siromani 
Palamarneri Swaminatha Ayyar in the chair. 
A large number of experts and amateurs were 
present, among whom were Messrs. Muthiah 
Bhagavatar, T. S. Sabhesa Ayyar, Neman) 
Nataraja Bhagavatar with his son Mr. N. S. 
Ramachandra Ayyar, Palladam Sanjiva Rao, 
P. G. Sundaresa Sastriar, Pandit S. Subrah- 
manya Sastriar of Tanjore, Bharatam Nara- 
yanaswami Ayyar of Kumbakonam, S. Soun- 
dararaja Bhagavatar, Hulugur Krishnama- 
charya of Httbli, Tiger Varadachariar, T. P. 
Kalyanarama Sastriar, Tillasthanam Rajago- 
pala Ayyangar, P. S. Sundaram Ayyar, M. S. 
Ramaswami Ayyar, T. L. Venkatarama 
Ayyar, C. S. Ayyar, G. V. Narayanaswami 
Ayyar, T. V. Subba Rao, W . Doraiswami 
Ayyangar, K. Ramachandra Ayyar, Mrs. 
Jayarama Ayyar and others.

The President. “ We will now go to the 
subjects mentioned in the following agenda.”  

AGENDA*
I. Lakshya and Lgkshana of the following 

Ragas:—
1. Bhupala 14. Nayaki
2. Revagupti 15. Kanada
3. Bauli 16. Sahana
4. Vasanta 17. Dvijavanti
5. Lalita 18. Surati
6. Hindola 19. Begada
7. Hindola Vasanta 20. Arabhi
8. Marga Hindola 21. Devagandhari
9. Manji 22. Desya Todi

10. Ritigaula 23. Varali
11. Saramati 24. Pantuvarali
12. Abheri 25. Kamavardhani
13. Darbar 26. Saranga

II. Notation.
III. Raga and Rasa.
IV. Reading of papers on matters of

special interest and discussion 
thereon.

“ W e are met to discuss the lakshya and laks- 
hana of 26 ragas, in the list given above. Now 
we will try to see what the old practice Was 
and what the existing practice is with refer­
ence to Bhupala and I am sure, with your co ­
operation, we can arrive at some satisfactory 
conclusion.”

BHUPALA.

Mr. T. S. Sabhesa Ayyar. “ The only 
question or disputed point in regard to this 
raga is about its Gandhara. In actual prac­
tice at the present day, we do not find this 
Gandhara at all in what is sung as Bhupala. 
What we now hear under the name of Bhu­
pala is in fact Revagupti. This is on a par 
with Kamavardhani being sung nowadays 
under the name of Pantuvarali."

The President. “ It seems more conveni­
ent to come to a conclusion about the way 
in which Bhupala is sung and what svaras 
occur in it, before we consider the question of 
its janaka (parent) raga” .

Mr. P.S. Sundaram Ayyar. “ If the Gandh­
ara of Bhupala and its characteristic tonal 
value are located and settled, then it means 
the whole question is solved. So let us tackle 
that point first”.

Mr. T. V. Subba Rao. “ W e must also 
decide whether there is a raga called Reva­
gupti, in existence, in practice.”

The agenda was settled at a meeting of the Expert Committee of the Music Academy held on 11th 
Nov. 31 when were present Messrs. Tiger Varadachariar, T. V. Subba Row, Soundararaja Bhagavatar, 
Musin Subramanya Aiyar, Srimali C. Saraswati Bai, C. S, Aiyar, Dr. Sreenivasa Raghavan, M.S. Ramaswamy 
Aiyar, K. Ramachandran and W. Doraiswamy Aiyangar.
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Mr. M. S. Ramaswami Ayyar. ‘ We have 
it stated in texts and also by old vidvans 
that the svanis of Bhupala are all flat. We 
have now to see whether this raga with 
these flat svaras (Sa-ri-ga-pa-dha-sx) has 
gone out of use completely, or in other 
words, whether it is Svargamgata."

Mr. C. S. Ayyar. “ I too want to know 
whether in actual practice, in the north or 
elsewhere, this raga is sung with Sxdharana 
Gandhara, i.e. the flat variety of Gx."

Mr. T. S. Sabhesa Ayyar. “ I heard it 
sung with Sadharana Gandhara, and it was 
very nice to hear.”

Mr. Muthiah Bhagavatar. “ Many people 
used to sing this raga with Sadharana Gand­
hara, and some even now sing it like that, I 
think. If required, I shall sing a piece now." 
(He sang the Divyanama kirtana of Sri 
Tyagaraja Swami in Bhupala beginning with 
the words ‘Dinajanavana Raghurama’,* in 
which Sadharana Gandhara was found).

Mr. P. S. Sundaram Ayyar. “ W e do not 
know whether this is the satnpradayam or the 
authoritative way of singing this piece.”

Mr. Muthiah Bhagavatar. “ That is my 
pattham (recitative version).”

Mr. T. S. Sabhesa Ayyar. “ For my part, 
I can say that it is not common or general to 
use Sadharana Gandhara in the raga sung 
under the name of Bhupxla now, though, as 
I said, I heard the usage of Sadharana Gand­
hara also in a few instances.”

Mr. Muthiah Bhagavatar. “ There is a 
song beginning with the words 'Raghavam 
Karunakaram■' in this raga, in which Sadha­
rana Gandhara is used. (He sang this piece 
to prove the occurrence of the flat Ga in it). 
This is also called Udaya Raga."

Mr. T. L. Venkatarama Ayyar. “ I find 
that there are various hirtanas in both Bhu­
pala and Revagupti. Sadharana Gandhara 
is used in the former and Antara Gandhara

occurs in the latter. I also heard the pieces 
with such usages.”

Mr. T. V. Subba Rao. “ My experience is 
that in singing Revagupti, a Gandhara which 
is flatter or more komalam than Antara 
Gandhara is used ; it is distinctly one sruti 
less. It appears to me that this drifting of 
the svara is due to the difficulty experienced 
by the practical musician in negotiating 
Sadharana Gandhara along with Panchaina; 
and as a result of this, confusion seems to 
have set in. As for the term ‘ Udaya Raga ' 
all the three ragas, Bhupala, Revagupti and 
Bauli are called Udaya Ragas".

Mr. T. L. Venkatarama Ayyar. “ It is 
usual to speak of Bauli alone as Udaya Raga, 
but not of other ragas” .

Mr. M. S. Ramaswami Ayyar. “ There 
has been this Bhupala in existence, with 
Sadharana Gandhara : and if there are not 
many keertanas in it now, they may be com­
posed hereafter.”

Mr. Bharatam Narayanaswami Ayyar.
“ My opinion is and I speak with knowledge of 
both the Abhinaya and Sangita Sastras— that 
each of the svaras, i.e., Ri Ga Dha and Ni 
has got three varieties, that Sadharana Gand­
hara was in actual use in Bhupala in the old 
days. Songs might not have been subsequ­
ently composed in this raga with the flat Ga 
or such songs might have gone out of use. 
W e find in our text books that there are three 
varieties of Gandhara, and the ragas Bhupala, 
Revagupti and Bauli contain these different 
svaras in their ascending order. I would 
further impress on the conference the 
importance of having the opinions of Vidvans 
on these matters and that we should not base 
our decisions on the songs as rendered by the 
common lay people” .

Mr. Nataraja Bhagavatar. “ In Bhupala 
it is the Sadharana Gandhara that occurs, but 
not the sharp one".

In Adi & Company's Book, the word used is ‘ Srirama ' but not ‘ Raghurama 
7
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Mr. Sabhesa Ayyar. “ I want to know if 
there is no usage of Alltel r el Gandhara at all- 
It is only Sadharana Gandhara that occurs 
in Bhupala".

Mr. Muthiah Bhagavatar. " There is no 
usuage of Antara Gandhara.”

Mr. G. V. Narayanaswami Ayyar. “ I
agree”.

Mr. P. S. Sundaram Ayyar. “ I find that 
in the raga that is now sung under the name 
of Bhupala, only Antara Gandhara occurs 
but not the Sadharana variety of it. The 
purpose of this conference, as I see it, is to 
come to a conclusion about the characteris­
tics or the tonal values of the svaras occurring 
in the Bhupala raga which is now sung as 
such, but we should not base our decisions on 
what is published in books, as different ver­
sions. W hy should we not be honest at least 
in this matter and admit that what we now 
sing as Bhupala is in factBauli” ?

Mr. M. S. Ramaswami Ayyar. “ All 
the three ragas. Bhupala, Revagupti and 
Bauli, should be sung with the Gandharas as 
laid down in the text books. Attempts should 
be made to sing them correctly, though it 
may be difficult. ’ ’

Mr. T. V. Subba Rao. “ If Bhupala is to 
be correctly sung, it should be sung with 
Sadharana Gandhara. So, let us decide that 
if a raga is sung with Sadharana Gandhara, 
it is Bhupala and if Antara Gandhara is used 
it is Revagupti. The names of the ragas 
need not be changed to reconcile them with 
the altered practice. ”

The President. “ There is a hriti of 
Ayyarval beginning with the words ‘Lemmu 
lemmu,' and in that I do not see any Sm//iiT- 
rana Gandhara at all, but only Antara 
Gandhara. It has been stated that Bhupala 
is sung with Sadharana Gandhara. But there 
will be practical diffic ulty in using Sadharana 
Gandhara along with Panchama, as such a 
combination will be a little affected by

Vivadidosha; this difficulty can be observed in 
other ragas also. Moreover, this raga which 
is an Arunodaya ratja should be capable of 
being sung with facility by all, including 
females. This is possible with Antara 
Gandhara, as it is at present in vogue through­
out the country. It is better to define the 
raga according to the existing practice rather 
than rely on the authority of text-books with 
different versions of doubtful practical 
utility.” —

The majority o f  the members o f  the 
conference  who spoke on the subject were 
inclined to the view  that a raga with the 
name of Bhupala has been in existence, that 
it is a derivative of the 8th Mela, with Sadha­
rana Gandhara, as laid down in the authorita­
tive text books, and that the raga has to be 
rendered with care in'order to bring out its 
correct Raga Bhava.”

REVAGUPTI
Mr. M. S. Ramaswami Ayyar. “ This 

raga takes Antara Gandhara and comes under 
the 15th Mela. In other respects it is like 
Bhupala. ”  (Mr. Sabhesa Ayyar. “ I agree”).

Mr. T. V. Subba Rao. “ The Gandhara 
occuring in.this raga is a little lower or more 
komala than Antara Gandhara which is fully 
sharp. ”

Mr. Sabhesa Ayyar. “ When we say that 
a particular svara occurs in a raga, we cannot 
be sure that it sounds the same throughout 
with mathematical exactitude. There may 
be very slight or microscopic differences. So 
for practical purposes we have to admit that 
it is Antara Gandhara. ”

Mr. Subrahmanya Sastriar. “ Some 
people seem inclined to think that there is 
a slight or shadowy use of Nishada in the 
descent. That point may also be decided.” 

Mr. C. S. Ayyar. “ In the hriti ‘ Graha- 
bala' in this raga there is no usage of 
Nishada.”  (Mr. M. S. Ramaswami Ayyar. “ I 
agree that there is Nishada in Revagupti.” )
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Mr. Sabhesa Ayyar. “ If Nishada occurs 
then the raga becomes Bauli. If there is no 
Nishada■ it will be Revagupti, other svaras 
remaining the same, of course.”

Mr. T. L. Venkatarama Ayyar. “ Instead 
of fixing any definite raga for a particular 
kriti, say 'Grahabala', I would urge that we 
must decide on the raga from the way in 
which the piece is sung. If Nishada is used 
in this kriti, we shall call it Bauli; if no 
Nishada occurs in the rendering of the song, 
we may call it Revagupti. The raga lakshanas 
are fixed in the texts, and we have to see 
under which raga each kriti, as it is sung 
practically, comes in.’ ’

Mr. Muthiah Bhagavatar. “  According 
to my pattham;' the ‘Grahabala song has no 
Nishada. If there is Nishada it becomes 
B auli; otherwise, it is Revagupti." (He sang 
the above kriti, and it was admitted by all 
that no Nishada occured therein.)

The Conference decided that there is 
no Nishada in Revagupti, and that this raga 
comes under the 15th Mela.

BAULI
Mr. Muthiah Bhagavatar sang Sri Tyaga- 

raja’s ‘ Melukovayya and Doraiswami Ayyar's 
‘ Arunodayamaye ’ and showed that Nishada 
occured in these songs which are composed 
in Bauli, although the usage of it may be 
said to be sanhalita.

The Conference decided that Nishada 
occurs in Bauli and that it is a derivative 
of the 15th Mela.

V ASANT A
Mr. Sabhesa Ayyar. “ Let us first see 

whether the arohana is Sa Ga Ma or Sa 
Ma Ga Ma."

Mr. G. V. Narayanaswami Ayyar. "The 
arohana is Sa Ga Ma, though for the sake of 
artistic beauty the sanchara goes as Sa Ma 
Ga Ma” .

Mr. Bharatam Narayanaswami Ayyar.
“ I do not think that in the higher octave 
(Tara Sthayi) the usage of Sa Ma Ga Ma 
exists in actual practice. Will anybody 
throw light on this point?” (There was no 
response.)

Mr. T. V. Subba Rao. “ Dikshitar used 
only Sa Ga Ma but not the Sa Ma Ga Ma 
sanchara."

Mr. Netnaiu Nataraja Bhagavatar.
“ The arohana is Sa Ga Ma."

Mr. M. S. Ramaswami Ayyar. “ When 
we say that the arohana is Sa Ga Ma, it does 
not mean that the usage of Sa Ma Ga Ma is 
tabooed; it is quite permissible, and there is 
nothing wrong in it. There is no inconsis­
tency” .

The Conference agreed that the arohana 
of Vasanta is Sa ga ma dha ni sa and that 
the avarohana is Sa ni dha ma ga ri sa.

Mr. C. S. Ayyar. “ The important ques­
tion is about the Dhaivata which occurs in 
this raga, and its tonal value.”

The President. “ .In arriving at a deci­
sion, I would appeal to the conference to 
take the current practice as the basis.”

Mr. M. S. Ramaswami Ayyar. “ My
opinion is that this raga takes the Chatusruti 
Dhaivata and is a Janya of Suryakantam, 
the 17th Mela” ,

Mr. Muthiah Bhagavatar. “ But my 
view is that it is Suddha Dhaivata that occurs 
in this raga, mostly. Although some times, 
Chatusruti Dhaivata may be used, the Suddha 
variety is more frequently used. According 
to my pattham ‘Seetamma Maya in ma', a song 
of Tyagaraja, is in Vasanta and the same 
author’s ‘ Yatla Dorikitivo ’ is in Lalita". 
(He sang both the songs in support of his 
view.)

Mr. Nataraja Bhagavatar sang this 
‘ Yatta Dorikitivo' with Suddha Dhaivata, and 
said that in Vasanta Suddha Dhaivata is 
found.
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Mr. Subrahmanya Sastriar. “  In the
lakshana given by Dikshitar in the book 
(Sangita Sampradaya Pradarsini) it is stated 
that although this raga has been grouped 
under the 15th Mela with Suddha Dhaivata, 
yet Chatusmti Dhaivata, is found in actual 
usage. It is also mentioned therein that 
there is a peculiar usage of what is called 
Chyata Panchama."

Mr. Sabhesa Ayyar. “ It is better to hear 
the different patthams of the songs grouped 
under Vasanta and Laiita respectively, be­
fore we decide on the question of Dhaivata.” 

Mr. T. L. Venkatarama Ayyar. “  My 
view—and the general opinion is also to the 
same effect—is that the usage of Chatusruti 
Dhaivata occurs in Vasanta and Suddha 
Dhaivata for Lolita."

Mr. T. V. Subba Rao. “ It is difficult from 
the way in which these songs are sung to 
decide for a certainty whether the Dhaivatas 
occurring therein are clearly Chatusruti or 
Suddha.”

Mr. Tiger Varadachariar. “ It is mostly 
Chatusruti so far as I have heard this raga, 
and the songs in it. But Dhaivata not being 
a primary svara for this raga, both varieties 
are used. To bring out the Bhava o f this raga 
the Dhaivata used should be more sharp than 
the Suddha variety.”

Mr. Muthiah Bhagavatar. “ In the laksha­
na gitas we find mention only of Suddha Dhai­
vata. But in the songs in practical usage 
both the Dhaivatas occur as in the case of 
Bhairavi. So, without disturbing the Mela- 
karta of the Janaka (parent) of this raga 
which is 15, I propose that Vasanta may be 
classed as a Bhashanga raga. The lakshana- 
gita supports my contention.” (He sang, in 
support of his view, the lakshana gita o f  
Venkatamakhi in which the charana begins 
with ‘Bhashanga’ and clearly mentions under 
that group a number of ragas including V a­
santa, as Janyas of Mayatnalavagaula.)
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Mr. Subrahmanya Sastriar. “ When it is 
admitted that both Dhaivatas are used, we 
must decide which variety of Dhaivata pre­
dominates, which variety occurs more frequ­
ently.”

Mr. T. L. Venkatarama Ayyar. “ It is
difficult to say definitely that the use of 
Chatusruti Dhaivata occurs in a particular 
number of cases.”

The President. “ In this matter we must 
proceed on existing facts; there is no safer 
method of arriving at correct conclusions 
than going according to the songs which have 
been handed down in the Parampara system. 
Of course some may have their pattham with 
Suddha Dhaivata, but so far as my long experi­
ence goes, I heard the Chatusruti Dhaivata 
only and that seems to be the experience of 
most people in the line.”

Mr. W. Doraiswami Ayyangar. “ I want 
to know whether we are here to fix or regu­
larise the existing raga or try to reform it and 
correct it if it happens to be out of accord 
with the authorities ?”

The President. “ W e are attempting to 
define and standardise what is at present the 
current practice.”

Mr. W  Doraiswami Ayyangar. “ Even if 
it is against the rules ?”

The President. “ I do not put it like 
that. W e have to decide it from the way in 
which our masters sang it in the old days and 
as it is handed down to us in the real Param­
para system."

Mr. Sundaresa Sastriar. “ W e can re­
concile the use of Chatusruti as well as Suddha 
Dhaivata, only by classing the raga under 
Bhashanga as, by doing so, we will be afford­
ing scope or latitude in the use of this svara. 
Otherwise the use of two varieties of Dhaivata 
will be wrong. So let us put it under the 
77th Mela.”

Mr. T. L. Venkatarama Ayyar. “  W e
must decide the Mela of this raga. In the lak-
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shana gitas it is put under the 15th Mela. Why 
we should change it I want to know. Venka- 
tamakhi fixed it three hundred years ago 
and it has been accepted since.”

The President. “ Then I take it that 
many are for putting Vasanta in the 15th 
Mela with the use of Chatusruti Dhaivata as 
frequent Bahula prayoga.”

Several members objected stating, that 
once frequent or Bahula prayoga is admitted 
there is no meaning in classing it under the 
15th Mela which takes Suddha Dhaivata, and 
advocating the 17th Mela, Suryakantam. The 
matter was left at that stage.”

L A U T A .
Mr. M. S. Ramachandra Ayyar. “ This 

raga and Bhoga Vasanta have been grouped 
under the 17th Mela in the book written by 
Panju Bhagavatar. Its arohana is Sa-risa- 
ma-ga-ma-dha-ni-sa and the avarohana is 
Sa-ni-dha-ma-ga-ri-sa. " (He sang and played 
on the Veena Tyagaraja’s ‘ Seetamma Ma- 
yamma ’ with the above sanchara.)

Mr. T. L. Venkatarama Ayyar. “ Such 
sanchara is allowable even in the case of 
Vasanta because when the arohana is Sa-ga- 
ma and the avarohana is ma-gari-sa, the scm- 
chara sa-ri-sa-ma-ga-ma is quite permissible 
and regular.”

Mr. G. V. Narayanaswami Ayyar.
“  From the way in which the piece has been 
now sung, I don't find any difference between 
this and Vasanta."

Mr. Tillasthanam Rajagopala Ayyangar
then sang this song ‘ Seetamma Mayamtna.'

Mr. T. L. Venkatarama Ayyar. “ Even 
this rendering shows that the sanchara is like 
that of Vasanta."

Mr. N. S. Ramachandra Ayyar. “ It has
been stated that Panju Bhagavatar’s version 
is an authoritative one. My pattham is from 
that book only and I have seen it put under 
the 17th Mela therein. There may be another 
mata (school) which may hold another view.”

Mr. T. L. Venkatarama Ayyar. “ There 
is no difference of mata at all. I say that, in 
the lakshana geetas, this is classed in the 15th 
Mela and that the only difference between 
Vasanta and Lalita is that in the arohana 
the latter takes Rishabha. But the song 
‘ Seetamma ’ as h is been now sung is only in 
Vasanta raga.”

The President. “ Simply because Lalita 
is classed in particular books under a particu­
lar mata, we cannot take it as authority or 
conclusive evidence. As for mata, there are 
no different matas; all of us are guided by 
one mata alone. Moreover, we should not 
take any rare usages or apoorva sancharas as 
the basis of generalisation. I want opinions 
on the point whether sa-ri-sa-ma-ga-ma is the 
authorised sanchara for Vasanta.’ ’

Mr. Bharatam Narayanaswami Ayyar. 
—“ For Vasanta this sanchara may probably 
come in the Tara Sthayi, but not in the 
Madhya Sthayi. ’

Mr. N. S. Ramachandra Ayyar. “ In
regard to these sancharas there are two matas 
or schools. • There may be some texts for the 
Dikshitar school. But in regard to this sa- 
ri-sa-ma-ga-ma sanchara, it would be far­
fetched to say that this is allowable for 
Vasanta, because the grouping will not give 
the characteristic Bhava of this raga."

The Conference was inclined to agree
that the arohana and avarohana arc Sa-ri- 
ga-ma-dha-ni-sa and Sa-ni-dha-ma-ga-ri-sa. 
But there was no agreement about the 
Dhaivata.

Mr. Sabhesa Ayyar. “ I think Lalita 
comes under the 17th Mela."

Mr. Subrhmanya Sastriar. “ I agree.”
Mr. Muthiah Bhagavatar. ‘ Lalita is 

classed in the lakshana geetas under Upanga 
ragas, and is put in the 15th Mela with sa-r'i 
ga tna dha ni sa and back. There is also a 
kirtana beginning with ‘ Nanubrovu lalita ' 
by Syama Sastri. There is another kirtana
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by Dikshitar in this ruga, and both take 
Suddha Dhaivata. W e should not take Lalita 
away from the 15th Mela, as otherwise, there 
will be confusion between Vasanta and this 
raga. There is a sloka beginning with 1 Raga 
Mayamalava gouia’ in which all its janyas are 
mentioned, and in this both Lalita and 
Vasanta occur. (He sang this piece). There 
is, however, another raga called Suddha Lali­
ta which is a janya of the 17th Mela.”

Mr. T. L. Venkatarama Ayyar. " Ven­
kata makhi's geeta in Lalita throughout 
used Siuldha Dhaivata, as also Dikshitar’s 
lurtana ‘ Hiranmayee

The President. “ There is strong difference 
of opinion on this matter and it is not possi­
ble to see the general view of the experts ; so 
it seems advisable to let the existing practice 
go as it is. The musicians are not following 
one particular line, in these days. In the old 
days they were singing with greater attention 
to Sastras."

It was suggested by some members that 
Lalita might be classed under the 15th- Mela 
with Sa ri ga ma dlia ni sa as 'the lakshana, 
and the Suddha Lalita might be classed 
under the 17th Mela. But some others 
strongly objecting, the President adjourned 
the conference till 11-30 A.M. the next day, 
so that the discussion on this item might be 
continued.

THE MUSIC CONFERENCE, 1931.
(Third Day)

The conference re-assembled at 12 noon on 
Sunday the 27th December, with Gayakasiro- 
mani Palamai neri Swaminatha Ayyar in the 
chair. Professor Venkataswami Nayudu of 
Vizianagaram Mr. V. Varahanarasimhachar- 
yulu of Coconada, Dr. T. Srinivasaraghava- 
chariar, Mr. V. Rajagopala Ayyar of Mannar- 
gudi were present in addition to those present 
on the previous day. A number of ladies 
including students also attended.

LALITA  and VASANTA.

The President. “ Yesterday we discussed 
the lakshanas of Bhupala, Revagupti and 
Battli ; we also discussed in part the svaras 
found in Lalita and Vasanta. I only want 
to emphasise before we proceed further, that 
the fundamental point in our music is the 
actual practice coming down in the Sishya 
parampara line. Text book maxims are more 
suitable for the library but not for the enjoy­
ment of music in practical life. Our attempt 
should be to carefully guard the sacred trea­
sure we have got in Tyagaraja’s kritis and 
permit no mutilation thereof, as-any attempt 
to improvise new forms in those pieces is a 
crime. It is understandable if people sing 
them wrongly out of ignorance or inability, 
but there is no excuse for deliberately chang­
ing the modes. With regard to Vasanta, we 
have got in existence several books with diffe­
rent versions as to the arohana and avarohana. 
W e cannot circumscribe practical music with 
indefinite bounds; music like language chan­
ges with the lapse of time and we cannot go 
back to the old practice nor can we know 
clearly what that practice was. As regards our 
music, it is Tyagaraja's compositions that 
afford bliss in this as well as the other world, 
and it is those pieces that are mostly in vogue; 
and it is they that should form the basis for 
our conclusions as they represent the current 
practice.”

As for the Raga Lalita, I must say that it is 
not so very popular nowadays. There are 
only four compositions in it and their sanch- 
aras were discussed in part yesterday. Let 
us now continue the debate.”

Mr. G. V. Narayanaswami Ayyar,
“  Recently a book has been published in 
which we find an analysis of all the old 
works. In this book I have seeen Lalita 
put in the 17th Mela with Chatusniti 
Dhaivata".
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Mrs. Alamelu Jayarama Ayyar. “ In the
book written by the late K. V. Srinivasa 
Ayyangar we find it stated that Lalita is a 
derivative of the 15th Mela, with Suddha 
Dhaivata”.

The President. “ Even now some people 
in the north may be singing it with Suddha 
Dhaivata in practice. For instance, Desiya 
Todi is sung like Varali in these parts, but 
it is sung differently in the north, which may 
appear to be more correct. All we have to 
do with regard to these ragas is not to change 
the current practice, but decide on the 
sancharas followed by the majority” .

Mr. P. S. Sundaram Ayyar. “ It has been 
stated that there are two schools (matas), i.e., 
that of Venkatamakhi and Tyagaraja, and
that there is record for the former system 
but none for the latter. Here is a book 
written by the late Mr. Chinnaswami Muda- 
liar (he showed the book), written in 1890. 
In those days also there was a dispute about 
the systems of Venkatamakhi and Tyaga­
raja. I was also acquainted with the late Mr. 
Nagoji Rao, the Private Secretary of the Raja 
of Ettiyapuram, who got the yolumes bear­
ing the name of ‘ Sangita Sampradaya Pra- 
darsini ’ written and which contains the so- 
called Venkatamakhi or the Dikshitar 
school. Even at that time it was acknowledged, 
as the cutting from the Hindu (he read this 
cutting) showed, that what was in existence, 
as a matter of fact, throughout the whole 
country was Tyagaraja’s school of music. 
That is the real fact, though here and there 
some attempts may be made to bring out the 
contrary view for purposes of mere argument. 
So, we must, in this conference, work upon 
the current practice as expounded by recog­
nised Vidvans and experts, but not as sung 
by women or ordinary folk here and there, 
who may use Suddha or Chatusruti Dhaivata 
or anything they like. They talked yesterday 
about a raga called Suddha L,alita. I say

no raga of that name is in existence. I sav 
that both Vasanta and Lalita should be put 
in the 17th Mela."

The President. “  Yesterday the songs 
‘ Yattadorikitivo ’ and ‘Seetamma Mayamma 
were sung in Vasanta and Lalita respectively. 
We found only Sa ga ma dha ni sa and Sa 
ni dha ma ga ri sa in the former and Sa ri 
sa ma ga ma dha ni sa and Sa ni dha ma ga 
ri sa in the latter. But I may say, that I also 
heard a piece by Syama Sastri in Lalita 
(‘ Nanubrovumu Lalita ’) in which the san- 
chara is Sa ri ga ma.’’

Mr. V. Rajagopala Ayyar. “ I say that 
Lalita should be so sung as not to conflict 
with Vasanta, and without using Chatusruti 
Dhaivata. The only difference is that Sa ga 
ma is used for Vasanta and Sa ri ga ma for 
Lalita, as found in Syama Sastri’s song 
‘ Nanubrovumu Lalita ’. For Vasanta, in all 
sancharas except Ma dha ma, Chatusruti 
Dhaivata is used. We also find it stated by 
Dikshitar that there is a special use of 
Chyuta Panchama.’’

The President. “ While Vasanta is 
being sung even the Tambur man will avoid 
plucking rhe Pa string for fear of sounding a 
varja svara (panchama) in the raga. That 
being the case, to say that Chyuta Panchama 
is to be used, would be like adding salt to 
milk.”

Mr. P. S. Sundaram Ayyar. “ In regard 
to this Chyuta Panchama, I want to know 
whether it would not mean that Prati Madh- 
yama occurs in this raga, if we accept the 
usage of Chyuta Panchama ; because Chyuta 
Panchama cannot mean Panchama which is 
a fixed svara, but it would mean only Prati 
Madhyama or a variety of it-”

The President- “ Probably what is meant 
is Alpa Panchama but not Prati Madhyama.”

Mr. Subramanya Sastriar. “ Text books 
cannot be a reliable guide'to us in all matters. 
For instance, Sangitasaramrtam by Tulaja
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Rama Rao says that there is a peculiar Gan- 
dhara associated with Madhyama ; but we do 
not find this in actual practice ? W e have not 
come here to make researches about ancient 
lore. W e must take compositions as sung 
now by experts as authority and d.ecide the 
melahartas from the way in which these 
compositions are sung. Otherwise no useful, 
purpose will be served by our discussions. if* 
this conference.”

Mr. Soundararaja Bhagavatar. “  There 
being different versions about the Dhaivata. 
I would suggest that it be recorded that 
it is generally Chatusruti Dhaivata, but 
that some people also sing it with Suddha 
Dhaivata."

Mr. T.L. Venkatarama Ayyar. “ It would 
be helpful if anybody can sing any piece in 
Suddha Lalita."

Mr. Muthiah Bhagavatar. “ I know a 
song in that raga, but I cannot now sing it as 
I am not doing well.”

Mr- N. S. Ramachandra Ayyar. “  L re­
iterate my view that the sanchara for Lalita 
is Sa ri sa ma ga ma. This sanchara will 
not come in Vasanta because this grouping 
will give some other Chaya than that which is 
characteristic of Vasanta. For instance, we 
cannot sing Dhanyasi with sa ri sa ma ga ma 
sanchara, simply because the avarohana is 
sampurna, as the Raga Bhava will be spoiled.’ ’ 

The President. “ For Vasanta, the san­
chara Sa ri sa ma ma does not come in the 
Madhya Sthayi.”

Mr. N.S. Ramachandra Ayyar played on 
the Veen a and showed that the Raga Bhavas 
of Vasanta and Lalita will be expressed by 
the usage of Sa ga ma and Sa ri sa ma ga ma 
respectively.

The President. “ From this demonstra­
tion on the Veena which is a premier instru­
ment, we may decide that these ragas are 
derived from the 17th Mela,"

Mr. M. S. Ramaswami Ayyar. “ W e
must decide the matter by vote."

The President. “  This is not a municipa­
lity or local board for votes being taken.”

Mr. P. S. Sundaram Ayyar. “ I propose 
that the votes of Vidvans may be taken 
separately, as also the votes of others. The 
votes should be taken from these two groups 
separately-”

Mr. T. L. Venkatarama Ayyar. “  We
may follow the practice adopted by us in tfie 
previous conferences.’

Mr. Muthiah Bhagavatar. “ I may re­
peat my view stated yesterday that Vasanta 
should be put in the 15th Mela as a Bha- 
shanga with Chatusruti Dhaivata as Bahula 
prayoga. Lalita belongs to the 15th Mela 
alone as there is another raga called Suddha 
Lalita coming under the 17th Mela."

The President. “ I heard these composi­
tions many times and my ear is accustomed 
to only Chatusruti Dhaivata-"

Mr. Sabhesa Ayyar. “  Bhoga Vasanta re­
ferred to yesterday may be sung with both 
Dhaivatas. I heard people sing like that." 
(He sang it with the usage of two Dhaivatas).

Dr. Srinivasaraghavachariar. “ I think 
that strictly speaking theDhaivata of Vasanta 
comes between Suddha and Chatusruti. But 
anyhow, for all practical purposes, for conve­
nience it may be put in the 17th Mela.

Mr. K. Ramachandran. “ I know of a 
Varna in Lalita in which SiidJha Dhaivata 
does not occur. Though there may be some 
doubt about Vasanta, there is no doubt at 
all regarding Lalita ; its Dhaivata and 
Chatusruti."

Mr. P. S. Sundaram Ayyar. I propose that 
it be recorded that according to the Vcnkata- 
makhi school, this raga comes under the 
15th Mela, but according to the Tyagaraja 
School it must be put under the 17th Mia."

Dr. Srinivasaraghavachariar. “ I second 
it.”
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. Mr. T.L. Venkatarama Ayyar. “ I strong­
ly object to it. There are no different schools 
in our music at all. There is only one.”

Dr. Srinivasaraghavachariar. “ The
reason why two schools are mentioned is that 
the two varieties of Dhaivata are sung in the 
kritis of Tyagaraja on the one hand and 
other authors on the other. The songs in 
which Chatu&riiti Dhaivata occurs being larger 
in number, I propose that the raga may be 
classed under the 17th Mela with occasional 
usage (in some songs) of Suddha Dhaivata."

Mr. T. L. Venkatarama Ayyar. “ Here 
we find two usages, but the dispute is which 
is the Bahula prayoga, whether it is Suddha 
or Chatiisruti Dhaivata. If it is the former, it 
should come under the 15th Mela. Let the 
majority decide the question. W hy should 
we depart from the Lakshana geeta of Ven- 
katamakhi which was sung yesterday, accord­
ing to which it is Suddha Dhaivata ? These 
principles were laid down three hundred 
years ago, and those principles have been 
followed even by Tyagaraja.”

Dr. Srinivasaraghavachariar. “ No! No! 
Tyagaraja has a distinct school of his own, 
and our current music is his. We are follow­
ing his school. I shall prove it, if necessary, 
with reference to his kritis."

Mr. M. S. Ramaswami Ayyar. “ Tyaga­
raja did not enunciate any principles of 
music in the regular text-book fashion. He 
composed kritis and his successors classed 
them under various ragas

Dr. Srinivasaraghavachariar. “ I repeat 
that it is his music, that it is his kritis, that 
form the basis of current musical praclice of 
experts in the line.”

The President. “ I would appeal to all 
not to import heat into the debate, because 
music is intended for human happiness but 
not as a subject for quarrels. Dikshitar was 
a great man ; but yet even his kritis may be 

8

sung wrongly by present-day musicians. So 
let us decide on the majority view.”

The majority were o f the tiew  that both 
Vasanta and Lalita should be put, for practi­
cal purposes, in the 15th Mela with Chatiisruti 
Dhaivata as Bahula prayoga ; that the 
lakshana for the former, is Sa ga ma dha ni 
sa and Sa ni dha ma ga ri sa and for the 
latter, it is Sa ri ga ma dha ni sa and Sa ni 
dha ma ga ri sa.

HINDOLA.

Mr. N. S. Ramachandra Ayyar. “ I
suggest that this may be put as a Janya of 
Natabhairavi. with Sa ga ma dha ni sa and sa 
ni dha ma ga sa as the Sanchara, the Dhaiva­
ta being Suddha. My putt ham is like that.”

Dr. Srinivasaraghavachariar. “ It is
Sa ma ga ma dha ni sa and Sa ni dha ma ga 
sa, and Tyagaraja’s ‘ Sainajavaragamana ’ 
supports my view. (He sang this piece). This 
is Walajipetah patthantaram (version) and 
also Tillasthanam patthantaram (version). In 
this Suddha Dhaivata does not occur, but 
only Chatiisruti it is clear.”

(Tillasth mam Rajagopala Ayvangar sang 
‘ Sainajavaragamana ’ in which Chatiisruti 
Dhaivata alone occurred.)

Mr. T. L. Venkatarama Ayyar. “ I say
it is only Suddha Dhaivita for Hindola.” (He 
sang Dikshitar’s ‘ Nirajakshi ’ in which only 
Suddha Dhaivata occured, but not Chatu- 
sruti.)

(Dr. Srinivasaraghavachariar then sang 
another song of Tyagaraja, i.c., ‘ Manasuloni 
Marmamulanu in which Chatiisruti Dhaivata 
alone occurred.)

Mr. T.L Venkatarama Ayyar. “ I heard 
this very liriti with the usage of Suddha 
Dhaivata."

Mr. Rajagopala Ayyar. “ I too heard it 
with Suddha Dhaivata. It can be sung eitherI iway.
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Dr. Srinivasaraghavachariar. “  That 
argument cuts both ways.”

Mr. T. L. Venkatarama Ayyar. Ven- 
katamakhi put this under the Upanga group 
of ragas, in the 20th Mela. From this we 
must conclude that only Suddha Dhaivata. 
should be used, and no mixture of any kind 
is permissible as in the case of Bhashanga 
ragas.”

Mr. W. Doraiswami Ayyangar. “ I heard 
the Walajipetah version (pattham) of these 
songs and only Suddha Dhaivata was used in 
them.”

The President. “  It appears to me that 
it is neither variety, but that it is slightly 
(about a sruti) less than Chatusruti Dhaivata. 
This can be sensed only by a keen and well 
developed ear. My pattham is from Matiam- 
buchavadi Subba Ayyar; Sarabha Sastri’s 
pattham is also the same, and it is this. (He 
sang ‘Samajavaragamana 'with the Dhaivata 
mentioned above.) This can, for all practical 
purposes, be taken as Chatusruti Dhaivata. 
Manambuchavadi Subba Ayyar's pattham 
must be accepted as the correct one, as he 
came in the line of Tyagaraja.”

Mr. C. S. Ayyar. “  Whatever the song 
may be, we may say that : Hindola ’ is a raga 
which takes Suddha Dhaivata. W e have no 
authority to say that this song is composed 
in this raga.”

Dr. Srinivasaraghavachariar. “ There is 
a raga called Ramyamukhi with the sanchara 
of Sa ga tna dha tii sa and Sa ni dha ma ga 
sa, in which Suddha Dhaivata is used. This 
is called Malkos in Hindustani. This is a 
separate raga, and therefore we must con­
clude that Hindola is a raga with Chatusruti 
Dhaivata only.”

Mr. T.L. Venkatarama Ayyar. “ But we
have not heard any composition in the former 
raga. i.e., Ramyamukhi or Malkos. The Dhai­
vata occurring in Hindola, I repeat, is 
Suddha.”

Dr. Srinivasaraghavachariar, M e s s r s .  
Tillasthanam Rajagopala Ayyangar, Hulugur 
Krishnamacharya, V. Varaha Narasimha- 
charyulu, M. Venkataswami Nayudu,
P. S. Sundaram Ayyar, Soundararaja Ayyan­
gar, K.Ramachandra Ayyar, Nataraja Ayyar, 
Nataraja Bhagavatar, Kalyanarama Sastriar, 
Subrahmanya Sastriar and Mrs. Jayarama 
Ayyar,were in favour of Chatasruti Dhaivata.

Messrs. Rajagopala Ayyar, V. C. Gopala- 
ratnam, W. Doraiswami Ayyangar,
T. L. Venkatarama Ayyar, G. V. Narayana- 
swami Ayyar, M. S. Ramaswami Ayyar and 
N. S. Ramachandra Ayyar voted for Suddha 
Dhaivata.

Mr. T. V. Subba Rao. “ Both views are 
maintainable ” ,

The majority being for  Chatusruti Dhai­
vata the Conference decided accordingly.
There was no dispute regarding the Arohana 
and Avarohana of this raga which were 
admittedly Sa-ga-ma-dha-ni-sa and Sa-ni- 
dha-ma-ga-sa respectively.

HINDOLA VASANTA.

Mr. N. S. Ramachandra Ayyar. “  The
lakshana of this raga is Sa ga-ma-p i-dha-ni- 
dha-sa in the arohana and Sa-ni-dha-ma-ga- 
ri-ga-sa in the avarohana. There is a chitta 
svara with the usage of ga-ri-ga-sa, but I 
cannot vouch for its authenticity. The 
Dhaivata that occurs in this raga is Suddha.”  
(He played on the Veena with Suddha 
Daivata.)

Mr. Bharatam Narayanaswamy Ay­
yar. “ This pattham seems to be a later one 
or Navina. What I have been accustomed 
to hear is entirely different from this.”

(Mr. Tillasthanam Rajagopala Ayyangar 
and Dr. Srinivasaraghavachariar then sang 
Tyagaraja’s kriti beginning with the words 
'Rara Sita Manohara' and it was agreed that 
that version was correct and that the Dhai­
vata occurring therein was Chatusruti.)



THE MUSIC CONFERENCE 1931 59

Mr. Rajagopala Ayyar. “ I too heard this 
pattham. i.e., with theprayoga of Chatusruti 
Dhaivata."

Mr. G. V. Narayanaswami Ayyar. “ I
quite agree that this is the correct pattham."

The Conference decided that the fo llo ­
wing is the lakshana o f  this raga i.e.

Arohana ; Sa-ga-ma-pa-dhani-dha-sa.
Avarohana: Sani-dha-ma-ga-ri-ga-sa (use 

of ri being slight or alpa).

and that the Dhaivata occurring therein 
is Chatusruti, and that it comes under the 
22nd Mela.

MARGA HINDOLA.
Mr. Venkataswami Nayudu. “ From 

the prayogas adopted by me, I am led to 
think that the Dhaivata of this raga comes 
under the Suddha variety, that the arohana 
is Sa-ri-ga-ma-pa-dha-ni-sa and that the 
avarohana is Sa-ni-dha-ma-ga-sa."

Mr. N. S. Ramachandra Ayyar. “ I
support this opinion." (He played on the 
Veena with the above Sanchara.”)

Mr. Rajagopala Ayyar. I am of
opinion that Chatusruti Dhaivata comes in the 
arohana, while the Suddha variety is used in 
the avarohana."

Mr. Tiger Varadachariar. ‘ I too think 
that in the arohana, Chatusruti Dhaivata 
occurs, while the Suddha variety is used in 
•the descent.”

The President. “ As the avarohana is 
panchama varja (in which the use of pancha- 
ma is tabooed), the Dhaivata should be a 
little sharp, I think.”

Mr. G. V. Narayanaswami Ayyar.
“ Thefact that panchama is tabooed in the 
descent does not by itself prove that the 
Dhaivata should be sharp. Take for instance 
T odi; in this raga there are Dhaivata-varja 
prayogas in the descent, and yet only Suddha 
Dhaivata must be used and is used to bring 
out the Raga Bliava."

Mr. T. L. Venkatarama Ayyar. “ I am
inclined to think that this raga is a deriva­
tive of the 20th Mela, and takes Suddha Dhai­
vata.’ '

(Mr. Tillasthanam Rajagopala Ayyangar 
sang Tyagaraja’s liriti ' Chalamelara' in 
this raga, and it was found that Chatusruti 
Dhaivata occurred both in the arohana and 
in the avarohana.)

The majority were o f  opinion that the 
Dhaivata was Chatusruti but as regards Gand- 
hara, differences of opinion cropped up.

The President. “ From the song now 
sung, I am led to think that the Gandhara is 
antara, and that this raga is therefore a deri­
vative of the 28tli Mela.”

Mr. N. S. Ramachandra Ayyar. “ It 
must be a derivative of either the 20th Mela 
or the 22nd Mela, but not of the 28th Mela."

Mr. Bharatam Narayanaswami Ayyar. 
“ We must judge from the recognised ver­
sions, as are generally prevalent and are 
pleasant to hear. From the way in which 
this song is sung by the Tanjore Vid-vans, 
we must conclude that this comes under ihc 
28th Mela.’’

Mr. Tiger Varadachariar. “  W e should 
not take facility alone, as the criterion for 
singing these ragas. Though it may be a 
little difficult of manipulation, we must try 
to follow what we can reasonably accept as 
the correct method, the established method 
among the Vidvans. I think that in this 
raga, Sadharana Gandhara occurs generally 
though, at times, it may be used with some 
sharpness.’ ’

(Mr. Varadachariar then sang ' Chalame­
lara' to prove his contention.)

Mr. T. L. Venkatarama Ayyar. “ I think 
that it is Sadharana Gandhara that is used in 
this raga, and that it is a derivative of the 
20th Melakarta. I heard this hriti ’ Chala­
melara ’with Suddha Dhaivata and Sad­
harana Gandhara.’’
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The President. “  From the way in which 
this song is generally sung, so far as I have 
heard, I must say that only Antara Gandhara 
occurs in this raga."

Mr. Venkataswami Nayudu. “  I am in
favour of Suddha Dhaivata and Sadharana 
Gandhara.”

Messrs G. V. Narayanaswami Ayyar, Tiger 
Varadachariar, Soundararaja Ayyangar, Ra- 
jagopala Ayyar, N. S. Ramachandra Ayyar, 
M. S. Ramaswami Avyar, Subrahmanyan Sa- 
striar and three others were in favour of 
classing this raga under the 22nd Mela, 
whereas three members were in favour of 
the 28th Mela, two being of neither view.

The Conference therefore resoloed by a 
m ajority that Marga Hindola is a derivative 
of the 22nd Mela, with full compliment of 
svaras in the Aroluzna and Sa-ni-dha-maga-sa 
in the Avarohana.

The Conference then adjourned to meet 
again at noon the next day.

THE MADRAS MUSIC CONFERENCE
1931

(Fourth Day)
Reading of Papers.

The Conference re-assembled at noon on 
Monday the 28th of December, with Gayaka- 
siromani Palamarneri Swaminatha Ayyar in 
the chair. Mr. Karur Chinnaswami Ayyar 
was the new member present.

7. HARIKATHA KALAKSHEPA  
SVARUPA VICHARANA.

Srimati Saraswati Bai, the premier lady 
Bhagavatar of South India then read a 
paper on ‘ Harikatha Kalakshepa Svarupa 
Vicharana.'
2. MELAS and THEIR CONSTITUTION.

Mr. P.G. Sundaresa Sastriar spoke on the 
Melas of Carnatic music, their history, their 
constituent svaras and their character, includ­
ing old history. He illustrated his discourse

by learned and humorous explanations and 
several drawings.

The Conference then adjourned to meet 
again at 11 noon the next day.

THE MADRAS MUSIC CONFERENCE
1931

(Fifth Day)
Reading of Papers—(Contd.)

The Conference re-assembled on Tuesday 
the 29th December 1931. Owing to the un­
avoidable absence of the President, Mr. P. S. 
Sundaram Ayyar of Tanjore took the chair.

3. ANCIENT AUTHORS on MUSIC.
Mr. V. Raghavan read a paper on ‘Ancient 

Authors on Musis,’ or ‘ Early Writers on 
Music.’

4. MELAKARTAS.
Mr. N. S. Ramachandra Ayyar read a 

paper on Melakartas.

5. NOMENCLATURE of MELAKARTAS. 
Mr. Vinjamuri Varaha Narasimhacharlu 

read a paper on the ‘ Nomenclature of Meld- 
kartas.'

A Discourse on the Life of Sri 
Tyagaraja Swami.

Sriman Muthiah Bhagavatar of Harikesa- 
nallur gave a discourse on the life of Sri 
Tyagarajaswami, the musician saint of 
Southern India, under the auspices of the 
Madras Music Academy, at 2-P.M., the day 
being Bahula Panchami (the Tit hi on which 
the saint attained Samadhi). He traced the 
life of the Swami in all its aspects, interspersed 
here and there with apt Kritis which were 
composed by him on the particular occasions 
mentioned. Several incidents showing the 
spirit of the Swami and his intense Bhakti 
which was the absorbing passion of his life 
were related with force and feeling.

The Conference then adjourned to meet 
again at 12 noon the next day.
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THE MADRAS MUSIC CONFERENCE 
1931

(Sixth Day)
Reading o f  Papers—(Contd)

The conference re-assembled at 12 noon on 
Wednesday 30th December 1931, with Mr. 
Umayalpuram Swaminatha Ayyar in the 
Chair. Mr. Mudikondan Venkatarama Ayyar 
was the new member present on this day.

MRIDANGAM.
Mr. Swami Ayyar of Mylattur read a 

paper on Mridangam*

MEL.AK.ARTAS.
(A discussion.)

Mr. Vinjamuri Varaha Narasimacharlu’s 
paper on the ‘ Nomenclature of Melakartas * 
read on the previous day was interpreted to 
the conference in Tamil by Mr. T.L. Venkata­
rama Ayyar. A discussion was started on 
the subject by Mr. Varaha Narasimhacharlu.

Mr. V. Varaha Narasimhacharlu. “ My 
point is that some people have mentioned the 
Melakartas with names beginning with 
Kanakangi, while others state their names as 
Kanakambari etc. I want to know which 
nomenclature is correct.”

Mr. Hulugur Krishnamacharya. “  Nei­
ther nomenclature is correct, the correct 
version is the series beginning with
‘Mukhari’. ”

Mr. P. G. Sundaresa Sastriar. “ The
genuine Melas current in the time of Venkata- 
makhi were 19 beginning with Mukhari. He 
created 72 Melakartas for his successors.’ ’

Mr. Hulugur Krishnamacharya. “ Raghu- 
natha Naik simply mentions and describes 
only the manner of fixing the frets of the 
Veena, that there were three methods 
of doing it and so on, but not about Mela­
kartas."

'Vide pp..fl.

Mr. V. Varaha Narasimhacharlu. “ I
say that even previous to Venkatamakhi 
there were 72 Melas."

Mr. P. G. Sundaresa Sastriar. “ You
probably mean that there is a possibility of 
72 Melas existing before that time. But as a 
matter of fact, there were only ID Melas exist­
ing at the time of Venkatamakhi, and Rama- 
matya. There were only 20 according to 
Matanga Maharshi".

Mr. T. V. Subba Rao. “ If Melas are 
understood as entities quite distinct from 
ragas, this confusion would be avoided. 
Melas are mere musical scales, whereas ragas 
are melodies. If the connotation of these two 
terms, Mela and Raga, is clearly grasped, the 
whole difficulty will be removed ” .

Mr. P. V. Sundaresa Sastriar. “ Though 
the scales of both Venkatamakhi and Rama- 
matya are 19, only 11 are common to both. 
The other 8 scales in each differ from each 
other ".

Mr. V. Varaha Narasimhacharlu. “ My
main point is that we have to decide the 
system followed by Tyagaraja ; and that is 
what we are now adopting or practising’’.

The Chairman. “ The system followed 
by Tyagaraja was that of 72 Melakartas 
beginning with Kanakangi, and it is a well 
established fact that his songs are in that 
system. I have learnt this fact from the very 
Sishyas of Tyagaraja, in the line of Guru 
Parampara ”.

Mr. Bhai 'atam Narayanaswami Ayyar.
“ Before the time of Miha Vaidyanatha 
Ayyar, there were no authoritative text-books 
in print, Only some records on palmyra 
leaves existed. The elder Singaracharlu was 
the first gentleman to bring out a book in 
print, and then only people came to know 
about the Melakartas etc. After that, many 
books have come to be published. Whatever
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it may be, I want to emphasise that the 
correct lakshana can be known best by Veena 
players, but not so well by the vocalists 
whose Svaragnanam is generally defective. 
Maha Vaidyanatha Ayyar and Patnam 
Subramanya Ayyar were the first Vidvans 
to use svarams, and give svara groupings in 
the course of singing kirtanas. It was only 
after these people that svara singing came 
into vogue. Even Peria Vaithi and Chinna 
Vaithi only sang ragam and tana in but not 
svaram. On the question as to what.system 
was followed by Tyagiraja, I think only 
practical experts who can actually sing his 
kritis correctly should decide the matter but 
not others. For this purpose there should be 
an inner circle out of the expert committee. 
I believe there were 72 Melakartas forming 
the basis of our music. There were some 
Nagasvaram experts who claimed that there 
were only 32, but they are not right ".

Mr. Subrahmanya Sastriar. " Tyaga- 
raja taught his kritis to his Sishyas according 
to the capacity of each, and the character 
of his Sariram (voice). Tyagaraja’s kritis with 
their ragas were written on palmyra leaves 
and I also remember to have copied from 
some such. The names of the ragas in some 
cases were given topsyturvy, just to avoid 
common people knowing them. In the 
manuscript books, svaras with the raga names 
are given. Even now there is cne such 
manuscript in existence in Tanjore. The late 
Panchapagesa Bhagavatar was having it.”

Mr. Bharatam Narayanaswami Ayyar.
“ Sometime after Tyagaraja's death a 
panchangi by name Radha Krishna got the 
manuscripts (authorised ones) containing the 
kritis with svaras and ragas and I also got 
one book of that kind. It is the same as 
mentioned by Mr. Subrahmanya Sastriar. 
There are many such manuscripts in Tamil, 

Mr. V. Varaha Narasimhacharlu. 
“ When it is admitted that we have got

such authentic records, we will have to follow 
Tyagaraja’s system only but not Dikshitar’s 
system.”

Mr. Subrahmanya Sastriar. Venkata- 
makhi gave the list of Melakartas beginning 
with Kanakambari.”

Mr. P. G. Sundaresa Sastriar. “ W e also 
see that some slokas of Venkatamakhi do not 
fit in with the ragas to which they relate.”

Mr. Subrahmanya Sastriar. “ That^may 
be Bhatkande's view. From some slokas 
being wrong we cannot conclude that the 
nomenclature of the Melakartas is not correct. 
That all Melakarta ragas should be sampur- 
na is an idea which showed itself only after 
Venkatamakhi, who did not conceive, every 
Mela as Sampurna. Who gave the present 
names to Melakartas (Kanakangi) etc. it is 
not known for certain. Some of the recent 
Mela ragas like Chakravaka do not come 
according to the Katapayadi sainkhya system. 
But Yenkatamakhi’s nomenclature satisfies 
this system. There is no doubt we have two 
standards for the existing ragas. For 
instance, the Kriti ‘ N innujuchi ’ which is 
generally classed under Sourashtra is consi­
dered by some people to be, strictly speaking 
Bhairavam. There is no use in saying that 
both are separate ; we must know the differ­
ence according to lakshana. Whatever the 
names given may be we have to standardise 
the ragas in accordance with the current 
practice and the svaras found in them.”

Mr. V. Varaha Narasimhacharlu.
“  Now it is said by many here that 
the music we have now in vogue follows 
Tyagaraja’s system and that Dikshitar’s sys­
tem is different. The authoritative text book 
for the former is Singaracharlu’s book and 
Sampradaya Pradarsani for the latter.”

Mr. T. V. Subba Rao. 11 What is after 
all in a name ? Let us follow what is mostly 
in vogue. ”
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The matter was talked oat, bat no deci­
sion arrived at.

Resolution re. Music Publications.
Mr. V. Varaha Narasimhacharlu. “ I

formally move that ‘ This Conference 
recommends that the Music Academy do 
appoint a standing committee from 
among the members of the expert com­
mittee and others at the discretion of 
the President of this standing committee, 
to examine the publications on music 
that are existing, as well as those that 
may be written hereafter, and request 
the Text Boole Committee to recognise 
only such books as have been passed by 
this standing committee as text books 
for all public schools, and that the public 
be advised to adopt only such books.”

Mr. P. S. Sundaram Ayyar seconded the 
resolution, which was unanimously passed.

The Conference then adjourned to meet 
again at noon the next day.

THE MUSIC CONFERENCE, 1931.
(Seventh Day)

Reading of Papers.
SUDDHA SVARA SAPTAKA.*

The Conference re-assembled at 12-30 P.M. 
with Mr. S. Subrahmanya Sastriar in the
chair. Mr. Muthusvvami Dikshitar, grandson 
of the famous composer, Dikshitar, was also 
present.

Mr. Hulugur Krishnamacharya read an 
exhaustive paper on Suddha Svara Saptaka.

THE SUDDHA SCALE.
(A discussion.)

Mr. P. S. Sundaram Ayyar, explained in 
Tamil the important points dealt with in the 
above paper. The most important point dis­
cussed in the paper, he stated, was that the 
Suddha Svara Saptaka was recognised in the 
Sastras, that some people asserted that it it is

Kharaharapriya, some that it is Sankara- 
bharana, and yet others that it is Mayamala- 
lavagoula. That important point, he suggest­
ed, might be discussed and decided, if possible.

Mr. M. S. Ramaswami Ayyar. “ My name 
was referred to four or five times in the course 
of the paper reading, as having held the view 
that Mayamalavagoula is the Suddha scale 
recognised here. When I asked him to quote 
where I said so, he did not do so but simply 
replied that he inferred from the tone of the 
article like that. I deny that I ever accepted 
or urged that Mayamalavagoula was the 
Suddha scale. I shall quote what I wrote on 
the subject. This is what I said :

t ' ‘The trend of the modern view is that while 
Bilaval is the Suddha scale of North India, 
Mayamalava Goula is that of South India. 
But, be it noted, that, as a matter of fact, 
neither of them is the Suddha scale in the 
sense in which our ancient writers, held, viz., 
that its seven Svaras had their respective 
Sruti numbers 4, 7, 9, 13, 17, 20, 22, but that 
the elementary songs have been traditionally 
taught to the children in those Ragas. Such 
traditional teaching began, at first, as a 
matter of convenience or inclination : but 
then it took root by force of habit” .

This was what I said. At any rate it was 
not my opinion that Mayamalavagoula was 
the Suddha scale adopted by our ancients.”

Mr. Sabhesa Ayyar. “ If we first decide 
whether our svaras are seven or more, we can 
go to other subjects. According to nature- 
the number of svaras is said to be seven. As 
regards the scale, some say that Mayamalav­
agoula is the Prakrti Mela, and others that it 
is Kanakangi. Recently I have heard that 
Sankarabharana and Kharaharapriya have 
been stated to be the Suddha scales of our 
ancients. W e may decide what this confer­
ence feels to be correct.”

This will be published separately. f Vide Journal of the Music Academy pp. 181, No- 3 Vol. 1,
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Dr. Srinivasaraghavachariar. “  In the, 
days of the late Tirumalayya Naidu there - 
was a controversy on this matter, and it was 
then urged that Sankarabharana should be. 
accepted as the Suddha scale. ”

Mr. Sabhesa Ayyar. “ Some argue that 
the Suddha scale should be taken to be that 
which has fixed svaras, while others that 
Suddha scale means a scale which contains 
svaras whose name is given as SuddhA i.e., 
Suddha Rishabha, Suddha Oandharq etc. 
So we have to decide, practically, as between 
Mayamalavagoula and Kanakangi. ”

Mr. T. V. Subba Rao. “ First of all, 
is there any necessity for a Suddha scale at 
all ? That is the first point we have to de­
cide. And then, if there is necessity, we shall 
consider what such Suddha scale is, whether 
it is Kanakangi, Mayamalavagoula or Khara- 
harapriya, or Bhairavi.”

Dr. Srinivasaraghavachariar. “ Or 
whether it is Jhankaradhvani, because in a 
kriti beginning with ‘ Na tatanumanisam’ 
in the Chittaranjani raga (derivative o f Jhan­
karadhvani) fyagaraja mentioned the seven 
Svaras by name as ‘Vara Sapta Svara.' So we 
must take it that he took the Suddha scale to 
be Jhankaradhvani ”.

Mr. P- G. Sundaresa Sastriar. “ There 
is no word ‘ Suddha ' used there with refer, 
ence to the Sapta Svaras.”

The Chairman. “  It would be helpful if 
anybody sings that song, as that would throw 
much light on the point. ”

Dr. Srinivasaraghavachariar sang the 
arohana and avarohana according to the 
Chittaranjani raga, a derivative of Jhan­
karadhvani.

Mr. Rajagopala Ayyar. “ From the way 
in which it is generally sung, it is not possible 
to conclude whether it is Kharaharapriya or 
Jhankaradhvani, I have heard this song in 
Kharaharapriya."
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Mr. ,T. V. Subba Rao.. “ It appears to me 
that originally when the Suddha svara sap-, 
taka was derived, they first fixed Sa, Ma, and 
Pa. And between Sa and Ma in the upper tet- 
rachord. and between Pa and Sa in the lower 
tetrachord what we now know as Chatusruti 
Rishabha and Sadharana Gandhara on the 
one hand andChatusruti Dhaivata and Kaisiki 
Nishada on the other, were reached by means 
a Chatusruti interval. In the course of fixing 
Dhaivata and Rishaba naturally Trisfuti 
variety would come in,as they were reached by 
ascent from P & S and a slight fall would na­
turally result. So, I think the original Suddha 
scale, was Bhairavi and original raga Mukhari, 
But as a matter of fact for the last 400 or 500 
years, we have been using the Mayamalava­
goula scale. If instead of a Chatusruti, Dvisruti 
is used for arriving at a scale it will be found 
to be Malavagoula. So, what I say is that we 
need not adopt any Suddha scale at all now. 
Bhairavi has come to be sung with Suddha 
Dhaivata in the descent, because in the tran­
sition period when tetrachords were trans­
posed there was a blending of the Dhaivatas. 
Tyagaraja seems to have fixed the raga sepa­
rately called Kharaharapriya, and to disti­
nguish it from the original Bhairavi he made 
the derived note, a little sharper. Anyhow, 
I do not think it is necessary to fix a Suddha 
scale now, when we have 72 Melakartas.”

Mr. Muthuswami Dikshitar. “  I am for
fixing Mayamalavagoula as the Suddha scale. 
It is coming down form the time of Matanga 
as the Suddha scale, and is easy for beginners 
to learn because the svaras stand at conve­
nient distances from one another.”

Mr. Sabhesa Ayyar. “ Are we to accept- 
it because it is easy or because it is coming 
down as such from old days ? The first raga 
in the Melakartas is according to me to be 
accepted as the Suddha scale, that is, Kanq- 
kangi”.
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Mr. T.L. Venkatarama Ayyar. “ In prac­
tice we have known that from the time of 
Purandara Das at least, the Sarali varisas 
and Geetas etc., have been taught to children 
in Mayamalavagoula. The facility which 
this ragu gives in learning and singing is 
peculiar, and we have heard it stated that we 
have a unique rare treasure in this raga. 
There may be some meaning in putting the 
Mela containing all Suddha svaras as the first 
in the list, but this nomenclature is of recent 
origin, while Mayamalavagoula is in accord­
ance with both Sastra and practice. So, that 
must be accepted as the Suddha scale."

Mr. V. Varaha Narasimhacharyulu.
“ I wrote about the srutis in detail in my 
Telugu book. What has been accepted as 
the Suddha scale by our ancients is what we 
now call Kharaharapriya or Kapi in Hindu­
stani. As for the facility in teaching chil­
dren, we are teaching this scale only, up to 
geetas, but afterwards we go to other ragas 
like Sankarabharana. So Mayamalavagoula 
may be fixed as the scale for teaching children 
but I urge that Kharaharapriya should be 
accepted as the Suddha scale.”

Mr. P. S. Sundaram Ayyar. “ At the
time when there were 264 ragas, mention 
was made of 30 Grama ragas. In trying to 
know the Suddha scale existing at that time, 
we must interpret the sloka beginning with 
the words ‘ ’ (‘ Chatus-cliatus-
chatus-chaiva etc ’) as stated in the Ragavi- 
veka Adhyaya of Ratnakara. We must 
decide what that was at that time, though 
our practifce may be to go by Mayamalava­
goula as the Suddha scale now.”

Dr. Srinivasaraghavachariar. “  There 
are two things called Sukshma Nada and 
Sthula Nada. For the Sukshma Nada line 
or practice, we may fix Kharaharapriya or 
Jhankaradhvani as the Svdda scale ; and for 

9

Sthula Nada, the Suddha scale may be fixed 
as Mayamalavagoula. If we make graham 
of the svaras of Mayamalavagoula and 
Kamavardhani, we get all the 72 Melakartas, 
and therefore I suggest that Mayamalava­
goula may, for all practical purposes, be fixed 
as the Sthula Svara Saptakam, and Khara­
harapriya or Jhankaradhvani or Bhairavi 
may be accepted as the Sukshma Svara Sap­
takam.”

The Chairman. “  In the matter of the 
Suddha scale, there is difference of opinion 
between the old authorities and the new 
texts. On the paper read by Mr. Krishna- 
macharya we have to see whether such a thing 
as Sudda svara saptalia (Kharaharapriya) 
did exist in the old days. But we cannot 
decide whether it is right or wrong. If we 
interpret the sloka 'Chatus-chatus-chatus-chai 
va etc.’ correctly, we will have to admit that 
the original Suddha scale was only Bhairavi 
according to that of the Dhaivata, which will 
be only Trisruti according to that stoka. 
From the time of Ramamatya, or the time of 
Sangita Sudha or the time of Venkatamak- 
hi, this nomenclature of suddha as prefix, has 
been coming down to us. When Mukhari 
was said to be the Suddha scale, we may say 
that it follows practically the old Suddha 
scale (Bhairavi). But Kanakangi is said to 
be synonymous with Suddha Mukhari because 
it contains all Suddha svaras, and it has 
been urged by some to be the Suddha scale on 
that ground. Now the reason why Mayama­
lavagoula is stated to be the Suddha scale is 
that there is no dispute at all about the 
character of its svaras. So, all things con­
sidered, I think it would be safer and reason­
able to accept Mayamalavagoula as the 
Suddha scale, particularly because instruc­
tion is given to beginners in that Mela-raga.”

Mr. Hulugur Krishnamacharya. “  If
we accept some scale as the Suddha scale, we
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call all the other svaras as vikriti. Now 
according to my contention, Antara Gandhara 
is vikriti, and how can we accept it as a 
Suddha svara ?”

Mr. T. V. Subba Rao. “ It is impossible to 
apply the same terminology with the same 
significance to present-day music, which has 
considerably changed; and if we do so, il 
would land us in difficulty and confusion. 
When we have got 72 Melas, what necessity 
is there for any Suddha scale at aftT. Is it 
necessary for our practical music to fix what 
is Suddha scale now ? I do not think. ”

Mr. Hulugur Krishnamacharya. “ It is
necessary.”

There were differences o f opinion and it 
was felt that the matter was not sufficiently 
discussed.

Mr. V. Varaha Narasimhacharyulu. “ I
move that this matter be adjourned sine die 
because it requires much time and we have 
many items on the agenda to be gone 
through.”

Mr. T. L. Venkatarama Ayyar. “ It is
only a matter of academic importance, after 
all. It is no doubt a matter of historical inter­
est or importance. Our time can be more 
usefully utilised by discussing raga lak- 
shanas. Mr. Krishnamacharya stated much 
that requires thought, and he also would 
like to have the matter fully discussed, 
and so it would be un-reasonable not to give 
ample time for this, so that aft his points may 
be clearly and fully discussed. I second the 
adjournment motion for these reasons.”

The motion was unanimously carried 
and the matter was adjourned sine die.

The Conference then adjourned to meet 
again at 12 noon the next day.

THE MADRAS MUSIC
CONFERENCE, 1931.

(Eighth day)
Discourse on Natya Sastra and 

Discussion on Ragas.
The Conference re-assembled at 12-30 P.M. 

on Friday the 1st January 1932, with Gayaka 
Siromani Palatnarneri Swaminatha Ayyar in 
the Chair. Dr. Kuppuswami Ayyar of Kum- 
bakonam and Mr Krishnaswami Ayyar, Advo­
cate, Trichinopoly were also present.

8— BHARATA NATYAM or NATYA 
SASTRA.

Mr. Bharatam Narayanaswami Ayyar,
music instructor, municipal schools, 
Kumbakonam, then delivered a lecture on 
Bharata Natyam or Natya Sastra. He said 
in the course of his speech that Bharata 
Sastra is composed of three branches, Bhava, 
Raga and Tola, It is only when all these 
three items are fully and aptly expressed that 
Natya or dance can be best performed and 
appreciated. Bhava is. expressed by various 
signs and movements of the body and the 
subject of the Bhava is in one or more rasas 
like Srngara etc ; the effect of the expression 
of Bhava is what may be called Rasodayam.

About Raga, the second item, there are 
srutis fixed for various svaras, and every raga 
consists of particular svaras. The Nata or 
Nati must be able to make various Prastaras 
in all kinds of Ragas, Melaragas, Shadavas 
and Ouduvas, and Vakra Ragas. Such Prast­
aras and Ragas, as would be most suitable for 
the expression of the particular Bhava sought 
to be expressed, must be used, and much dis­
cretion is to be exercised in this matter.

About Tala the third component part, the 
most important point to be observed is Kala 
pramana. About the important place of Tala 
in music, such great men as Tyagaraja and
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Dikshitar, apart from older personalities, have 
spoken. In fact Tala is the setting for the 
whole Natya, and a clear knowledge of this 
branch is vital for the performer. Tala 
consists of Sabdakriya and Nis-sabdahriya.

As regards the construction of the padams 
and their character, Saliitya is intended for 
the purpose of Bhava, Svara-vartias are inten­
ded for Raga, and Jatis for Tala. Dance 
should also be suitably adjusted to the nature 
of the Tala, whether it is Trisra, Chatusra, 
Misra, or Khanda or Samkirna. Again for 
expressing the Bhava of the Sahitya, Abhi- 
nayam is resorted to, for Ragcr-singing 
music is used, while for tala or rhythm Nar- 
tana is performed.

He then described in detail the expression 
of the Nayaka-Nayaki Bhavatn, the various 
kinds of both and so on. He also showed by 
practical demonstrations how the Natya is to 
be performed and what conditions are to be 
satisfied by an ideal dancer.

Discussion on Ragas,—(Contd.) 

MANJI.

Mr. Subramania Sastriar. “ Before we 
proceed to consider the Raga, ‘Manji,’ I want 
to ask a question. The well-known song be­
ginning with the words ‘ Ninnujuchi' com­
posed by Patnam Subrahmanya Ayyar is 
put under the Sourashtra Raga in many 
books. Some people are of opinion that it is 
not Sourashtra but Bhairavam. So I think 
it would be advisable that hereafter when 
this Kriti is mentioned the Raga ‘Bhairavam' 
with an interrogation mark is put in. 
W e must know what is the correct Raga for 
this Kriti."

The President. “ My recollection is that 
when this song was newly sung, the second 
Avarta appeared to be smacking of Bhaira­
vam. I doubt very much whether an exactly

similar song was composed by either Kshet- 
rngna or Tyagaraja.”

Mr. Sanjiva Rao. “ I did not make patt- 
ham of this Kriti."

Mr. Muthiah Bhagavatar. “ In this song 
we see full Arohana and Avarohana. In regard 
to Bhairavam, I doubt if Sampurna sauchara 
is permissible. But, as the Sancharas as ex­
pressed in this song ‘ Ninnujuchi' are Sam- 
purita, I think the correct Raga in which it is 
to be put is Sourashtra."

Mr. IJmayalpurain Venkatarama Ayyar
sang this Kriti and it was agreed that the San­
charas were Sampurna.

The majority were o f the opinion that 
the correct Raga for this Kriti is Sourash­
tra.

Manji raga was then taken up for conside­
ration.

The President. “ I want to know if there 
is any Kriti of Tyagaraja in this Raga. (All 
members replied in the negative). There is a 
Kriti by Dikshitar and another by Syama 
Sastri in this Raga. Let us hear these songs 
and decide on their basis, the Lakshana of 
this Raga."

Mr. Anantakrishna Ayyar of Mylapore 
then sang Dikshitar's Kritis 'Ramachundrena 
Sainrakshitoham’ and ‘ Sri Sarasvati H ite ’ 
both in Manji raga. From this both the 
Arohana and Avarohana appeared full, and 
Chatusruti Dhaivata was used throughout.

Mr. T. V. Subba Rao. “ We must observe 
the Sancharas from a more minute (Sukshma) 
examination. The Sthula or general state 
ment that the Arohana and the Avarohana 
are full cannot be a sufficient or effective 
guide in indicating the correct Lakshana.'

Mr. U mayalpuram Swaminatha Ayyar.
“ The Avarohana is Sa-ni-dha-pa-ma-pa-ga- 
ri-sa.”
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Mr. P. S. Sundaram Ayyar. “ W e must 
point out the difference between this Raga 
and Bhairavi.”

Mr. Sabhesa Ayyar. “ The song ‘ Brova- 
vamma ' of Syarra Sastri seems to be a bet­
ter guide for us. (He sang the piece). It 
shows that this Raga has many characteristics 
of Bhairavi, it is almost Bhairavi ".

Mr. Muthiah Bhagavatar. “  I think 
that the Sanchara, Sa-ni-dha-ni-sa takes 
Chatusruti Dhaivata, in the Avarohana, Sa- 
ni-dha-pa takes Suddha Dhaivata.”

Mr. Sabhesa Ayyar. “ W e may classify 
Manji and Bhairavi as different from each 
other, owing to slight shades of variations as 
in the case of Sriraga and Manirangu. But 
we must accept the fact that the Svara San- 
charas for both Bhairavi and Manji are the 
same almost.”

The President. “  The Arohana is full, 
there is no doubt; as regards the Avarohana, it 
appears to me to be Sa-ni-dha-pa-ma-pa-ga ri- 
sa as shown in Syama Sastri's Kriti, “  Brova- 
vamtna. ” (He sang the kriti).

Mr. Anantakrishna Ayyar. “ The usage 
of Pa-sa-ni-sa is found more in this Raga 
than in Bhairavi. That is what I think.”

Mr. T. V. Subba Rao. “ It is a characteri­
stic Sanchara perhaps, to accommodate which 
the Arohana and Avarohana need not be 
disturbed.”

Mr. Sanjiva Rao. ‘ ‘ I am for fixing the 
Avarohana as Sa-ni-dha-pa-ma-pa-ga-ri-sa, 
the Gandhara being pronounced long.”

The Conference resolved  that the following 
are. the Arohana and Avarohana of Manji.

Sa-ri-ga-ma-pa-dha-ni-sa and

Sa-ni-dha-pa-ma-pa-ga-ri-sa, the Gandhara 
being long and also that the Dhaivata prayo- 
gas are similar to those of Bhairavi."

RITIGOULA.

Mr. Umaydlpuram Swaminatha Ayyar.
“ My view is that the Arohana for the Raga 
Ritigoula, is Sa-ga-ri-ga-ma-ni-dha-ma-ni-sa, 
Nishada being long, and that the Avarohana 
is Sa ni-dha-ma-ga-ri-ga-sa."

Mr. Sabhesa Ayyar. “ In the Varna 
1 Vanqjaksha' Panchama in freely used. 
Also in the Sanchara Dha-dha-ma, Suddha 
M ^foata  comes in.” (He sang the Varna to 
shiiw his point of view.) »•

The President. “  From the rendering of 
the Varna, it would appear that there is a
larger .usage of Suddha Dhaivata."

■ )
Mr. Muthiah Bhagavatar. Moreover, 

Sa-ga-ma is used but not Sa-ga-ri-ga-ma. In 
the descent, of course, Ma-ga-ri-ga-sa usage 
occurs, but in the Arohana there is only Sa- 
ga-ma, sanchara. There is also the usage of 
Pa-ni-sa, but it does not occur in the Madhya 
sthayi, but only in the Mandra sthayi. The 
Dhaivata in the Arohana is Chatusruti, and 
in the descent it is Suddha. There is also a 
prayoga of Dha-ni-sa in the lower octave, 
as seen in the kriti ‘Janani Ninnuvina’ of 
Syama Sastri.”

Mr. Sabhesa Ayyar. “ In the Kriti ‘Parake- 
la Bala', we see only Pa-ni-sa, prayoga in the 
lower octave.” (He sang this piece.)

The President. “ The Sancharas which 
occur in this Raga may be fully stated thus. 
Sa-ga-ri-ga-ma-ni-dha-ma-ni-dha-ni-sa (Aro­
hana).

Sa-ni-dha-ma-ga-ma-pa-dha-pa-ma-ga-ri-sa 
ni-pa-ni-sa (Avarohana)."

Mr. Sanjiva Rao. “ I am for fixing the 
Avarohana as Sa-ni-dha-ma-ga-ri-sa."

The discussion on this Raga was not 
concluded when the Conference rose for 
the day.
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THE MADRAS MUSIC. 
CONFERENCE, 1931.

Discussion on Ragas (Contd).

RITIGOULA.

The Conference re-assembled at 12 noon on 
Saturday the 2nd January 1932, with Gayaka 
Siromani Palamarneri Swaminatha Ayyar 
in the chair. Mr. C. Rajagopalachai iar was 
the new member present. Discussion on 
the Lakshana of Ritigoula was continued.

Mr. Muthiah Bhagavatar. “  My view is
that the Sanchara, Sa-ga-ri-ga-tna-pa-dha-ni- 
dha-ma (Nishada being long) is an age-long 
one and we should not disturb it."

The President. “ But the difference bet­
ween Ma-ni dha-ni-sa and what you have 
stated is too striking.”

Mr. Umayalpuram Swaminatha Ayyar.
“  In the Kritis of Tyagaraja, there is no Pa- 
dha-tii, sanchara at all. The Sanchara Ma-ni- 
ni-sa very frequently occurs, and the Sanchara 
dha-ni-sa also comes in now and then.”

Mr. Muthiah Bhagavatar. “ I am for
fixing the descent as Sa-ni-dha-ma-pa-dha-ma- 
ga-ri-sa, and the Arohana as Sa-ga-ri-ga-ma- 
ni-ni-sa. Or you may put the descent as Dha- 
pa-ma-ga-ri-sa even."

Mr. G. V. Narayanaswami Ayyar. “ In
that case, would it not clash with Ananda- 
bhairavi ? ”

The President. “ W e must base our 
decision on the Kritis as well as the Varnas in 
current practice. That would be generally 
acceptable.”

Mr. T. V. Subba Rao. “ We should indi­
cate the Arohana and Avarohana only, but 
not all Sancharas, in which case there will be 
no end."

Mr. Subrahmanya Sastriar. “  I want 
that it should be recorded that in some places

a slight or svalpa prayoga of Suddha Dhai- 
vata occurs.”

The Conference agreed  that the Arohana 
of Ritigoula is Sa-ga-ri-ga-rna-ni-dha-ni-sa 
(the first Nishada is long), that its Avarohana 
is Sa-ni dha-ma-ga-ma-pa-ma-ga-ri-sa that 
the usage of Ni-pa-ni-sa is permissible in the 
lower octave, that paticularly in the Pa dha- 
pa-ina, prayoga Suddha Dhaivata occurs, that 
generally Chatusruti Dhaivata should be used, 
and that the Mela is 22.”

SARAMATI.

The President. “ The old usage shows that 
the Arohana for this Raga is Sampurna, and 
that the Avarohana is Sa-nidha-ma-ri-ga-sa, 
Mr. Umayalpuram Swaminatha Ayyar con­
curs in this view."

Mr. Subrahmanya Sastriar. “ I think 
its Avarohana should be put as Sa-ni-dha-ma- 
ga-sa.

Mr. C. S. Ayyar. “ I am for fixing it as 
Sa-ni-dha-ma-ga-ri-ga-sa.

Mr. Muthiah Bhagavatar. “ The song 
‘Mokshamugalada' in this Raga is being sung 
generally with Suddha Dhaivata, but not 
with the sanchara, Ma-ri-ga-sa mentioned by 
the President. I cannot be a party to this 
being fixed as the correct Lakshana.”

Mr. Umayalpuram Swaminatha Ayyar. 
“ The Avarohana is Sa-ni-dha-mari-ga-si, 
and the Dhaivata to be used is Chatusruti. 
That has been the old usage, but the practice 
has changed of late.”

Mr. Muthiah Bhagavatar. “ I am using 
both the Dhaivatas, but the Avarohana should 
be put down as Sa-ni-dha-ma-ga-sa."

The President. “ Ma-ga-sa is the new 
usage as also Suddha Dhaivata. The orthodox 
style is full Arohana and Sa-ni-dha-ma-ri-ga- 
sa is the Avarohana. According to the pre­
sent practice Ma-ga-sa is used as also Suddha 
Dhaivata.”
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Mr. Muthiah Bhagavatar sang ‘Moksha- 
mugalada' with Ma-ga-sa, prayoga and also 
Suddlia Dhaivata. The President sang the 
same song with Ma-ri-ga-sa usage and Chat- 
usruti Dhaivata).

Mr. T. V. Subba Rao. “This Ma-ri-ga-sa 
Sanchara seems to occur in Sriranjani also. 
With regard to Saramati, the use of Suddha 
Dhaivata appears to be popular, though the 
old practice may be different.”

In the end it was decided by a  majority
that the view that Chatusruti Dhaivata should 
be used, that the Arohana should be full and 
the Avarohana should be Sa-ni-dha-ma-ri-ga- 
sa represented the old practice; but accord­
ing to the current practice, which was also 
generally popular, the Arohana is full, Avaro­
hana is Sa-ni-dha-tna-ga-sa, and Suddha 
Dhaivata is used.”

ABHERI.

The President. “ It would be desirable 
that Vidvans who can practically sing 
should be left to decide these matters finally. 
Other members may express their opinions 
whicli will also be given due weight in the 
decision.”

Mr. P. G. Sundaresa Sastriar. “ Abheri 
seems to be the correct term ; it is the name 
of a country, I think.”

Mr. T. L. Venkatarama Ayyar. “  Abheri 
follows the term Vina bheri for instance. So 
Abheri is the correct term to use.”

The President. “ I think that the Arohana 
and Avarohana of this Raga are as follows :

Sa-ga-ma-pa-ni-sa and Sa-ni-dha-pa-ma-ga 
ri-sa and that there is usage of both Suddha 
and Chatusruti Dhaivatas."

Mr. T.L. Venkatarama Aiyar. “ From the 
very character of the Arohana, there is no 
scope for the use of Chatusruti Dhaivata 
at all. Only Suddha Dhaivata must come in.”

Mr. Hulugur Krishnamacharya. “ What 
is the Mela .forthis Raga ?

The President. ‘ ‘ W e can put it down as 
20, for practical purposes.”

Mr. Muthiah Bhagavatar. “  In the Kriti 
‘Nagumomu,’ practically the Chatusruti Dhai­
vata is used, as also the Sanchara Sa-ri-ga 
ma occasionally. W e find the usage of 
Suddha Dhaivata also now and then.”

■Jjfegbas decided by a m ajority  that the 
Areshdna is Sa-ga-ma-pa-ni-sa, that the 
Avarohana is Sampurna, that the Mela is 
20, that Suddha Dhaivita is the Sampradaya 
prayoga, and that in practice Chatusruti 
Dhdivqjta is now used, by some musicians.”

f
DARBAR.

Mr. Umayalpuram Swaminatha Ayyar.
“ The Arohona is Sa-ri-ma-pa-dha-ni-sa 
and the Avarohana is Sa-ni-dha-pa-ma-ga-ri 
sa. There is also the prayoga, Ri-ga-ma-ri-sa.” 
(‘Elateliyalero ’ and ‘ Yochana’, two krilis of 
Tyagaraja were sung by his son to illustrate 
the above view).

The President. “ W e must decide on 
the character of the Gandhara that occurs in 
this raga. That is of vital importance.”

Mr. T. V. Subba Rao. “ In my view, the 
pvarohana is Sa-ni-dha-pa-ma-ri-ga-ri-sa 
{Gandhara being long).”

The President. “ Though it is stated to 
be Ga-ri-sa this group is really ‘ Ma-ri-ma-ri- 
sa." (He sang LO h ! Gajarakshaka from 
Tyagaraja's ‘Munduvenuka in this raga. to 
prove his statement).

Mr. Muthiah Bhaghavatar. “ Ri-ga-ma-ri 
sa-ri is the Sanchara used in this song, and 
in two places we also find the usage of Ri-ga- 
ma." (He sang the same Kriti to prove his 
point).

Mr. Umayalpuram Swaminatha Ayyar.
“ This prayoga is Ri-ma-ri-ma-pa but not 
Ri-ga-ma-pa.”
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Mr. Muthiah Bhagavatar. “  The compo­
ser, Balakrishna Bharati, used Ri-ga-ma 
throughout, I think. In the Darbar Varna, 
no doubt, there is the sanchara, Ga-ga-ri-sa-ri. 
But this Gandhara is not a real one but is 
only masquerading as such. So, we must 
admit that Ri-ga-ma-ri-sa-ri occurs frequently 
in this Riga, also Ri-ga-ma-

Mr. Krishnaswami Ayyar. “ If the Gand­
hara in Ga-ga-ri-sa is a fiction, how can Ri-ga 
ma come in ?”

Mr. Muthiah Bhagavatar. “ In practical 
singing, the usage Ri ga ma occurs.”

The President. “  It must be admitted 
that Gandhara has no regular shape or fixed 
location as such. It is really Ma ri ma ri. 
If you use the regular Sadharana Gandhara 
the Ragabhava of Darbar cannot be expressed 
at all.”

Mr. Anantakrishna Ayyar sang Dikshi. 
tar’s Kriti in that Raga beginning with the 
words ‘ Tyagaraja ’ to show that there is 
Ri ga ma prayoga and that it is permissible.

Mr. Muthiah Bhaghavatar. “ This Ri-ga- 
ma-ri-sa-ri, prayoga, I may point out, occurs 
in the kriti ‘ Endundi Vedalitivo ’ by Tyaga- 
raja.

The President. “ It is, I take it, admitted 
by all that Gandhara never occurs in this 
Raga without association with Madhyama, 
and that it is used as a long Svara, that this 
Gandhara is really ‘ Ma-ri-ma ' but it should 
be called Gandhara for practical purposes.”

Mr. Anantakrisna Ayyar. “ In the Aroha- 
na I find there is a usage of Sadharana 
Gandhara.”

Mr. C. S. Ayyar. “ I also find the usage 
of Dha-ni pa  frequently.”

Mr. Muthiah Bhagavatar. “ It is used 
for Ranjana, or beauty, but it cannot be said 
to be a characteristic Sanchara.”

Mr. T. V. Subba Rao. “ We also find 
wide use of Ni-sa-dha-pa."

The President. “  Sa-ni-sa-dha-pa comes 
ini but not Ni-sadlui-pa, I think.”

Mr. Muthiah Bhagavatar. “ If Sa-ni-sa 
occurs, then Pa-dha-ni-pa-ma must also 
come in.”  (He pronounced Nishada long.)

The President. “ If Nishada is used long, 
then the Raga may become Nayaki. ”

The Conference decided that the Aroliana 
of Darbar is Sa-ri-ma-pa-dha-ni-sa, that its 
Avarohana is Sa.ni-dha pa-ma-ri-ga-ri-sa (ga 
being long), that the Mela is 22, and that the 
usage of Sa-ri-ga-ma is prevalent.

NAYAKI.

The President. “ The Arohana of Nayaki 
is, in my view, Sa-ri-ma-pa-dha-ni-dha-pa-sa 
(Nishada being long), and the Avarohana is 
Sa-ni-dha-pa-ma-ri-ga-ri-sa (Gandhara being 
long).”

Mr. Umayalpiirain Swaminatha Ayyar.
“ The Avarohana, it seems to me, is Sa-ni-sa- 
dha-pa-ma-ri-ga-ri-sa. ”

Mr. Muthiah Bhagavatar. “ That is also 
my opinion. Sa-ni-sa-dha-pa-ma-ri-ga-ri-sa 
is one prayoga, and Dha-ri-sa-ni-dha-pa is 
another. I would urge that Sa-ni-sa, prayoga 
must be put down on record as a special 
usage, as also Dha-ri-ni as otherwise the Raga­
bhava of this Raga will not be brought out. " 
(He sang 'Kanugonu Sowkhyamu of Tyaga­
raja in support of his point).

Mr. Anantakrishna Ayyar. “ In 
Dikshitar's Kritis, there are Ri-ga-ma, pra- 
yogas."

Mr. Bharatam Narayanaswami Ayyar.
“ There is also a special usage of Ri-pa-ma-ri 
ga-ri-sa in the higher octave.”

The Conference resolved  that the Arohana 
of Nayaki is Sa-ri-ma-pa-dha-ni-dha-pa-sa 
(Nishada to be long), that the Avarohana is
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Sa-ni-dha-pa-ma-ri-ga ri-sa (Nishada and 
Gandhara to be long), that the Mela is 22, 
that Sa-ni-sa and Dha-ri-ni as also Bi-pa ma- 
ri-ga-ri-sa (in the higher octave) are special 
prayogas.

KANADA.

The President. “  For Kanada my view 
is that the Arohana is Sa-ri-ga-ma-dha-ni-sa 
and the Avarohana is Sa-ni-pa-dha-ni-dha-pa- 
ma-ga-ma-ri-sa. ”

Mr. Muthiah Bhagavatar. “  My opinion 
is that the Arohana is Sa-ri-ga-ma-pa-ma-dha- 
ni-sa and the Avarohana is Sa-ni-pa-marga- 
ma-ri-sa (Gandhara is long). There is also 
a special prayoga of Pa-dha-ni (Nishada is 
long)."

Mr- Bharatam Narayanaswami Ayyar.
“ I understand there is Sa-dha-pa, prayoga 
also. ”

Mr. Umayalpurain Venkatarama Ayyar.
“ It seems to me that the descent takes Sa-ni- 
dha-pa. ”

Mr. C. S. Ayyar. “ In the descent Sa-ni- 
pa  occurs, but not Sa-ni-dha-pa."

Mr. G. ,.*V. Narayanaswami Ayyar. “ I
too am of the same opinion."

Mr. T. V. Subba Rao. “ Sa-ni-pa-dha-ni- 
dha-pa-ma-ga-mari-sa (Gandhara being
long) seems to me to be the more correct 
Avarohana. ”

Mr. Muthiah Bhagavatar. “ I too am of
the same opinion. ”

It was decided  in the end that the Arohana 
for Kanada is Sa-ri-ga-ma-pa-ma-dha-ni-sa 
and the Avarohana is Sa-ni-pa-dha-ni-dha 
pa-ma-ga-ma-ri-sa (Gandhara is long), that 
the Mela is 22, and that the use of Suddha 
Dhaivata is not permissible.”

DVIJAVANTI.

The President “  The Arohana of Dvi- 
javanti seems to me to be Ri-ga-ma-pa-

dha-sa-ni-dha-ni-sa, and the Avarohana to be 
Ni-dha-pa-ma-tnci-ga-ri-sa-ri-ga-ma-ga-ri-sa.''

Mr. Muthiah Bhagavatar, “ I think the 
Arohana is Sa-ri-ma-ga-tna-pa-ma-pa-dha-sa 
and the Avarohana is Sa-ni-dha-ni-sa-ni-dha- 
pa-ma-ga-ma-ri-sa ni-dha-ni-sa (Madhyama 
and Gandhara are long). These are the 
prayogas I have heard and I have patthams 
like%*|>at. (He sang the padam 1 Endukti 
Ndnhdlayinchitivo ’ , ‘ Entajeppina Vinavu, 
\P*I Cheliya I ' which is said to have been 
composed by Kshetragna in this Raga.) Ma 
ga-ma-pa-dha-sa is an important prayoga. 
Sadharana Gandhara is mostly used. This 
is .a Bhhshanga Raga. I made pattham of 
this piece from Veena Subbanna. Sa-ni- 
dha-ni-sa is the primary prayoga.

The Conference decided  that the Arohana 
of Dvijavanti is Sa-ri-ma-ga-ma-pa-dha-sa- 
and the Avarohana is Sa-ni-dha-ni-sa-ni dha 
pa-ma-ga-ma-ri-ga-ri-sa-ni-dha-ni-sa, that the 
Mela is 28, and that in the special prayga- 
of Ri-ina-ga-ri-sa, Sadharana Gandhara occurs 
(as in ‘Endnku above mentioned).

SURATI.

There was no dispute about this Raga and 
it was agreed that the Arohana is Sa-ri-ma- 
pa-ni-dha-ni-sa and the Avarohana is Sa-ni- 
dha-pa-ma-ga-pa-ma-ri-sa (Rishahha is long), 
that the Mela is 28, and that there is an occa­
sional use of Ma-ga ri-sa.

It was pointed out by Dr. Srinivasaragha- 
vachariar that there is a slight usage of 
Kakali Nishada sometimes, but that was not 
accepted by the majority.

This concluded the business of the confer­
ence, which adjourned for its formal final 
meeting to the next day at 2-30 P.M.
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(Last Day).

Sunday, the 3rd January 1932.

The Conference re-assembled at 2-30 P. M. 
on Sunday the 3rd January 1932 with the 
President Mr. Palamarneri Swaminatha 
Ayyar in the chair.

President’s concluding Remarks.
The President made the following observa­

tions in Tam il:

“  From the very commencement of this 
Music Academy, I have been hearing, with 
great pleasure, that the Music Conferences 
held year after year, had been conducted with 
great success; and this year I have had the 
privilege of observing personally, with 
immense satisfaction, the success of this 
Conference. Everybody knows that the 
Music Academy has always had before it the 
following objects: the development of the 
art of music among the people of the country, 
the way in which Vidvatts and Experts in the 
line should give their performances, the study 
of the theory of music, the devising of means 
for the propagation of the art and for its 
perpetuation, etc. etc. If only the experts 
begin to think that this Academy is only a 
meeting place for them and if every Vidvan 
begins to think that in such conferences like 
this, there are likely to be more able Vidvans 
than himself, surely there will be a great 
future for this Academy. Gentlemen, we 
have seen with our own eyes, all these days, 
many famous Vidvans gathered together day 
after day, not with a view to hear the music 
performances alone in the evenings, but with 
a strong desire to take an active part in the 
deliberations of the Conference, to get 
knowledge from and give knowledge to 
others, and to strive and contribute their 
own share towards making this Conference 
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THE MUSIC CONFERENCE, 1931. the great success that it is. I do not know­
how the general public can adequately ex­
press their appreciation of the strenuous work 
of this Academy in the various directions that 
I have indicated.

There is one point that I want to specially 
emphasise from my place here; and that is, 
that there has, for some time past, been a 
general cry that most of the musicians do 
not correctly understand the meaning of the 
songs that they sing, and that they do not 
even attempt to suit the mode of their sing­
ing to the actual meaning of the songs. W e 
cannot of course always, blame the musicians 
for that; for, in certain cases the musicians 
are not very educated people and again, the 
songs that they sing are not always in their 
own language. Nowadays, music to be en­
joyed, should be very sw'eet; whether it is 
Ghanam or Nayam, it does not matter. And 
wherever there is music, we believe there is 
Mangalam ; that is why we find that in every 
marriage house, in the midst of so much 
bustle and confusion, there is always a music 
performance in the evenings; and un­
doubtedly music brings additional pleasure 
to its hearers. I would therefore implore 
every Vidvan to join this Academy and to 
further the objects it has laid before itself.

As regards the work of the Academy itself, 
I should say this: the Music Academy should 
try to standardise the various ragas, in con­
sultation with the many experts that gather 
at its annual conferences, and it should try 
to make a record of all the good and beauti­
ful songs that are now being sung by many 
experts, in order to secure them for the 
benefit of posterity. To enable the making 
of such a record, as far as possible, every 
year we should have such free debates on 
every Raga, as we have had this year; I 
would even go further and suggest that 
every Vidvan who takes part in these debates 
should offer to give a record on the grama-
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phone and make his best songs available to 
future generations.

There is another way in which the Academy 
can best direct its efforts for the development 
of the art of music. For instance, recently 
in all the countries of the world, the art of 
music has been developed to a great extent — 
both vocal and instrumental. If really we 
want our system also to develop to the same 
extent, we should not fight shy of importing 
into our system such changes or improve­
ments as can conveniently be adopted from 
the systems prevalent in other parts of the 
world. If this is done, I am quite sure, 
not only it will increase the happiness of our 
own people, but it will increase the respect 
that we command in the eyes of the world, in 
this respect. In the olden days, i. e., till re- 
tently music was not encouraged either by 
the Government or by the people because of 
the peculiar education that the people receiv­
ed at the hands of the British Government. 
Now that we are beginning to advance politi­
cally also and are going to have a greater 
voice in the administration of our country, I 
hope and trust that this Academy will receive 
sufficient encouragement in future from our 
Governnfent.

With these words, gentlemen, let me 
thank you heartily for the high honour that 
you have done me in asking me to preside 
over this Conference this year. I cannot 
sufficiently express my gratefulness to the 
many pandits and vidvans who co-operated 
with me in conducting the proceedings and 
in making the Conference a success. ”

Mr. S. Satyamurty : (in Tamil) “  Mr. Pre­
sident, Ladies and gentlemen, let me briefly 
tell you what work this Academy, during its 
life of nearly five years, has done and what 
benefits have accrued therefrom.

Since the inauguration of this Academy, 
we have been setting a high standard with 
regard to the performances, by requesting

vidvans to give model ones in the presence of 
large audiences. W e have also set on foot the 
practice of circulating copies of the pro­
gramme to the audience beforehand. I take 
this opportunity of appealing to you all 
vidvans, to help us in this direction. W e 
have also been trying our best to see that the 
pakka vadyam, (accompaniments) do not take 
a very prominent place even over the vocal or 
pradHjfna (primary) music of the day. It used 
te':be'said that vidvans and musicians were 
tvs®0 separate sets of people and that we, day 
people, could have nothing to do with them. 
One of the main achievements of this Acade­
my has been to get them all together and 
make fhem move freely with us, so that we 
might be in a position to bring honour both 
to them and to the country as a whole. I 
may assure you, gentlemen, that the lay 
public will always be prepared to appreciate 
the efforts of the vidvans and experts to 
educate them in the various directions in 
which they can do so, within their own limi­
ted sphere. I would request you all, therefore, 
to set a certain high standard in the matter 
of these music performances and to see that 
whatever you decide in this respect, becomes 
practically a settled question.

Another point that I would like to empha­
sise is this : every vidvan begins to think that 
he is the best man in his line. It should not 
be so. Everybody should think that there 
may be others equally efficient with, if not 
better than himself. This Academy is purely 
intended to bring them all together on a 
common platform, so that the wider public 
may be benefited thereby. Sure as anything 
within a short time from now, there is going 
to be a great change in the administration of 
this country: and when it comes, you may 
take it from me that music will play a great 
part in the national life of the country. You 
may perhaps know that recently in the Madras 
University, we havestarted a music section, ft
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is a step in the right direction, and I would 
request you to bless it.

Another question which can reasonably 
engage your attention is that of the en­
couragement of congregational music. One 
useful method of experts giving the benefit of 
their knowledge to a large audience is to sing 
in the Radio, set up by the Madras Corpora­
tion, which is being listened to by a large 
number of private owners of radio sets and 
others. Already one or two experts like 
Mr. Muthiah Bhagavatar and Mr. Musiri 
Subrahmanya Ayyar have condescended to 
sing in the Corporation Radio- What all 
we, lay people, can do for the development of 
the art is just to find the necessary money or 
a good building, or things like that; but it is 
you, Vidvans, who must bring honour to the 
profession and respect for the whole commu­
nity of musicians, in these and other ways. 
No country is likely to prosper without music 
playing an important part in its every day 
life. I am very glad to see so many musi­
cians in this Conference who have come from 
great distances, at great personal inconveni­
ence to themselves. At the same time, I 
must say that it is a great pity that some 
learned musicians and Vidvans who demand 
and get large amounts of money for their 
performances do not care to join this 
Academy. I would request you all to make 
it a point to see that such Vidvans are not 
encouraged in their present attitude towards 
this Academy and to show them their proper 
place. It is an undeniable fact that no man 
however great, no Vidvan, however famous, 
can be greater than a regular Vidvat goshti. 
It is therefore necessary that you should all 
exert to make them learn the lesson of their 
lives; if you do that, I am sure they will 
come in of their own accord in a short time.

My last word to you to day, gentlemen, is 
that within a very few years we are going 
to enjoy Swaraj; and when that Swaraj

comes, you are all going to occupy a better 
status than now. In the meantime, I request 
you all to strive your best to improve the 
art.”

Vote of Thanks.
Dr. U. Rama Rau. “Mr. Chairman, Ladies 

and Gentlemen, lam really sorry I am not 
able to address you in Tamil.

The Third Conference has come to a close 
now, and I am extremely glad that you, 
Sangeeta Vidvans, have taken the trouble to 
go over here from great distances, at great 
personal inconvenience and sacrifice. You 
are responsible for the success of this Con­
ference. W e have arranged for such con­
ferences as this, not only with a view to hear 
good performances given by experts, but also 
with a view to get together the scattered 
theories of music, to improve them and to put 
them in proper shape and form. The success 
of this Conference is of a very high order. 
For, in the first Conference we saw only a 
few Vidvans ; some more Vidvans came in for 
second Conference, and for this third Con­
ference, we find that a large number of 
experts have come; and on that account 
alone, if not on any other, the Conference is 
a great success,

Though I am not a professional man 
myself, a man able to make out how far there 
has been improvement in the music world, yet 
I am able to understand from my friends 
who are in the know of things, that since the 
inauguration of this Academy, there has been 
improvement in many directions. I know 
that progress cannot naturally be fast, 
because so many obstacles are in the way. 
You must all put your heads together and 
come to some definite conclusions ; and 
whenever there is any mistake, you must be 
prepared to accept it. One may not of course 
always agree with the majority view ; but nil 
the same, when the majority decides one
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thing, one must agree with the decision. 
Unless this is accepted. I am afraid there is 

v no chance of our going ahead in the task that 
we have set before ourselves. You all know 
that in my profession, the medical profession, 
first comes practice and then only comes 
theory ; theory is based on practice. So also 
in music, unless you get the co-operation of 
men who sing well, and then come to some 
definite conclusion, there can be no finality 
to anything.

Now, gentlemen, I have the greatest plea­
sure in thanking our worthy President for 
the trouble he has taken in coming all the 
way to Madras to preside over this Con­
ference which has lasted now for nine days. 
Though he is a very able Vidvan, he has been 
hiding himself so far in a bushel, so to say. 
W e did not know it until some friends told 
us about him. He also gave us a public 
demonstration some two months ago, I think, 
and the whole public of Madras enjoyed it 
much. I must also thank the public of 
Madras, because, but for them this Confe­
rence would not have been a success. Our 
President has been conducting the business 
of this Conference very well and we are very 
thankful to him for the work that he has 
done.

I must then thank particularly the various 
Vidvans and experts for the trouble they have 
taken in coming to Madras and making this 
Conference a success. There are few people 
like Mr. T. V. Subba Rao who know the 
technique of music. I am the President of 
this Academy, Gentlemen, not because I know 
much of music—in fact, I do not know any­
thing about it. I only represent the man in 
the street. .They must be very clever Vidvans 
indeed when they have made a person of my 
stamp occupy this office, as I know nothing 
beyond appreciating their music. I am 
extremely glad that you have all come here 
and made this Conference a success.

I also thank all the young men ((volunteers) 
headed by my friend Captain Seshagiri and 
his lieutenant Mr. Kalyanam and others who 
have done admirably well. But for their 
co-operation, the success of this Conference 
cannot be achieved. They used to come 
here and work day in and day out. I 
know myself, some volunteers kept watch 
here irt the nights. They are all men of 
pos^^n ; they love music, and their co­
operation is a great asset to the Academy, 
ip- fhat when we elders depart from tins 
world, they will be in a position in step into 
our shoes and make these Conferences equally, 
if not more, successful. At the same time, I 
carinotjforget to mention our lady volunteers 
who are, some of them, students of the Music 
College.

In this connection, I want to appeal to all 
the Vidvans both here and outside, to help us 
in getting through the work of this Academy. 
The Academy has got many irons in the fire. 
W e ha ve started a Journal. It is not very 
encouraging, because some of the vidvans 
have not contributed their share towards it. 
Some of us do not understand what the theory 
of music is. I hope the editor and the manag­
ing committee in charge will make it a little 
more popular, so that a man like myself 
might read and understand what is contained 
in it. Another thing we have ventured to do is 
to start a Teachers’ College of Music. This is 
absolutely necessary. No doubt it ought to 
have been started by the State or by big 
Rajahs or Maharajahs; yet,though in an hum­
ble way, we have, at great sacrifice and diffi­
culty, started this College of Music. I myself- 
though I do not understand much of music — 
when I go and hear girls singing music as 
taught in the schools o f our Presidency, begin 
to think that they are killing or murdering 
music. Therefore, it was but right that our 
Expert Committee considered that we should 
have a'training school for teachers of music.
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As I said, in our own humble way, we have 
started it. In these days when money is not 
forthcoming in great quantities, it must 
certainly be a great drain on the resources of 
the Academy. But, fortunately or unfortu­
nately, I have been able to give a small portion 
of my building in which to locate this College. 
I therefore appeal to you all and to the public 
of the Presidency and of all India to help the 
Academy both financially and in other ways, 
for instance, by getting up benefit per­
formances for helping the Academy. 
Mr. Muthiah Bhagavatar has kindly con­
sented to give two such performances before 
he leaves Madras. W e have already had to 
reject about twenty applications for admis­
sion into the college, because we could not find 
room for them. If we have more funds at 
our disposal, certainly we will be in a position 
to admit more students than at present. 
The finances of the Academy itself are not 
very good. Of course I may say that we got 
up this Conference not with a view to make 
money. W e thought that public demonstra­
tion of music would infuse greater enthusi­
asm in the music-loving people. That is our 
main object. But if there is any saving, no 
doubt it will be utilised for our purposes. 
One thing more I want to say, perhaps it 
may not be quite palatable. You musicians 
particularly, must sympathise with us. 
When we request you to come and give some 
model performances, you must readily 
consent. I did not mean, when I say this, 
that you do not generally come. What I 
mean is, that sometimes you do not come in 
time, sometimes we are not able to fix the 
time when you are prepared to come. In 
some cases, when we ask for a programme, it 
takes a long time to get it. All this trouble, 
the office has been bearing with great 
patience.

I must not omit to mention now, the very 
heavy work which the office-bearers have

been doing. The two Secretaries and the 
other office-bearers have been practically 
working day and night. They have sacrific­
ed much of their other work for the sake of 
this Academy. Our Treasurer is a great 
miser (Laughter). If the money is not in the 
Bank, you can see his face somewhat mo-rose, 
but when money comes and is sent to the 
Bank, his face will get brightened. He 
is an ideal treasurer because he holds the 
reins of the purse very tight. Even if I ask 
him for a loan of money, he will not give me. 
He is working very enthusiastically.

Then I propose a vote of thanks to 
Mr. Sripada Ramamurti Pantulu and his 
assistant Mr. G. Rangachariar for having 
undertaken to report the whole proceedings of 
this Conference. That is a great thing because 
ordinary reporters may not be able to take 
down the technical portion of the proceedings. 
He knows music; he is a Ganapriya. He knows 
a grea t deal more than an ordinary reporter 
and he is also a member of the Academy.

I must also thank the Commissioner of the 
Corporation for giving this place to the 
Academy free of rent. For this, we owe 
much to my friend, the Vice-President of this 
Academy, Mr. Satyamurti. But for his 
efforts, we could not have got this place free 
of rent. The Corporation radio also has been 
co-operating with us in announcing every day 
our next performances, etc., and we have 
also been co operating with them. I appeal 
to you, Vid-vans, whenever you come to 
Madras or pass this side, you must make 
it a point to give 1̂  hours of your time 
to the Corporation Radio. We, doctors, are 
always accustomed to do charity. That 
charity that we do is always returned 
ten times, sometime later. For instance, 
a rich man may come to us some day' 
and want something to be done for him, 
and in return for it, he pays a lot. So 
also, here, even if you take the question

/7
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of money, I assure you it will pay you 
in course of time. You Vidvans, must 
oblige the Radio people and the general 
public. W e all know that the other day, 
tens of thousands of people were waiting on 
the Marina to hear expert music. That only 
shows what an amount of enthusiasm can be 
created by singing in the radio.

I do not want to take up any more of 
your time. Gentlemen, I thank you all once 
more—I thank the Vidvans, the office-bearers, 
the Madras Corporation and other friends- 
who have helped us.”

Mr. E. Krishna Ayyar (Jt. Secretary) 
spoke in Tamil to the following effect:

“  Gentlemen, Dr. Rama Rau has done 
many good things for the Academy, but I 
shall mention to you only two of the most 
important of them. In the first place, when 
the Academy was started, there was no place 
in which to locate it. We tried our level 
best to build a hall for the Academy; but 
financial and other reasons stood in the way. 
Then we approached him for a portion of his 
building, the present ‘ Gana M a n d i r H e  
immediately said ‘Yes’. Then again, when 
the Music College for teachers was started, 
we found it very difficult to get together, 
students from different places, and so we 
wanted to offer some scholarships as an 
inducement. At that time, one particular 
munificent gentleman volunteered himself 
and offered to give four scholarships. I have 
kept the name of that gentleman secret so 
fa r ; but now, in fairness to him and to the 
Academy, which has, been the recipient of so 
much kindness from him, I must say that it 
was he who offered to give those four scholar­
ships. Perhaps you all know that he is the 
President of so many Societies and Sabhas in 
the city ; but I can emphatically say that so 
far as this Music Academy is concerned, this 
takes precedence over every other society. 
I take this opportunity to say, in your

presence, amongst so many Vidvans assembl­
ed here, that we are all indebted to a very 
great extent to him who has done so much 
for the Academy.”  (Cheers.)

Mr. P. G. Sundaresa Sastriar next ad­
dressed the gathering (in Tamil.) He said :

‘ ‘ Many Vidvans have attended this con­
ference all these days, and they have all 
come, from the various directions, north, 
spt&ljf west and east. W e see here many 
V-idcaiis from the Telugu districts and 

-Trom the Western districts, and our rever­
ed President hails from the southern 
districts. You may all think that nobody 
has come from the East, because there is the 
sea. ’But even the sea has helped us this 

■ way : that it gave fresh air and good breeze 
to all these Vidvans and thereby contributed 
its quota to the success of this Conference. 
As already mentioned by Mr. Satyamurti, 
this Music Academy has done many good 
things for the benefit of the general public. 
W e all know that ragam, bhavam, talam and 
rasam should combine together to make a 
song very pleasant. W e should strive to 
attain perfection in all these respects. I also 
entirely agree with Mr. Satyamurti when he 
said that all the present-day songs should be 
recorded on the gramophone and be made 
available to future generations. The 
Academy is at present running a Journal. 
It requires encouragement not only in the 
shape of finance but in many other ways, for 
instance, in the shape of contribution of 
articles from Vidvans and experts. My own 
idea is that we should also have a music 
library for the benefit of such people as take 
interest in music. Therefore, I appeal to 
you, to help this Academy in all possible ways. 
W e have got a Rama in our midst in 
Mr. Rama Rau, who is our President; we 
have a Swaminatha in the President of this 
Conference, we have a Krishna and a 
Viswanatha in the persons of our energetic
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Secretaries, and we have also gotaSubrah- 
manya Swami in the Editor of the Journal 
Mr. Subba Rao. Let us all pray that by the 
Grace of God, this Academy should prosper 
more and more as years go by, and grow like 
a Suklapaksha Chandran."

He then recited a Sanskrit sloha special­
ly composed for the occasion, wishing God­
speed for the Academy.

Mr. Muthiah Bhagavatar then delivered 
the following speech in Tamil:

“  Vidvans, Ladies a n d  Gentlemen, 
On behalf of the Music Academy, let 
me first of all thank all the Vidvans 
who have come here at great incon­
venience to themselves from long distances 
and all those who have given the benefit of 
their knowledge, in their respective lines, to 
this Academy and to the public at large. I 
have been carefully and closely watching the 
proceedings of the Expert Committee of 
Vidvans and the various decisions that they 
have come to. I am quite optimistic that 
they are all to the good of the country as a 

whole. I offer, as I already said, both on my 
own behalf and on behalf of the Academy our 
deep and sincere thanks to those Vidvans. I 
think there was some trouble in respect of the 
receipt of the programmes beforehand. I hope 
and trust that from next year onwards, all 
the Vidvans will try to give their pro­
grammes beforehand, so that the larger public 
may be benefited thereby.

With regard to the remark of Mr. Satya- 
murti that some Vidvans who demand and 
take large amounts of money do not join this 
Academy, I appeal to them earnestly and 
sincerely to join this Academy and thereby 
bring honour to themselves and to the pro­
fession itself. I shall also write to the press 
in this regard and try my best in this direc­
tion.

W e all know that up to the present, there 
has been no effort so far in this country, either 
individually or collectively, to bring music 
to the forefront, spending, if necessary, large 
sums of money on such effort. We have now 
got Dr. Rama Rau as President of the 
Academy and not only is he spending much 
money over it, but he is toiling hard for it. 
Therefore, to him specially our thanks are 
due. We hope and pray he will be spared a 
long life and enjoy greater and greater pros­
perity to toil more and more for this 
Academy.

Our hearty thanks are also due to Vidvan 
Tiger Varadachariar who is the Principal 
of the Music College.. It is to be hoped that 
the students whom jhe is now training will 
become in course of time lions in the place of 
the tiger that is teaching them now ; in other 
words, let us hope that those students who 
are now undergoing training in the college 
will become fit for giving excellent model 
performances in the future.

In this connection, it will not be out of 
place for me to appeal to you people, assem­
bled here and those outside, to help us, poor 
Vidvans and amateurs, in your treatment of 
us and in all other possible ways.

Last but not least, our grateful thanks are 
due to our revered President, Mr. Swami- 
natha Ayyar who has taken the trouble to 
preside over this Conference.”

In bringing the proceedings to a close, Mr. 
Nemam Nataraja Bhagavatar (Sangeeta 
Bhushana) said (in Tamil) :

“ Up to now, all vidvans have been singing, 
without any difference whatsoever, the songs 
of Sri Tyagaraja, Dikshitar and others with 
their full meaning. But, as time passed on, 
even Sri Tyagaraja’s keertanams have come 
to be sung in different svaras and all kinds
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of meanings have been introduced into them. He-then sang a Mangala sloka, in Raga- 
I hope and trust this Academy will mane an malika.
earnest endeavour to standardise music and The Conference then dispersed. A group 
to see that no deviation from the usual photo* was taken later, of the vidvans and 
practice is tolerated.” office-bearers of the Academy.

I R e v t e w s .
Keertana Mala (Tamil) by Mr. Papa- 

nasam Sivan—Alliance & Co., Mylapore 
Madras.
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Sri Tyagaraja Vidwat Samajam, Myla­
pore—Report 1929-31 :—It is really grati­
fying to note that the authorities of the above 
Samajam have done useful work during the 
years 1929-31. The Samajam is styled after 
the.hallowed name of the Great Saint Bard of 
South India, and is conspicuous in that it is 
run by the pick of the Sangita Vidvans of 
the City, with the redoubtable Tiger Varada- 
chariar as its President and Gayaka Sikha- 
mani Muthiah Bhagavalar and T. L. Ven- 
katarama Iyer as the Vice Presidents and

* Vide frontispiece,
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Mr. Parur Sundaram Iyer, Shermadevi 
Veena Subrahmania Sastry, Umayalpuram 
S. Venkatarama Iyer and Mr. P. Rama- 
chandra Iyer, as Secretaries. The monthly 
Bhajana performances in honour of the great 
Tyagaraja find a fitting climax in the great 
anniversary celebrations in December which, 
we learn, are conducted on a scale probably 
second only to the kindred celebrations at 
Tiruvadi. Vidvans from several parts of the 
country assemble in large numbers at the 
end of every year and the enthusiastic fervour 
displayed in the musical performances 
arranged for then is of a kind not easily to be 
met with elsewhere. We wish the Samajam 
all success.

The Music Academy, Madras—Annual 
Report, 1931 :—W e congratulate the Ex­

ecutive Committee of the Music Academy, 
Madras, on the singularly good record of work 
shown during the year under report. A 
perusal thereof shows a steady expansion in 
its activities and we need not pause here to 
enumerate them in detail, especially as we 
have already commented on them in these 
columns. The establishment of the Teachers’ 
College of Music in that “ Pleasure-House 
of Sound,” viz. “Gana Mandir” with Vidvan 
Tiger Varadachariar as its first Principal— 
an institution unique of its kind in all India— 
stands out as a very notable achievement of 
the year and the grand success of the Annual 
Music Confrence in December, puts the coping 
stone as it were, on the year’s labours. All 
honour to the Officers of the Academy. W e 
look forward to further strenuous achieve­
ments of the Academy in the years to come.

TR otes an& C o m m e n ts .
The Madras Music Conference, 1931:—

As good luck will have it, the rapid relaxation 
in the scowl of the Heavens that had cast a 
persistent gloom over the city, during the days 
prior to the opening of the Annual Music Con­
ference and the cheery sunshine that smiled 
all through the subsequent days of the Ses­
sion, made it possible for the authori­
ties of the Academy to successfully put 
through their elaborately planned out schemes 
to their fullest fruition. The huge circular 
Pandal, with the melodious daily musical 
concerts given therein by almost all the stars 
of the country, turned out to be a veritable 
Citadel of Music and was thronged by 
thousands and thousands of people and the 
booking was admirable.

Not only the ‘ festival ’ and the ‘ holiday’ 
aspects of the Conference were w'ell looked 
after but also the Academic one. The 
numerous Vidvans that attended the Con­

ference made ‘ a great splash ’ and though 
we are not sure, whether we were able 
to get all the juice possible out of such a 
ripe congregation, as the one assembled, we 
did ‘strike some sparks’ and refreshed mighti­
ly. The Academy was particularly fortunate 
this year in securing the able services of Mr. 
Sreepada Ramamurty Pantulu, Reporter’ 
Legislative Council, Government of Madras, 
and his assistant Mr. G. Rangachariar, in 
preparing a complete report* of the entire 
proceedings of the Conference including the 
Scientific section of it, viz., the daily Vidvat 
discussions on Raga Lakshana etc. etc. The 
magnitude of the task will be realised if we 
bear in mind that these discussions were 
conducted not in one tongue but in a 
variety of languages. The help thus rendered 
to the Academy by this Gana Priya and his 
assistant is invaluable. Mr. Pantulu and his 
comrade have placed the Academy under

U
Vide pp. 48,
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the deepest debt of gratitude and we trust 
that the Academy can always count upon 
their unstinted help in the coming Confer­
ences year by year.

The Conference of 1931 is memorable for 
the celebration of the Day o f  the Great 
Tyagaraja during its festival session. No 
more excellent setting for this homage to 
South India’s Bard could have been given. 
The series of Model Music performances and 
the daily discussions of the Vidvat Goshti 
presented a fitting background to the Anniver­
sary celebrations in honour of the Great 
Master and we highly commend the 
Academy’s wisdom in this respect. The 
celebration was sponsored by Gayaka 
Sikhamani Muthiah Bhagavatar, the Palace 
Vidvan of Mysore, whose critical exposition 
of the life of the Great One illuminated by his 
resonant rendering o f his Kritis, greatly 
widened ‘ the vista of our knowledge of Sri 
Tyagaraja, who is justly regarded not only 
as one of the most etherial and delicate of 
the ' tone poets ’ but also as a great teacher 
who conveyed the highest truths of life 
through the most agreeable medium of his 
musical compositions, which are far more im­
pressive in character than any that can be 
interpreted.'

The Conference o f 1931 is again memor­
able for the great lift it has given to the 
declining art of Bharata Natyam by includ­
ing it, as an important item, in its daily even­
ing concerts. Abhinayam  is an art ‘polished 
and refined by infinite thought and one that 
entrances the beholder by the very reticence 
of its presentation.’ The subtleties and in­
tricacies of its rhythmic patterns display 
a charm all their own. To us Indians Natyam 
is a Divine Art. Kalidasa proudly declares 
that the Gods themselves cherish it as a 
‘ '♦ >(•■ <1 ’ (a lovely ocular sacri­
fice). Its present decadence is due to its un­
just victimisation by a pseudo Puritanic world

misled by a false sense of moral values. The 
Music Academy* Madras, has timely come to 
its succour and we look forward to the dawn 
of a new era in the field.

W e convey our warmest congratulations to 
the Executive Committee of the Academy 
on the magnificent success of the Annual Con­
ference : to Dr. U. Rama Rau the nimble­
footed and ever agile President, the energe- 
tic>Sgf retaries Mr. K. S. Viswanatha Sastry 
a h ^ M r. E. Krishna Iyer, to the all-wary 
"tftfasurer M. T. S. Rajagopala Iyer aftid 
to the trustworthy clerk Mr. Partha- 
sarathy. We cannot fittingly conclude 
out note without paying our tribute to 
the devoted self-sacrificing young band of 
volunteers who, under the able leadership of 
Mr. G. K. Seshagiri, toiled day in and day 
out and to whose sterling work, the huge 
success of the show was due. Their 
marvellous powers of endurance, their ready 
and unstinted co-operation and their extreme 
politeness, disclosed in an astonishing 
manner, the value of the youth of the country, 
especially to those who fear to trust youth, 
and proved, beyond all doubt, how “  youth 
made free in the freedom of love and labour 
shared with their elders, will let loose a fire 
of regeneration in the world, which will burn 
away the dross that crabbed agedness often 
allows to accumalate, in what should be the 
kingdom of youth.”

W e heartily extend our tribute to the lady 
volunteers—all students of the Academy’s 
Teachers’ College of Music -w h o spared no 
pains in looking to the convenience of the 
ladies that attended the Conference-perform­
ances.

As a mark of high appreciation of their 
splendid team work, our Treasurer, Mr. T. S. 
Rajagopala Iyer, was ‘ at home’ to the volun­
teers on the night of the 23rd Jan. 1932. A 
short but sweet programme of music was 
followed by an excellent dinner, served out on 
the open terrace of hjs residence, underneath
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A moonlit sky. The highly enjoyable function 
concluded with the thanks-giving speeches of 
the President of the Academy and the kindly 
host.

We have yet one more duty to discharge 
and we do so with great pleasure. W e convey 
our grateful thanks to the authorities of the 
Corporation of Madras, its President, its Com­
missioner, its Electrical Engineer etc. etc. and 
in fact, to all its officials high and low, for the 
their unstinted help to the Academy in 
running the Conference. The success that 
has been attained is, in no small measure due 
to them, and we once more pay our tribute.

Meeting o f  the General Body o f  the 
A cadem y: The meeting of the General Body

of the Academy was held on the 19th Feb­
ruary 1932. The Annual Report and statement 
of Accounts for 1931, were presented by the 
Secretaries and adopted by the General Body. 
Rev. H- A. Popley, congratulated the Office­
bearers on their laudable achievements during 
the year, particularly with regard to the 
establishment of the Teachers’ College o f 
Music and moved that the same Secretaries 
be re-elected for 1932 as well. But Mr. K. S. 
Visvvanatha Sastri and Mr. E. Krishna Iyer 
desired to be excused on private grounds. 
The election of Office-bearers and mem­
bers of the Executive Committee was then 
proceeded with and the following is the 
result of the election.

President
Dr. U. Rama Rau.

V ice Presidents
Mrs. M. Venkatasubba Rao, Messrs N. V. Raghavan and S. Satyamurly Iyer.

Trustees
Messrs. P. Rangaswamy Chetty Garu and M. Subbaraya Iyer.

Secretaries
Messrs. T. S. Rajagopala Iyer and T. S. Tiruvenkatachari.

Treasurer
Mr. S. Rajagopalachari.

Other Members o f the Executive Committee
Messrs. T. V. Subba Rao, K. S. Viswana- murty Iyer, G. K. Seshagiri, Rev. Id. A. 

tha Sastri, E. Krishna lycr, W. Uoraiswamy Popley, Mrs. Alamelu Jayarama Iyer and 
Iyengar, T. L. Venkatarama Iyer, P. Samba- Sritnati Bhavani Swaminathan.

The following resolutions were also passed among others 
1. That Mr. C. Ranganayakulu Chetty 2. That in rule No. 27 of the Bye-laws, the 

Garu be elected as Auditor for iconic ' the end of February ’ be substi-
1932. tuted in place of ‘ the 31st January ’.

At a meeting of the new Executive Committee the following gentlemen were elected 
as members, for the year 1932, of the Expert Advisory Board of the Academy and of the 
Editorial Committee of the Journal of the Music Academy.
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Members of the Advisory Expert Board.
Gayaka Siromani Palamanieri Swaminatha 

Aiyar.
Sangeeta Vidvan Swaminatha Aiyar (Uma- 

yalpu ram.)
Sangeeta Bhushana Nemam Nataraja Bha- 

gavatar.
Sangeeta Vidvan Tiger Varadachariar.

,, T. S. Sabhesa Aiyar-
„ Muthuswami Dikshitar.
,, Mazavaroyanendal, Sub-

barama Bhagavatar.
Gayaka Sikhamani L. Muthiah Bhagavatar. 
Mr. T. V. Subba R io.
Brahmasri Soundara Raja Bhagavatar. 
Sangeeta Vidvan Vedanta Bhagavatar.
Hari Naga Bhushanam Pantulu.
Hulugur Krishnachariar (Hubli).
Mr. P. G. Sundaresa Sastriar.
Venuganam Sanjeeva Rao (Palladarn). 
Sangeeta Vidvan Ramanuja Aiyangar 

(Ariyakudi.)

Prof. D. Venkalaswami Naidu Garu (Vizia- 
nagaram)•.

Sangeeta Vidvan Subramanya Aiyar (Mttsiri). 
Jalatarangam Ramanayya Chettiar.
Mr. L. Ponnayya Pillai.
Mr. T. Lakshmana Pillai (Trivandrum.) 
Sangeeta Vidvan Shermadevi Subramanya 

Sastri (Veena)
Pandit S. Subramanya Sastriar.
MJ^P. S. Sundaram Aiyar.
[jii T. L. Venkatarama Aiyar.

C. S. Aiyar.
„  G. V. Narayanaswami Aiyar.
,, P. Sambamurty Aiyar.

Rdv. U. A. Popley.
Mr. tfinjamuri Varaha Narasimhacharlu.
Dr. Sreenivasa Raghavachariar.
Mr. C. R. Sreenivasa Aiyangar.
„  M. S. Ramaswam-y Aiyar.

Gayana Patu Keertana Patu Srimati 
C. Sarasvati Bai.

THE JOURNAL COMMITTEE 
Editor.

Mr. T. V. Subba Rao, b .a ., b.l .

Editorial Committee.
Vidvan Tiger Varadachariar.
Mr. P. G. Sundaresa Sastriar.
„ P. S. Sundaram Aiyar.

Pandit S. Subrahmanya Sastri.
Mr. Sripada Ramamurty Pantulu.
„ T . L. Venkatarama Aiyar, B.A., B.L.

Manager.
Mr. K. S. Viswanatha Sastri, b.a., b.l .

W e extend a hearty welcome to the newly elected Office-beaters and Members of the 
various Committees and wish them every success in their respective activities.
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The Purandara Das Day:—This celebra­
tion came off on the 2nd March 1932, when 
Vidvan Krishnachariar led up with an inte­
resting discourse on the Life of this Great 
Father of Carnatic Music, elucidating his 
excellences from a musical point of view. 
The function concluded with the lovely sing­
ing of Dasar Padams by the lecturer’s talented 
disciple Srimati Saraswati Bai. The refresh­
ing crispness of these padams and the live 
glow that ever plays about them, are well- 
known. Like jewels they do not tarnish with 
the passage of time. As gems of melody they 
area joy unto singers. The sweet-throated 
songstress of the night was in excellent form. 
With a pure and flexible voice she simply 
let herself go in a delightful swing and the 
music that she presented that night was of 
the pleasantest kind. We congratulate the 
new Secretaries on the excellence of the 
treat arranged for the music-loving-public. 

THE TEACHERS’ COLLEGE OF 
MUSIC-LECTURES

W e are glad to note the steady work 
progressing in this newly started institution 
and the great pains taken by its worthy 
Principal, Vidvan Tiger Varadachariar, 
The institution has had the honour of being 
visited by Gayaka Sikhamani L. Muthiah 
Bhagavatar and Vidvan S. Sabhesa Aiyar, 
Principal, Annamalai College of Music 
Chidambaram, both o f whom have recorded 
their high opinion of the work of the College. 
The able and well-tried correspondent of the 
College Mr. S. Rajagopalachariar arranged, 
very early in the year, fora lecture on ‘Tala' 
delivered at “ Gana Mandir” on the 12th 
February 1932, by the Veteran musical- 
scholar and researcher M.R.Ry. P. G. Sunda- 
resa Sastriar, the founder of the National 
College, Trichinopoly and presided over by 
the distinguished Sangeeta Vidvan Swami- 
natha Aiyar (U mayalpitram).

In the latter half of March, four more 
lectures were arranged for and these were

delivered by the celebrated Palace Vidvan of 
Mysore, Gayaka Sikhamani Muthiah Bha­
gavatar of Harikesanallnr and richly demon­
strated. The subject of the lectures was “ Raga 
Bhava in the compositions of Sri Tyagaraja 
and Sri Muthuswamy Dikshitar." The lectures 
drew very large audiences and among those 
present, were the notable celebrities, 
Mr. Muthuswami Dikshitar and Sangeeta 
Vidvan Mazhavaroyanendal Subbarama 
Bhagavatar. At the conclusion of rhe series 
of lectures the Principal of the College, Vidvan 
Tiger Varadachariar proposed a hearty vote 
of thanks and observed that it was rarely that 
science and practice were both combined 
in one individual and the lecturer was unique 
in that respect and *was himself a great 
composer and specially qualified to bring out 
the beauties of the compositions of both 
Tyagaraja and Dikshitar.

W e give below a summary of the lecturers :
Raga Bhava in the Compositions of 

Tyagaraja and Dikshitar.
The learned lecturer said :—
Sri Tyagaraja, Syama Sastrigal and Dikshi­

tar are the three great composers of Carnatic 
Music. He said he would reserve the consider­
ation of Syama Sastri’s Kritis for a future 
occasion. In dealing with Tyagayyar and 
Dikshitar, it is often said that there is a differ­
ence in Raga lakshanam and nomenclature of 
the ragams of the two composers. There is 
no foundation for this. Both of them 
have identical Sancharas and both followed 
the system of Venkatamakhi. In order to 
comprehend the apparent difference between 

■the two, it is necessary to have an idea of 
the growth of the Science of Music. From 
Sarangadeva to the present day, there have 
been changes in the science of music. The 
system of 72 Mel alia rt as was an invention of 
Venkatamakhi. Before that the number of 
Mel as was smaller and ranged from 19 to 23. 
References were made to SvaramelahalanidhiI
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Sdngitaparijatain and Ragavibodham. Subse­
quent to Venkatamakhi, Tulajaji Maharajah 
of Tanjore wrote his work called Sangitasara- 
mrtatn following Chat urdand ipra k.isika> 
but limiting his ragas to the famous ones. 
Lastly there is the work of Govindacharya* 
He altered the nomenclature of Venkatamakhi 
and gave new names of his own to the ragas, 
The work of Govindacharya had both defects 
and merits. His Lakshana Gitams are inferio- 
to those of Venkatamakhi and his nomencal- 
ture of the melas does not also accord with 
the Katapayadi rule. The only good feature of 
his system is that he introduced a new conce­
ption of the Melas : that they should be Sam- 
poorna in both the arohana and the avaroha- 
na. For example, Sri Raga is said to be a Mela 
by Ramamatya, Venkatamakhi and by 
Tulajaji and its lakshana is given as Sa ri 
ma pa ni sa. Sa, ni pa dha ni pa ma ri ga ri 
sa. But Govindacharya made Sriragam a 
Janya raga of the 22nd Mela styled Kharaha- 
rapriya. The lecturer said, that while he was 
for primarily restoring and maintaining the 
system of Venkatamakhi, he should not 
altogether overlook the contributions of 
Govindacharya. -His system has spread and 
Tyagayyar has written fine Kirtanas in 
Kharaharapriya. So he suggested that with 
reference to those Melas in which the arohana 
and avarohana were not sampoorna in 
Venkatamakhi, as in Sri Ragam, we might 
adopt Govindacharya’s system but otherwise 
follow Venkatamakhi.

I n ven tio n  of  Ragains

Another point to be noticed is that several 
new ragas have been invented subsequent to 
the time of Venkatamakhi. For example, 
Hamsadhvani was an invention of Rama- 
swami Dikshitar. Malayamarutain of Salla. 
gali Krishna Aiyar. Chensukambhoji and 
Suposhini of Tyagaraja. Gagana—Kutuhalam 
of Manambuchavadi Venkatasubba Aiyar, 
Kadanahutuhalam of Patnam Subramania

\ Aiyar, Pasupatipriya of the lecturer and 
others. Thesa-new inventions lacked the 
gamakas and the graces of the older ragas and 
were good enough for harmonium, whereas 
the old ragas could be learnt only by tradi­
tional instructions and could not be repro­
duced merely with reference to svaras. These 
are the more important ragas and with refer­
ence to. them both Tyagayyar and Dikshitar 
wern ^t one, in the Raga lakshanas and San- 
dtdn&s. The only point of difference is that 
Tyagaraja has also composed Kritis in Hhe 
Pagas which were invented later like Khara­
harapriya and others. Take for instance, the 
raga ‘Hindolani. All the writers from Rama- 
matyaP on wards have classified it as a Sudda 
Dhaivata ragam. There is a Kirtana of 
'Dikshitar also with the same Dhaivatam. 
Tyagayyar’s Kritis in Hindolani are sung by 
some persons with Suddlia Dhaivatam and 
others with Chatusruti Dhaivatam. Dur­
ing the last Conference it was sought by some 
to characterise Dikshitar’s Hindolam as 
taking Suddha Dhaivatam and Tyagayyar’s 
as taking Chatusruti Dhaivatam. There is 
absolutely no basis for this difference. The 
Hindolam of the Sastras takes only Sudda 
Dhaivatam.

Sp ecial  F eatu res  of  Some  Ragas.
The lecturer then took up for consideration 

several ancient ragas handled by both the 
masters and demonstrated how they followed 
the same system. The following, among 
others, may be mentioned :

1. Begada: T h o u g h ^  dha pa sa was the 
more frequent prayogam, sa ni dha ni sa and 
dha ni were also to be found in the old varnams 
and lakshana gitas. Tyagayyar in his 
‘ Nodopasana ’  uses sa ni dha ni sa and in 
‘ Sri Matah ' Dikshitar also uses the same 
prayogam.

2. Kambhoji : The kakali nishada is used 
only in the prayoga sa ni pa dha sa. This was 
illustrated by reference to ‘ Majanaki ’ and
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* Sri Subramanyaya Namaste ' and a Kriti of 
Kulasekhara Perumal, the Maharajah of 
Travaqcore.

3. Yamuna Kalyani: This is a Hindustani 
raga known as Yaman. It has been long 
assimilated in the Carnatic system. It takes 
both the Madhyamas and some of its chara­
cteristic Sancharas are dha dha sa ; dha ni 
pa ; sa ni p a ; ga ma ri ; pa r i ; and the like. 
The lecturer brought out the above chara­
cteristics by an alapana of the raga and by 
singing “ Etavunara" of Tyagayyar and 
“ Jambupate ” of Uikshitar. He also sang 
Dildar, a drupad to illustrate the points of 
agreement and difference between Yaman and 
Yamuna Kalyani.

4. Nilambari: This is also a Bhashanga 
raga where both the Nishadas occur. The 
lecturer sang “ Ennaga manasuku ” of 
Tyagayyar and “ Tyagarajam Bhajeham ”  of 
Dikshitar.

5. Asaveri: This is also a Bhashanga raga. 
The lecturer gave an alapanam of the ragatti 
so as to bring out the characteristics of the 
ragam and sang “ Lekana Ninnu” of Tyaga- 
raja and “ Chandram Bhaje ” of Dikshitar in 
illustration.

6. Isamanohari: This is a Bhashanga raga 
taking Kakali Nishadam in the prayogam sa 
ni sa. This was demonstrated by “ Sri Janaki 
Manohara ”  of Tyagaraja and “ Ananta Bala 
Krishna ” of Dikshitar.

7. Todi: The lecturer sang “Aragimpave” 
of Tyagaraja and “ Mahaganapatim ” of 
Dikshitar as showing similar Sancharas.

Striking  C h akacterestics  of D ik shitar  
and T yagaraja .

The lecturer then observed that Dikshitar 
became early a Yogi and did not evince any 
attachment to things worldly and his 
Kirtanas are in praise of Deities. His musi­
cal style is grand and sublime, and his San­
charas are magnificent, giving large scope for 
raga alapanam. On the other hand,Tyaga- 
ra.ja is a great devotee and in the height of 
his Rama Bhahti he experienced several 
emotions, pleasure, sorrow and the like, and 
his Kirtanas reflect his varying moods. The 
lecturer sang “ Nadupai‘ palnltera", “ Sanni- 
todi ”  and “ Kshinamaitiruga. ’

Elements of Acoustics.
A series of lectures on ‘ Acoustics' by 

Mr. V. Appa Rao, Additional Prof, of Physics 
Presidency College, Madras, were arranged 
for at the Physics Lecture Hall of the same 
College, and the first of such commenced 
on the 6th March 1932. The Principal 
and the students of the Teachers’ College 
of Music attended these lectures. The 
Academy feels highly grateful to Mr. V. Appa 
Rao for his kindness and to the authorities of 
the Education Department for according 
the necessary sanction.

W e are extremely sorry to have been 
deprived of the able guidance of our illustr­
ious Vice-President Mr. S. Satyamurty and of 
our devoted ex Jt. Secretary Mr. E. Krishna 
Aiyar who, at the call of the country, have had 
to get into the ordeal. We look forward to 
better times and eagerly await the day of 
their early return.

87

The following resolution was passed unanimously by the Madras Music Conference 1931:—
This Conference views with great alarm, the re­
commendations of the Retrenchment Committee 
of the Government of Madras, regarding the 
aboli lion of the Sanskrit Honours' Department

of the Presidency College, Madras and requests 
the authorities, in the interests of Oriental 
Studies and research, not to give effect to the 
said recommendations.
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C b e  C o n fe r e n c e  C o n c e r t s  ( t 9 3 l >  coni.i
1—1— 1932 M. R. Ry., Ariyakudi Ramanuja Aiyangar Avl.,

Rajamanickam Pillai 
„ Dakshinamurty Pillai

Vocal.
Violin.
Mridangam.

2— 1— 1932 M. R. Ry., Tiger Varadachariar Avl.,
„ Gopalakrishna Aiyar (Maranga^uri)
„ Alaganambi Pillay

Vocal.
Violin.
Mridangam.

3— 1— 1932 Srimati Gowri (Mylapore) ... Bharata Natyam.
Accompanied by Mr. Balarama|p(of Nadamuni Band) 

on the clarionet etc.

C b e  H ca O em p 's  C o n c e r t s  ( 1 9 3 2 ) .

2-3-1932 at Srimati C. Sarasvati Bai (Padams of
‘ Gana Mandir' Sri Purandara Das)

6-3-1932

8-3-1932

9-3-1932

15-4-1932

17-4-1932

M.R.Ry., Swaminatha Pillai Avl.,
(Tiruvizhamizhalai)

„ Kaliappa Pillai (Salem)
,, Ramayya Pillai (Tiurchendur)

M.R.Ry., Veinika Sikhamani Venkatagiriappa
(Mysore Palace Vidvan) 

Ramayya Pillai (Tiruchendur)

M.R.Ry., Karaikhudi Sreenivasa Aiyangar Avl.,
,, Srinivasa Aiyangar (Tirupparhadal)
,, Sankara Menon (Tiruchur)

Master Radhakrishnan
„ (son of Mr. T. G. Krishna Aiyar)

Mr. Krishna Aiyar (Ernakulam)
„ Natarajan

M.R.Ry:, Sangeeta Vidvan Subbarama
- Bhagavatar Avl. (Mazhavaroyanendal)

,,' • Appall Aiyar ( Harikcsanalltir)
„ Venu Naicker

Vocal.

Flute.

Violin.
Mridangam.

Veena.

Mridangam.

Vocal.
Violin.
Mridangam.

Flute.

Violin.
Mridangam.

Vocal.
Violin.
Mridangam.



THE TEACHERS’ COLLEGE OF MUSIC I
, organised by
THE MUSIC i" C A DEMY, MADRAS

at ‘ Gama Mamdia*’ 1i£d, Tlhamlbia Chetty St.. G. T.

PRINCIPAL: VIDVAN TIGER VARADACHARIAR.

In response to numerous requests from the public in general, upon the insistent 
representations from authorities in charge of the various Educational Insitutions in 
the country and in realisation of a long cherished ideal, The Music Academy, Madras, 
opened a Training College of Music for Teachers, oit-jhe Vijaya Dasami Day 1931.

Ft*'.
The College is called The Teachers’ College of Music, Madras, and is 

located at “ Gana Mandir, ” 10, Thambu Chetty Street, G. T. Madras.

Instruction is imparted to pupils not only in .^he 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 appointment 
of Vidvan Tiger Varadachariar as Principal ensures that the instruction will at 
once be classic and modern.

The Training Class is for the duration of one year of three terms and for the 
present is confined to Vocal Music only. The working hours of the College are 
between 11 A.M. & 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.

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 selection of candidates for admission will be made by a committee 

before whom the candidates shall present themselves on such day as may be 
notified.

A copy of the syllabus will be sent on receipt of postage stamps for the va lue 
of two annas.

For forms o f admission and other particulars, apply with postage to 
The Correspondent, The Teachers ’ College of Music, The Music Academy 
Madras.
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