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ERRATA.

Page 6, left column delete the word ‘not’ in line 26 from the bottomi.

Page 6. right column delete the sentence ‘All......parls’ in lines 70 and 9 from the bottom.

Page 7, right column for ‘different’ read ‘difference’ in line 79 from the bottom.

Page 55, left column insert ‘and’' between ‘Nagoji Rao' and ‘the Private Secretary’ in line 20
from the bottom,
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CORRECT STANDARDS OF TASTE.

WITH sincerest good wishes we

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.

We 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
themfromdistortion 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. SRIPADA RAMAMURTY.

Reporter, Legisiative 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 differerit
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 formsare 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
HKshetragna, 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. Itisa 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 charae-
teristic virtuesand 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. We 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 ftonal 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, asthe 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 drilting ragas amply warrant
frequent reference and discussion from many
points of view, so as to enable all experts and
music lovers ta 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 wauld 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 cach. As
regards the distinct musical propertics 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 ‘Komula'
Gandhara and are actually called by that
name. From this it would be casy 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 notcs 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
Melakarta 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. Wve also find in
the present-day text books in the vernaculars,
that the sound of, for instance, Suddha Gan-
dhara and Chatussruti Rishabha 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 Rishabha or
Dhaivata presupposes the existence of Eka-
sruti, Dvuvisruti, Trisruti and Panchasruti
Rishabha or Dhaivata vespectively. The only
solution for this apparent confusion of names
and sounds would appear to be that some of
them gradually disappear and otuers 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
letus 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 difficulty of
correctly locating them or sounding them in
relation toother notes, without doing violence
to their individuality and the melody result.
ing therefrom; thisis 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 sungin 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 varicties of microtones, 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
asto 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
of 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 kriti {rom 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 toit, 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

-kriti ‘Mokshamugalada’,

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 singets and pandits but
also a gradual blunting of the musical ear on
the part of the public. It will also be abser-
ved that all differences of apinion and keen
conlroversies among musical experts mostly
centre ronnd the tonal values or the melodic
characteristics of the Gandhara and Dhaivata
svaras (E and A according to English scale,
I think) in various 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
Not. only is there
no known composition by any other musical
author, butstrangely enough we find no men-
tion even of the name of this raga in the San-
geeta Sampradaya 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 tosome 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, eg., Hindola Va-
santa, etc,, some contending that it is Suddhg
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and others that it is Chatussruti. But, asin
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 Dhalvata at the other end, a note
which was conveniently called at the Experts’
Conference as Dhaivata. Now,
Saramati as embodied in the song ‘Moksha-
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 some 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 asa 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 Swuddha Dhaivata in Saramati
because if it was a fact, there isno 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 this raga, individual im; -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 thatany other variety
jarson our ear; so one who first heard this
kriti sung with suddha dhaivata cannot
appreciate the use of Chatusruti Dhaivata
at all and the converse is equally true.
Therefore, taking all these circumstances
into consideration, the reasonable solution
secms 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

Trisruts

and drifted into the regions of the nearest
note either thisside or that. I'or 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 raguas
we see that Dhaivata used in Pa Dha Pua is
flatter than the onc used in Pu Dha Ni Sua,
This case is not on all fours with the case of
Suramati, but is merely given as an illustra-
tion. This raga, or the kriti in it, has been
played by one or two violinists with the
middle Dhaivata and secms 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 avarohana for this
raga which arc 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
avarohana was Sa Ni Dha Wa Rt Gua Sq, but
in actual practice as it exists at present with
regard to this raga, there is absolutely no
trace of Ma ri ga su. Probably we have
fallen off from our orthodoxy so low as not
recognisec our old place in regard to this
matter even when it 1s pointed out,

Hindolavasanta

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

Oneis Sa Ga Ga Ma Pa Dha Sa Sa--Sa
Ni Dha Pa Dha Ni Dha Ma Ga Sa.  Another
is Su Ga Ma Pa Dha Ni Dha Sa—Sa Nt Dha
Pa Ma Dia Ma Ga Sa: A third is Sa G Ma
Pua Dha Ni Dha Sa—Sa Ni Dha Pu Dha Ni
Dha Ma Ga Ri Ga Sa.

Yet another runs : Sa Ga Ma Pa Dha Sa—
Sa Ni Dha Ma Ge Ri Ga Su. Still a fifth is
Sa Ga Ma Pa Dha Sa—8Sa Nt 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 lakshana (principle or
example of theory) there is no Rishabha but
that there are some gectams and tanams
containing Rishbha Sanchara (usage or melo-
dic sweep) in the old books. The Pradarsini
also adds a remark that there isa special ar
rare usage of the grouping Ni Dha Ni Sa,
The author of this book claims the authority
of Venkatamakhi that there isa slight. or
shadowy use of Rishabha, but it is strange
that in the lakshana-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 keertana of Muthuswami Dikhitar
‘containing the Rishabha svara, but unfortu-
nately this piece is very rarely sung so asnat 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 asalso the character of the Dhai-
vata. Although the version generally cucrent
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 performanee ; 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 kriti * Rara
Sita’ 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 ta
the kriti, but only to give the impressions of
the writer as regards the way in which these
arc 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 mere 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 Suddha 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
iscurrent 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 kritialso. All rendering is
current at least in these parts. All things
considered, the probabilities point more
towards Trisruti Dhatvata than Suddha. This
inference runs counter to the opinion held
by some vidwans 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 Su, and some other
authorities that it is Sa Ma Ga Ma Dha N: 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 isno doubt a kirtana by Dikshitar in
this raga Dbeginning with *Nirajakshi
Kamakshi’, 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 ina
direction opposite to that it took in the case
of ‘ Samajavaragaman ' 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 Dhivatu.
Another argument which seems to be morc
ingenious than convincing is said to bave been
adavnced Dby 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-witted (musicaily) followers
owing to their ignorance classed them under
Hindola. DBut 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 recally
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
contention  with

cach
maintaining its cqual
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.c., Saramati, Hindola
Vusanta and Hindola are a few of the many,
wherein the tonal Dhaivata
secems to have changed in course of time.

value of the

On a futire occasion I shall try to deal with
the Gandhara

Musical

a few other ragas wherein
seard s the centre of  dispute.
experts and rescarchers will be doing valuable
service if they will bring to light and discuss
in these columns the component netes of
other or similar drifting ragas about which

there is any difference of opinion.



MELAKARTA RAGAS IN PRACTICE.*

BY .

MRr. N. S. RAMACHANDRAN, L.A., (Hons,)

The scheme of the Melakarta Rugas is of
paramount importance in the Carnatic
system of music.
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
of 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

Carnatic music possesses’

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 thein that are
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
Rugus 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

ol some reformers to eliminate from the list
of Melakarta Ragas a number of Ragas,

which according their [ancy, 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 Conlerence, 1931.
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tanas in all the Karta Ragas. There are a
few Kritis by Tyagaraja in some of the un-
familiar Karta Ragus, 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 thz difficult problem of handling the
Karta Ragas. And a comparison ol the
styles of the two great composers and of their
manner of treating these ragasis of great
value in understanding the true significance
nf thé 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.
Sud’dha Rishabha and Suddha Guandhara,
Swi dha Dhaivata and Suddha Nishada
Shatsruti Rishabha and Antara Gandhara,

“Shatsruti Dhaivata and Kakali Nishada,
when used contiguocusly, 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 Rugas 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 (c. g. the ragas of the first and the
seventh Chakras in the Mela Karta scheme)

the latter is omitted in the arohana and in
el

~

the avarohana is used by linking the
madhyama with 1t by means of the gumaka
known as the Zaru. When Suddha Dhaivata
and Suddha Nishada come together as for
example in Rega No. 1, and Raga No. 37,
in the Karta scheme, the Nishada is omitted
in the zrohana 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 prayogase.g. sndnp.
These rules are laid down by Venkatamakhi
in his Chaturdandi Prakasika, and adhercd 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 doshe as they
are, and makes use of them without altering
their nature as sampurna ragas. The reason
for this is found in a positiveand 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 noted that these truths are not in
their essence opposed to the principles adopt-
ed by the Dikshitar school. For instancc,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”, 1ses s r g m together in their con:
secutive order. The same prayoga occursin
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 Ruga-
Malika uses the prayoga s r g m p in the chit-
tasvara for the sahityam in raga No. 4.

The Shatsruti Dhaivata and Kakali Nishada
of Rupavati (No.12), are used together in
“Nemora” by Tyagaraja. The prayoga M p n
$ m in Dikshitar's “Sri Krishnam' inthe 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 Pdpnddp, snddS, PdnddP,
and PdmpdS. 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 srGm P, g RS,
SrGm g Rs S occur. Dikshitar's prayogas
seem to omit the vivadi e.g. SG, 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 discernmest,
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 charmand richness of melody,
stand comparison with any other raga. Dhe-
nuka, Vakulabharanam, Gowri Manohari,
Charukesi, Shanmukhapsiya, and Ramapriya
can be mentioned as examples, and the
keertanas of 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
Carpatic music.
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BY

Mr. V. RAGHAVAN, B.A. (Hons),
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 Sdma-
pratisGkhyas nor to treat of the later litera-
ture i.e. roughly after the time of Sarnga-
deva, the author of the Sangita Ratnikara
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.

M T T IH T T qAtagsAT |

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. Asa 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 Abhinavaguptapida on
the Natya Sastra, Siraditanaya's Bhava-
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 Nata Sufras.

and Bharata Sutrasand that latterly, a myth@-
logy of a sage Bharata and origin of Natya
were created out of the common name
Bharata, Tha present text of Bharata Sastra
contains Awnushtubhs, 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 AATIT>A ML ATA: | ATTIIN
AT WIA: | T AR | One of the Anush-
tubhs herein quoted is attributed to Vasuki in
the Bhavaprakasa by Saradatanaya (pp. 36
and 37). In the AT(FARTT chapters 28-33, it
is only in the 32nd and 33rd, that we find ad-
ditional prose and verses intreduced thus—
‘qFFT.’  The last chapter on AIZATIATT
says that the rest will be dealt with by Kohala.
The last portion is called Nandi Bharata in
the Kivya 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 allin the
Natya Sastra, Wehear of 2 Bharata Vrddha
from Saradatanaya, who attributes to him a
prose passage on Rasa, which is found in the
present Bharata Sdstra only in its parallel.
Further the Natya Sastra seems to have been

called & and 'SIEHTE'GT'T and thereisa tra-
dition recorded in Bhavaprakasa and other

works that the Bharata Natya Sastra isan epi-
tome perhaps of the FIFIATEE- Abhinava
himself speaks of 3 Sistras, of Sadasiva, 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 Ndtya Veda of
36,000 slokas and that portions of the
Sadisiva, and Brahma Bharatas are avai-
lable now. There is no denying the fact of
big works on Ndtya and Sangita existing as
works of Sadisivaand Brahman. The Dasaru-
pa contains verses of Sadasiva, while the
Bhavaprakasa quotes opinions of both Sada-
siva and Brahman. It islikely that the extant
Natya Sdstra of Bharata is one that has
incorporated into itself many portions of
earlier Bharata Sastras.

Similarly it has also incorporated into its=1f
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 EIF'EI’B‘ (zfa=?)
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 Ndtya from
heaven to earth, Brahman says that the
IALA*H will be written by Kohala. This
makes the Bhiratiya Natye Sastra the
'{Eel'a'="=|'- There is no evidence to prove that

Kohala's work is called SACA+*N- His work

must have been bigger than Bharata’s and as
we know from references, he elaborated many

atopic, asfor 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 Insti}ute, Dec. 32, there is a note on Adi Bbarata with

reference to the article of Mr. M. Ghose in the Historical Quarterly. The manuscript called Adi
believed by many lo be the Adi Bharata quoted by Raghava

rata existing in the Mysore Library,

Bha-

Bhatta has been examined in that article and found to be only a copy of the available Bkaratiya 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 Ndtyasastra 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
Nitya Sdstra. Again in the Dasarupa chapter
we find more treatment than is promised,
the Natikda being described after Nataka and
Prakarana, tkough 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 THHALA story is very late. We
find Mr. R. Kavispeaking much of it. There
is nothing to support it in the Natya Sdstra,
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 hooeless one, containing such
names as Sandals and Shoes, ngﬁmﬁ\}-
The origin of the IFALT theory is not traced.
Saradatanaya, in chap. 3, first considers the
name ‘Bharata’ only as actor. The &ITI
here given is Siva-Nandin-Brahman and the
Bharatas, actors and not Bharata, a sage.
But at the end Siraditanaya contradicts
himself by saying that Nirada taught Bharata
and Bharata wrote the TERT{™ as he heard
it from Narada. But this kind of TETUra
is not recorded in the extant Ndatyz Sdstra.
Siraddtanaya gives this same parampard
in chap. 10, changing the ‘Bharatas’, actors,
into one sage with 5 pupils.

“ TgaRTY HiN: FETE R aeriy-
Tfega: |

arasEy ar=ag gy e )

TR T AT A TAOATC )

ArmATiyg qEAT wwa ) ofa AR )
TEATY, ATAATATA: WIACTT AT |

Atz waat avar warla aferfy
Bhi. Pra. X,

This passage refers to one sage with 3 pupils,
who were the first recipients of the Natya
Veda and whom Brahman called Bharatas.
This same verse 1s 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 Ze. 6 Bharatas. Again,
all these were called Bharatas because,
according to the ingenious derivation

Saradatanaya gives here, viz, 34, ‘ you bear
or hold or preserve the Natya Veda', (impe-

rative of ¥, 9T 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
béen known as Bharatas. Siraditanaya’s
explanation is far-fetched. The still later and
most popular derivation, explaining Bharata

as an epitome of the first letters of W=, T
and qTS is equally far-fetched.

Mr. Ramakrishna Kavi adduces further evi-
dence from Tamilliterature, from Adiyarkku
Nallar's commentary on the Silappadikaram.
This also is wrong evidence. Adiyiarkku Nallar
does mention the name ‘Panca Bharaliyam,’
but mentions it not as a collection of five
works on Natya by five different writers, but
as onc 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 carly Natya
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 Bharatiyam ' in Adiyar-



14 THE JOURNAL OF THE MUSIC ACADEMY

kkunallir means something else. Tt refers to
., a custom of dividing the subject of Natya
into five heads or sections. Another Tamil
Nitya work, Panca Marabu, referred to by the
same Adiyarkunallar, isalso one such which
treats of Ndtya 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 Ndtya literature is the part
played by king Nahusha in it. The last chapter
of the available Natya Sdstra gives king
Nahusha the credit of bringing from heaven to
earth, the beautiful lore of Natya. In Sdrada-
tanayd's Bhavaprakisa, 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 Nitya Veda from Siva. Brahman sent
six Bharatas along with Manu to Ayodhya to
relieve him now and then with the entertain-
ment of Drama, Dance and Music. The
Bharatas then muiltiplied on earth; they
wrote treatises, one in 12,000 slokas, and
another, anepitome 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 Nitya 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 Sistra who quotes in his
Tika, one and a half Anushtubhs of Kasyapa,
dealing about the THYINT of TAMs, (i.e.) the
particular tunes appropriate to each Rasa.

G AT sTET A —  — 1 (9)

oot e NG AHY FAATG(S) THRTH
N

Rraegsioamy: awrearstiaw ar |’
Vol. IV. Mad. ms, p. 5.

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

“aT SETATIATA TrAIRrRFEATERY
(Feaqrafys) Rfrdaars

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

AT Framggw: AR s
. An earlier reference is available in chapter
ve.
qQEZAS AR FraqrTET— OIF g
wrea: gl

Kasyapa or Kisyapa 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 Ninyadeva, 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 Kivya 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 afezacarh
FHTEEATAM: and another work called

WA ZHT with a Telugu Tika, described
as a dialogue between Nandikesvara and
Parvati.

“ ffy At qEaRTgE W
Fiegwt armarsn gamEaEa)

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
ATSSHAM  attributed to  Nandikesvara,
Most of the works attributed to him treat
more of Nitya than Sangita. In Rijasekha-
ra’s Kavya Mimamsi, 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.

“ g sifauior afrgFsacararamifaas
(?) gfara ageath: (agEaAThe:) A T, e9-
gy fesaa |

Vol. IV, p. 50.
Then Abhinava gives, as given by
Kirtidhara, large prose extracts from
Nandikesvara on pp. 51—54, on the

I of HIMAIA, dances in the ‘{:‘}(%‘
Though one such work of Nandikesvara
which was available to Kirtidhara was not
available to Abhinava, another work called

AZAT was available to Abhinava and he
quotes it.

“ qAT T AfEHY IH—
¢ Tfrarem sEE at fear 37 afwa: |
geafea Faaredm arvey & s
P. 171, Gack 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 onc of the five Bharatas. Inci-
dentally we will deal with the name Tandu
also. Tandu is mentioned in the Natya
Siistra as once 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 cvening dances, Siva passes the
Tandava dances to Sage Bharata. Abhinava
quotes Kohala (p. 182. Gaek I:d.) whosays that
when Siva was d1ncmg. Niarada propitiated
him by singing the THg(T'Wl'QIa Siva danced
according to Narada’s song; this Tandava, as
part of Nitya, Siva gave to Tandu who
passcd it to others. In connection with
Tiandava there is also mention of one
Tiandya. 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. Tt is most likely
that Tdndava first existed and to create a
beautiful story for its origin, grammar was
resorted to and Tundu was, latterly, gramma-
tically extracted out of the word Tindava,
which word itself was long a wiE among the
Natas, even as ®HT and other AT,
Kohala's Sangita Meru as quoted extensively
by Kallinitha, in the AIATET, refers to
one Bhatta Tandu five times. Thé 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. 1t 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 Bhigavatar
who finally settled at Mannargudi and taught
his art to some. This Abkinaya Darpana
is fitted into the style of a dialogue between
Indra and Nandin. Nandin says that there
is a big work called ATATAT ‘ ocean of the
Bharata art’, in 4,000 slokas and that the
Abhinaya Darpana itself isits summary. We
often hear of the early Natya works of 12,000
and 6,000 verses. But this work of 4,000 verses
is new. There is a work called WTATOE
available in the Madras and Tanjore Manus-
cript libraries. Three copies of this ATATOTT
with Telugu Tika are available in the Madras
Mss. Library. Cat. Vol. XXII. nos. 13006-8.
These mss. have in their colophons an epithet
‘gm%ﬁa ’ to the name T-T(a'ﬂ'fﬁ'- The
significance of this epithet is known only
from the Tanjore Library Mss. of the
Bharatarnava. It is called there as !I%TRT(H‘
which is a mistake for JTEFRTWTA Sumati

is the king of the semi-divine beings called
¥ Hs and the work Bharatirnava is in the
style of Nandin, teaching the Nitya 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 ﬂ(ﬂﬂﬁaﬁﬂ, 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
Ydajnavalkya. -

“ gGRY YAAT TEAF AT AGH A |

FATCTHTAT TAAT T FTATOAS 2307 ||

TMETHHT QTAF IHATL, FATIF |

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. I1. p. 100
with regard to the etymology and meaning

of the word TI'TWEQI‘-

“ sifyaafata afatagTanfe
af=q |7

Dattila earlier than Matanga, who
quotes him, quotes Nirada. Matanga also
quotes Narada. We have at least two Nira-
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 Nirada referred to as holding
the FITFIICATH, is the author of the Sangita
Makaranda which has that ATA. This is
to show the genuineness of the Sangita Ma-
karanda as a work of Narada. The Sangita
Makarandg, 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 thilist are Kohala and Dattila. The

Tanjore Library has a work attributed to

Nirada, called STeAT(T=FaTrMfa®qar |
KOHALA.,

It is from Kallinitha that we have the
greatest glimpse into Kohala. In the
ﬁa‘#r*_mm of the Sangita Ratnakara, in his
commentary, Kallinatha gives the additional
FIFAATs from RS- 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 Sistra, a
dialogue between Sage Siardula 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:

WEAvg, FTAT, AT (author of the
Siksha), Y (God Siva), HWaF, GATY, &H-
U, and Eﬁ%ﬂ'ﬁEﬂi‘.

These references are absolutely confusing.
The names WETE, JAHFY, VAUN and
FRAITF 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 Dattila, who himself quotes
Kohala. The only possible conclusion is:
We know Kohala to bea very early writer
whose name is by the side of Bharata. The
last chapter of Bharata Ndtya 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 wasa
very -early writer. A music work called
‘ ATSFRT0T ’ isattributed to him in Aufrecht’s
catalogue. The Madras Catalogue contains

3
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a Kohaliya Abhinaya Sdstra with a Telugu
commentary. A Dattila-Kohaliya noticed by
Dr. Burnell, was once available in the
Tanjore Library. Rijasekhara's Drama Bila
Riamayana 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 Sangitac Merumay be that
well known work of Kohala which Abhinava
quotes often.

Abhinavagupta refers to Kohala very often
both in the AENIFIT and in the FITRIRTT,
The name Kohala is as great in the history of
Drama and Dramaturgy as it isin 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 thcere are some fragments
described as extracts from Kohala’s works.
Thus we have RIZHT ARTATITEN and

ATSSEAM, Nos. 12989 and 12392. Cat. Vol.
XXII. There is alsoa work called FIESEET,
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.

DATTILA.

Dattila is often Dantila also. He is often
coupled with Kohala and the reason is not
known. Dattila is a very carly writer whom,
especially in the FFTFAFIT, Abhinava quotes
very frequently, more often than even Kohala.
He is referred to as ?"FHETHI;T 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
treated of ATZA 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
UIMF in the Madras Mss. Library (Cat.
Vol. XXII Nos. 13014 and 13015) in 3 Taran-

< ¢
gas, TraTfamay, yfeeaTafaasr and oa-
TATITA. 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.

“ iy SATMAFIAC ARIZAFATE TIT-
frmr AW qanEEacy: |
ANJANEYA.

If we can expect a TIT%\E'Y and an ¥AAT
as Sangita Acaryas, why not Afijaneya? Asa
matter of fact, evidences of Afijaneya having
had scme work on Ndtye 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 G?Eﬁi"'ﬁi'iﬁ, Saradatanaya
quotes in his Bhavaprakisa, Afijaneya along
with =qT&-

AEATHHE AT FTATAT wEs: |
SATETHAIICT: TEEFHAT a7 ||
Chap. VIII,

work .
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Again as Mdruti, he is quoted by Sarada-
tanaya on p, 114, 1. 19 in Chap V. From the
first given reference we can make out that
Afijaneya’s work dealt with Dramaturgy at
length. From the other reference in the Bha-
vaprakasa we see that this et
work dealt elaborately with a'l%ﬁ? also,
even as Bharata’s. As regards the signs by
which another man's wife shows her love to
her secret lover, Saradatanaya quotes arsfa,
who says that such signs or indicatory Bhavas
are common to all women.

A AT TAfRET SSOEET 9T 99F |
IR Watat eonfiearg arsfr: v

That Afijaneya’s work dealt with music also
is plain. Kallindtha quotes him on p. 218,
Chap. 2 on Desi Ragas:—

“ JAT TATE ATHAT: —
vt yiRremmseaTitam a &1
AT oTET: JThTmEg ¥ At )

Sangita Darpana of Damodara, a later work
which quotes Sarngadeva and Kallinatha,
quotes Afijaneya twice. The first reference
is a general praise on Nada.

I AT —

AZTEEG TC GIE A AT qLETa |
AT AT T Tefa aafa 0
Again in the enumeration of Ragas and their
consorts—Raginis-—he is quoted as Hanumain.
This reference makes Hanuman’s work as
expounding the northern system which alone
has the scheme of Rdga-Raginis, We also
hear of a work on Natya called EgHRLA-
Ahobala, in his Sangita Pdrijata refers to
and bases his definitions often on Ha-
numaan.

SARDULA.

Sarngadeva’s and Narada’s lists contain
the name of Sardula. In the latter’s list

there is also another name SAT& which is only
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a synonym of il'l%?? Similarly there are 2
references under two different synonyms to
Vishnu and Indra, in the Sangita Makaranda.
Sirngadeva couples TlTiE' with RIES:
Neither Abhinavagupta nor Sarngadeva nor
Kallinatha refers to any opinion of Sirdula.
It is thus very likely that Sardula findsa
place among Sangita Acdryas because he is
the questioner to whom Kohala's Sangita
Meru is addressed as reply. The Brhaddesi
however has two references to Sérdula inde-
pendently.
DURGASAKTI.

Durgasakti is referred to as Firmfw® 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. Ninyadeva 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 Acidryas. Sirngadeva 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 Sirn-
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 “Wool”
and *“ Ass” but ““Snakes”. They propitiated
Sarasvati, got the HTF{I%I"{IT and became the
ear-ornaments, TT=&s of God Siva, a post
from which they could be pouring their music
into the ears of God.

“qrgfat T FeaT aveTan aqrEas |
FABIATT AT A FoegTAT T4t I

Kambala and Asvatara are mentioned as two
Nagas, serpents, in the list of Nigas in Chap-
ter 35, Adiparva, M. Bha. ‘Fa@vaact
T ATT: FIATHREFAT 1’ Sl 10 The
Markandeya Purana gives their story in
Chapter 21.

MATANGA.

Abhinava quotes sage Matanga only twice—
pp. 39 and 67 Vol. 1V, 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, Nirada, Brahman, Bharata,
Mahesvara, Yishtika, Vallabha, Visvavasu
and Sardula.

Of these names Vallabha must be noted.
We 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 Yth cen-
tury. Hence the Brhaddesi is later than the
9th century.

Damodaragupta, in his Kuttanimata makes
Matanga a specialist in Flute.

“ g ezt ataqrzagiveat aagygfa: |
Sl 854,

The Brhaddesi must have been famous
for the excellence of its ﬁﬁ(ﬁm 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
FRUETT Vol. 1V, p. 58.

“ g wugeARaTRaT Aagg g fafa
Augfira (7) @t o i afes: 17

The Vadyadhyaya of Brhaddesi itself
seems to have been held in high esteem.
Jayasimha, (C. 1253 A. D.) in his work»n on
Ndatya called Nrtta Ratnavali (Tanjore
Library) mentions the TTATHATT of Matan.
ga's Brhaddesi.

VISAKHILA.

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

VAYU.

Viyu 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 Sangitaciryas for, as wind that
sings through the atmosphere and the trees,
as the carrier of music, as the STOEATY
which creates Al and as air playing in the
holes of the Flute, certainly Vayu's part is
very great inany myth of the origin of San-
gita Sfstra. It is also likely that the name
Vayurefers to the Viyupurina 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 Bhupi-
la, in his commentary on the Svaradhyiya of
the Sangita Ratnakara quotes a passage from
Visvavasu. It may be that there isa 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.

Rambhd@ 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
Viritas's court as Brhannala, a tutor of dance,
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.

Rdvana's name is associated with Sima
gina and with a particular kind of Veena.
Rajasekhara’s drama, Bala Ramiyana makes
Kohala praise Rivana as haviog 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 Nirada’s list,
which isa mere name, no further light upon
him being available. So are also these
following names found in Narada's list :—

Two Haris, Visvakarman, Hariscandra,
Kamaldsyaka (may be Brahman) Candi
(probably only Devi) dngada (who must
naturally go with Anjaneya) Shanmukha and
Brngi (these 2 because of their being the
audience at Siva's dance) Kubera (as
he is a friend of Siva according to Puriinas),
sage Kusika, Samudra, Sarasvati (because
she is the Goddess of all I%I'%]Ts), Bali,
Yaksha, and Kinnaresa (because Kinnaras
are described in the Kavyas and Puranas as
singing with instruments).



SOME NAMES IN EARLY SANGITA LITERATURE

But two names in Narada's list must be

noted, besides that of ATAAH, viz.,, HHT
and T9¥%A. This Vikrama is not quoted
elsewhere and it is difficult to fix the Sangita-
cirya 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 Sviti mentidned in Sarngadeva's list,
some light isavailable. It isnot likely he has
any work to his credit but still belongs to the
pantheon of Sangitdciryas. 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 WTISATA
(drum) and Narada, for music,

TaTfwivefigweg Qg RraeeaagTr |
ARFTATET T Arag@ fagrfsan: |
TAITANTTATHT AZAT(TRIIRY |
sfeaaiss Siha a9y Fargle: )

Abhinavagupta here says in his commen-
tary that Svati was responsible for the inven-
tion of the drum called 9%RT.  Svitiisa
constellation associated with rain and is
also a Rshi, Abhinava exercises his imagi-
nation with the aid of the descriptions in
Kivyas and connects the deep rumblings
of the clouds with the sounds produced
on the Pushkara and thus makes Sviti, to
whose charge Bharata gave the drum,

HIUST, as the founder of the F+HT:

“ gorfa: wERT: 37 Sewaqaig-
Feafssaua frsriiraaAy s is-
{qacfralrfarsaaigecngsaar aae
gfafraim gewtarafanto safias: |7
Abhi. Bharati. p, 23, Gaek. ed.

The story of this invention of 3% and

also the other ¥AAFs by Rshi Svati on a
rainy day is told by Bharata himself in the
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QYRAITT, Chapter 33, Kasi ed. Sls. 5-12.
Abhinava only summarsies in prose the verses
there.

KAMADEV A,

Though the name of Cupid is not found in
the lists of the various Natya and Sangita-
caryas, we have evidence to show that some
work on Nitya Sastra was current in his
name. There isa work called TS in
the Madras Mss. Library (Cat. Vol XXII
No. 12993), which quotes Kamadeva.

“ FTOFITSAT o KIAZTIT—
SECIUEILEE S L (I

»
|

This Téla-lakshana is a late work and it quotes
Saraditanaya’s Bhavaprakasa.

DHENUKA.

Damodargupta says in his Kuttanimata :
FITAT ATATT AFFUTT T ATSF 1T |
ATHARITAT ST TATLAF FeeAray |

Sl 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
Svarddhydya of the
quotes Daksha Prajipati, who is no mere

Sangita Ratnakara

name, but in whose name must bave becn
current an important work.

“ FYTTAT TEATARAAAAFIFAD Zheaes-
TAAATTATIA: ATATT TS (9TeqT AF
9% |
FATATT (AT —

“ FFUATHA AT THTEIATTIET: |

ATITATIIGHT 3Ty FgT=a |

W‘E | ”
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UTPALA DEVA.

We now come to writers and works re-
garding whose verity there is little doubt.
From Abhinavagupta’s Abkingva Bhdrati, 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
TFATST’s evidence and take Utpaladeva as an

early writer on Sangita, -
him four times in his Abhinava Bharati. The

first quotation is in the ST, Chap 29.
“eeY TATE: TN CASFIREIAT A
sarai g (7) gt |

A FASITTOIETAT AT | »
Vol. IV. p. 21. Mad.Ms. of Abhinava Bharati.

The second reference 1s in the same chapter
on the next page of this Vol —~

“ qTAPENAZISIATETAT AS Foriar

qx fAaeae aqTiEETa R a T

" ??

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.

“ gofiehy SAgFIBETAG: —
fRruaearficaguarg TEFaCTATIAT |
garg FAF7: agemaweaag | ()7

From this last quotation we may infer that

Utpala's music work waswritten in dnustubhs.

Utpaladeva’s date is easily fixed. His sfires,

AT ARTAITATT flourished at the end of

the 10th and the beginning of the 1lth
centuries.
ACARYA ABHINAV A GUPTA.

We must separately deal with the commen-
tators on the Natya Sdstra. The only com-

Abhinava quotes

mentator whose work has been recovered
is Abhinavagupta. Even his Abhinava
Bharati is available in the Madras Ms. only
upto a part of the ATBST 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 veryTich
one. His place in the history of Kasmir Sai-
vism is as great as that of Sri Sankara in
Advaita literature, FHis importance in Alan-
kéra,‘gfi.e., poetics, is alsoas great. Hestudied
the Natya Sastra under ‘the good brahmin’
Tota, Bhatta Tota or Touta, theauthor of
Kavya Kautuka,an Alankira work upon which
also Abhinavagupta hascommented. Tota was
scholar in Natya and Music and Abhinava
often refers to his interpretations of the text
of the Natya Sastra, in the IATIAFRTT also as
Upiddhyaya'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.

Ffaegarafiicans gfacass gws
gy |
T IF fHANC ZIFAMATTETAT TFHE
st |
FiqzaararaT: fagra gash-
Hrets |
7 g () Prafropgsea: wawfaly wa-
JTFRETA 1|
Since Abhinava refers to Bhatta Touta in his
Abhinava Bharati invariably as Upddhyaya
only, one or two references to one Acdrya

available in the TATRIFTT may be taken to
represent reference to the interpretations of
this music teacher Nrsimhagupte. 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
Patgertyatiyafadt (R, No. 4353 p. 6399
Mad. Cat. Triennial, 1922-23 to 1924-25).-Vide
my article in the ]oumal‘ of Oriental Research,
Madras, Vol. VI,.part/ 2, on the writers quoted
in the Abhinava Bharati.

« KIRTIDHARA.

The other commentators on the Natya
Sdstra as given by Sdrngadeva 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 Ndtya 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 A and AT, p, 208 Gaek. ed. The
other 3 references to Hirtidhardcarya are in

the ?@lTRIﬂﬂT, the music section of the Natya
Sastra. The first of these occurs in the

STAET™ 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.

“ e g FAFURT AFTROATATHTIA -
& (?) gfard agear (zam) A @ =8, a=-
warg foeay |
Then Abhinava gives on pp. 51-54 large prose

extracts from Nandikesvara as given by
Kirtidhara.

The Sangita Meru of 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 Alankdrika, Udbhata wrote a regular

commentary on the Ndtya Sdstra. Abhinava
refers to his interpretations and views four
times at distant intervals in his Abhinava
Bhirati. 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 Bhatta Ud-
bhata on TA1®: The third reference is on
p- 472. Vol. II.  The fourth reference to Ud-
bhata is on p. 479 Vol. I, in the Chapter on
FART. 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. 111, 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 Kdavyamimdamsda
also 1s 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 Ndtya Sdastra
for, references to their interpretations of
particular texts in DBharata are profuse all
over the Abhinava Bhdrati. 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 Sdstra had two other commentaries,
one Varttika and onc Tikd. 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 Aryd verses and
occasionally in prose also. Thus the Varttika
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was mainly in Arpds and occasionally in
prose. Sdraddtanaya in his Bhdvaprakdsa
also refers to Harsha and his definition of
the Upa Rupata called Totaka (p. 238-L 5.),
This Sri Harsha is not the Royal dramatist
and patron of poet Baina, since in a re-

ference in the ATIARIT to the mrus'ic

verse of King Sri Harsha, found in two of his

dramas, Abhinava does not refer tohim as the
Varttikakara. It is strange how Abhinava
who quotes Harsha so often in the-first 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.

THE TIKAKARA,

The name of the author of the Tika on the
Natya Sdstra is not available. Beginning in
the 22nd chapter, the references to him in the
Abhinava Bhdrati (mostly in the IrqATIEY-
FTT) 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 Tikd kdra on the
Natya Sastra blundered hopelessly in the
AGTRRIT. Al the 17 references to him
are cases, in which Abhinava campletely
ridicules him. From one of the refer-
ences we see that the Tikd -Kara quotes
Kasyapa Vol. 1V, p. 2. The Tika
Kard finds some discrepancy between
Bharata and Kasyapa which Abhinava
removes. In-one reference to the Tikd Kira,
we find him quoting Sadasiva and there

is mention of one oMqTT 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 ATHFET, Vol. IV. p. 32. Since the
reference occurs in the El?l'l'f\’ﬂ'aﬂ'(, 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 IATIAFTT in 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 qIJTHE,
p. 203, Vol. IV.

Besides, one Bhatta is quoted along with
the above, dealt with Utpaladeva in the
arFTMT 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.

SAKALI 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
of 5 Vrttis in dramas. His work on Ndtya
might have dealt with music also—undoubted-
ly so, if he is a commentator on Bharata.

RAHULA.

Rihula is an early writer on Music. Sar-
ngadeva mentions him among his authorities,
as Rahala.

TTREION faegTra: AT TEe |
Abhinava quotes him thrice, first on the diffe-
rence between Ndatya and Nrita 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
N .
R, p. 38, Vol. 1II, Mad. Ms. The third
reference is reproduced in Abhinava’s fai-
thful follower Hemacandra's Alankdara work,
KavyGnusdsana.

‘TR TSI aeg— A T w -
fAsaRag s ROaTTAY |

FseaThinicanargarin: s¥fgan
Hemacandra K. A, N. S. ed. p. 316.

“IM  mrmETERERETRaTATAR Y
LI DR A A B TG R S EEA T O
FEAT 1’ Abhi. Bha.

The context is @RIATFATRIAT and the Alan-
karas of women ¥R, &1 etc. Abhinava
criticises Rahula for holding ateeg AT etc.,
also to be Alankaras. In the reference given
above, Abhinava, in the text in Madras Ms,,
refers to Rahula as TEATATT- It is likely that

it is a scribal error for ﬂTWI‘ﬂT&, 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-
cially very proficient in T in Natya and
thus might have acquired the name T,
He was a Buddhist. We had among Bud-
dhists many such writers on such secular sub-
jects. One Padma Sriis known tousasa
Buddhist monk who has written the porno-
graphy work, called Ndagare Sarvasva, from
which we learn, in addition to what we know
‘from the second reference to Rihula, that
the Buddhistic Sempraddya on topics of
Alankdra etc., had their own deviations and
peculiarities. Thus R@hula either commented
on the Ndatya Sdstra 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. Itisin chapter 4, p. 208,
Gaek. Ed, on the difference between Ndtya
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.

Sarngadeva mentions Rudrata as a San-
gita Acdarya.

TETT AFTYTSET WIHTGTEAAT |

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.

“ mgwT(T)RfTeg Taws g () e
IWAT TR TSATSN: GIAT ATFSET
I&H: 1" p. 160, Vol. 1V.

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

‘T AT TIHAT ATl weARTAT-
oS GATRATE AT TN TF2A
FAT AAATTf qAMHH |7
S. R. p. 82

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

BHATTA GOPALA.
Abhinava refers to this writer on music
twice.. He first quotes him and his ars-

%7 in Chap. 12 on p. 332. Vol II, aléng
with Bhatta Lollata. He promises here to

come to the topic of ¥ATATS in the ATSIEATT

and accordingly, in the @ISFTETH, he again-

quotes Bhatta Gopala, who he says, has re-
futed at length in his Tdla Dipika the VAT~

arEfafer of his predecessors.
¢ FF TATZFEIT TETAFTNANSIE 7
qaag @ () areNirRg AR
gataretAr JfE: magat g | a9
garar fanfaam: gaeany )
Vol. II. p. 382.

“ Fare wgmare: T gkt
' /R ”

Vol. II. p. 18L.

MATRGUPTA.

Matrgupta is referred to by many writers
and his Anustubh verses on subjects of Ndtya
are found quoted in Rangandtha Diksita’s
commentary on the Vikramorvasiya, and Ra-
ghava Bhatta's commentary on the Sakuntala
etc. His work should have been in Anustubhs,
modelled after the Bharata Natya Sastra tre-
ating of music also. For the reference in
Abhinava Bharati to Bhatta Matrgupta is in

the @@L, P. 32, Vol. IV.
i . T - —
“ gef T FATAR! YA STEIRATIAA: 17
Sarngadeva mentions him as a Sangiti-
carya,

ATRAGT AT TTTO ATPZHAT |

The reference in Narada's Sangita Maka-
randa p. 13, to one Matragupta is evide-
ntly only to Matrgupta.

Matrgupta lived in King Sr1 Harsa's time, .

607-—647 A.D. He was a great poet and was
latterly made King of Kasmir,

PRIYATITHI.

This is a very new name in Natya litera-
ture, which we are given by the Abhinsva
Bharati. It quotes this writer on Ndtya on
the subject of ‘Saindhava’, one of the ten
Lﬂsydqngas.

“ Fravfafrrgfe: (Rfn:) glmats
FRA (Or) IFNETT T F T Tlh FFAT aF

fwfara, eeaga
P. 537. Vol. II.

Priyatithi wrote against Bharata's view
and Abhinava criticises him for this.

SURYA.
On p. 95. Vol. III, we find in the Abhi-
nava Bharati—
“Irgfavr agieiy @l cqg (@)
FNNX’ (Bharata 28. 2) €T | 7’

There is no improbability of Surya being
one in the pantheon of Sangitdacaryas. The
snbject 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 WY ATTAT:. Abhinava refers to these
HYWMHs on p. 227. Vol, IV.

“ed g B () swawy | aw
AgTTA TN T |
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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. We 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 |FQ-
ST, 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. IL 1.

SOMESVARA.
qTAZt 7 QM AnERASIA: |

This reference in Saragadera gives Somesa,
Paramardi and lord of all worlds as a Sangita-
carya. Saradatanaya in his Bhavaprakasa re-
fers to Somesvara along with Blioja two
times. Saradatanaya says that he is not ela-
borating music since it has been already dcalt
with by Somesvara and others. The Sangitu
Samaya Sara of Parsvadeva, quotes him with
Dattila, as having dealt with Tale and with
Bhoja, as having given the technical terms
of music in the Bhuandika Bhasa. This Bhu-
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 Ruasa, 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.

Who is this Somesvara who is cited as an
authority on music? The Editor of the
Bhavaprakasa in the Gakwad scries, Mr. K.
S. Ramaswamy Sastrigal discusses this
question. In Sangita we know of two Some-
svaras. One is the Calukyva King Somes-
vara III, who composed an encyclopadic
work called Munasollasa or the Abhilasita-
rtha Cintamani, in the year 1131 A.D.  This
big work, part of which has been published
from Mysore and Baroda, is said to contain
a very big scction on Music. This portion,
when published, will light up our ficld very
much. It is very likely that it is this Some-
svara whom Sarngadeva and others mention.

Another Somesvara is known as the autlior
of a music work called Sungita Rutnavals.
Some identify Sarngadeva's Somesvara with
this Somesvara.

BHATTA SOMA CARAN.L.

But all are agreed that Somesvara is a
King and Ksatriyva. If so, we had another
writer on Music called Soma or Bhatla Soma
Carana, a Brahmin. The learned Ranga-
nath. Diksita, in his commentary on the
Vikramorvasiya, Act IV, quotes lum after
quoting Matanga, on the STFHH or the J¥-

fexT Iﬂ'l%g . 89. Nirnaya Sagar Edition.

KING PARAMARDI.

This word is taken by some as an altribute
of the above-dealt with King Somusvara,
AT T QWA SAERASTIEL M. K S
Ramaswamy Sastri takes Paramardi as a
separate name, as a different writer on Music,
identifiable with a King of that namc 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. 24, Tii.
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Edn) quotes one King Paramardi, in

the SISFETATH ie. Chapter 4,

“ T 9T AT TV AANAT TG |
AT FraERT TCAIEHEIAT 17 SL 6.

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

NANYA BHUPALA.

Through the kindness of my professor; I got
the manuscript of the work of Nanyadeva frdm
the Bhandarkar Oriental Institute, Poona. The
work is incomplete and is generally called jn
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 FITLTEIHT on the AXAA-
ﬁ'lai'l', 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 ATEA®F and BIF, of whom
we do not hear elsewhere. References to these
twoare on p. 64a. The Kalika Puranais re-
ferred to by Nanyadeva on page 132a, as
containing the treatment of the gita called
M=,

The Colophon has sometimes this sugges-
tive word-—* ITFIFIRY’. From thiswe cometo
know that Nanyadeva’s work is very big and
divided into four sections according to the
four Abhinayas-—ﬂ'l'l%'ﬂ?, ETi'ﬁT'?F, hmﬁﬂ"eﬁ
and ¥, The first section—Ansa, called
TR, 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 THRIZSET and AETATE-ATIIIE.  He

has another ndme also—Rajanarayana.

“ g grfamfa (fr) av: g afwifaar

UAARINAE 2RF=AAGAT N P 122,

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

Of Bindu 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
I{alliQatha, quotes one BHATUR on the HT-
a7 called TAMCARIARIN on p. 688. If
Ksetra Raja is the same as this Ksemaraja
we may take him as a writer earlier to the
Sangita Meru,

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 twoare
not yet available. We know of Sumantu who
was a sage, who is given by the Maha Bhara-
ta and Asvalayana as one of the 5 WR@T-
aT&S, not HTHT'EHEQI'S. He was .one of those
who edited the Maha Bharata after Vyasa.
He is mentioned thus—

gy tufd 4 7% T3 @aras |
ATTATTITT AETATCETIAT N
GlEared: TaFAT TICaET SRHGAr: |

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 ﬂTE:‘l?'TF?, just touches Music
and leaves it saying that he need not deal with
it further, since Bhoja, Soimnesvara and others
have treated of it. From this same reference
in Chap. 7, we learn that Saradatanaya
produced a companion work, certainly ear-
liet, on Music called Saradiya.

“ ganfy acftaTer waed gy gfaa 1
P, 104,

Further, Saradatanaya refers to many
other works and authors on Natya and
Music. The following are noteworthy since
they are not referred to clsewhere : ff&ﬁ"a
MFFRAT: and ATGHF.

GANDHARVA NIRNAYA.

The ﬂl‘aéﬁ‘l’&m iIs a work on music,
treating of Natya also by the way. Sarada-
tanaya refers to it on p. 266 in chapter 9, in
the description of the minor Rupaka variety

known as E@CW, which is a WAL, an
operatic composition.

‘ gl Eia® AT SqiT N 975 |
A F AT O TTLH I 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.

‘g eare gfaFifEforasia )

From this reference we can take him to
be an author on Drama only. DBut Raja-
sekhara in his Kavyamimamsa quotes him
twice and from the first quotation there, we
can surely make out Draubiai as an author

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

“ JFATEAT |EAAfR: TFEl TIE
gfa FHRFO: 1’ K. M. P.2 Gack. Ed.

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

VASUIKI.

Vasuki is a mythological name. Vasuki
is quoted twice by Saradatanaya. He 1s
earlier to the Bharata Natya Sastra, if we
rely upon a verse attributed to him by Sa-
radatanaya, which is found quoted by
Bharata. Vasukiis not enumcrated by Sa-
rngadeva or Narada nor is he quoted clsc-
where.  Narada’s list however contains a
name 4TS, 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 Kalpalute and the Yoga
Muale Samhite quoted by Sarngadeva arc
delinitely works on Natya but probably these
two devoted some of their chapters to the Sa-
mang tantra (allied science) music also. The
Yogamala Sumhita seemms to be a conversa-
tion in which Siva teaches Natya cte., to Vi-
vasvap f.e. Surya. Surya seems to have somc
part in the history of Ndatya and Sdngita.
In the first chapter in the TATIFRIT e
the 28th, on p. 95 of Vol. TII Mad. Ms. the
Abhinava Bharati of Abhinavagupta relers
to Surya in connection with the four kinds

of wréTa, instruments.
“ rgfaer gatedm wmald, a1 ()
ey’ geATi A
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.c. 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. Vyd-
Sais quoted now and then by Saradata-
naya. There are two possibilities. Some
of the Purdnas of which Vyasa is the ‘gene-
ral author contain chapters on music.. Opi-
nions quoted as Vyiisa's may refer to opinions
contained there. But such referencesare not
traceable to the Sangita texts in the puranas.
The story of the origin of Nd‘ya which
Saradatanaya attributes to Vyasa, the exact
number of acts in Eﬂ&iﬁi”ﬁ, 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 Ndtya 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. Asa matter of fact,
in literature, Agastya is a rare name in San-
skrit. 1t is only in Tamil that he is the
eponymous father of all literature. Sarada-
tanaya, as the editor of his work suggests, was
thus likelya South Indian. But in the body
of the Bhava Prakasu itself, no quotation
from Agastya is found.

PARSVADEVA,

The Sangita Sainaya Sara of Parsvadeva
published in the Trivandrum Skr. serics 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. Sagnga-
deva does not refer to Parsvadeva. Singa
Bhupiia (about 1330 A.D.} quotes him often
in his commentary on the Sangita Ratnd-
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 ¥H&l-
aﬂ'ﬁ, who was himself the pupil of SHIHAH-
The paramaguru was thusa Jain and born of
Brahmin parents, Parsvadeva was a con-
vert to Jainism. Pirsvadeva mentions in the
beginning that he consulted the following
authorities : Gfﬁ'bal‘, 3@5, A, HAF,
FI>AT, F(AS, FIES and TYATL.  Pirsva-
deva gives the name of his family as 2f®-
U3T*T. The colophons mention the names
of his guru and paramaguru and the titles of
Parsvadeva.

In the first verse in chapter 1, Pirsvadeva
says that he is going to follow Bhoja and
Somesvara in giving the technical names of

music in the Bhandika Bhisa.

AN lHAMER e WaAmsacriziT: |

-~ ~ -

NTTIOA: Flw AL SEGFAAL ||
S.S.S.IL 1.

We know of certain new writers for the
frst time from Parsvadeva.
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KING PRATAPA.

King Pratapa is quoted on p. 29.
qFATSTN AZT & TAAATT O
ATTSRATSARATE  TATTRATAT I

Though Pratapa and Vikrama are syno-
nymous, it is vain to identify this Pratapa

with the Vikrama quoted in the Sangita
Makaranda.

DIGAMBARA.

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 @*FT, a FACET—
g faswe g qoadl gadts-
AR |

TAAFITEY FTFGAAEZT | P. 60.

2, FTIIFU AT A} FaraegRon |
gFAATafEt fRfrg qraTt fraarwTh
P. 63. SI. 89.

3. ERTARTL JUITTTFAT HaFEL: |

P. 63. SI. 93.

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

SANKARA.

Pirsvadeva quotes Sankara in the JATAT-
T i.e. the fifth, p. 42.

T (Avhs Ifq qrErfag Far waq |
FUd TFNT THIAFNGATIT )

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 DPuranas that contain
chapters on music are—the Visnudharmo-
ttaram, the Vayu 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 pcnance 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.

FEEA: ATATAT: AR TR |
w7 GHT qTacT=miT g |
ATATRR AT TAT AATT T T |
TACAT TATA, AAT FFASET 57T |
. . .
Tafad 9 aF HARE FqAT |
MATT AT FTS AAT T T |
HEATANAAAE EATAJAGT T |

AZAT AT TH WIS FFASET 7 N
Sls. 52-56.

The VAYUPURANA.

In the second Khanda of the Vayupurana,
chapt. 24, latter half and chapter 25 deal with
music. The former ’spcaks of seven Svaras,
3 Gramas and the Ragas belonging to each
Grama—20 in AIAATA, 14 in TSHAATH, and
15 in ATFATLATH, the etymology, devati and
description of each Rdaga, and l{ém’ The
25th chapter is devoted to 30 gita dlankiras.
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The VISNUDHARMOTTARAM.

The 3rd Khanda of the Visnudharmnotta-
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-
snudharmottaram it is all in Sutra-like prose
The following are dealt with-—

Svaras, Gramas and the Rdgas of - each of
the 3 Gramas, 5 Vrttis, Eﬂ'ﬁ" Hﬂl’&' and

37331‘&, 9 Rasas and the Svaras for each
Rasa, the 3 Layas and the Laya for each Rasa,
10 Jatis, 4 Alankaras, ga=T, agwAd, 99-
"ATRI, and IGITAALT, and the several kinds
of songs viz, ATL+AF, IFIA, ATTH, AF-
&, SAUF, Q(A7g, HIAT, GfOrRT, T8y
ﬁl‘EﬂT and EIETTﬁ'f%l"EHT.

Here this chapter called @SN ends.
The next chapter dealing with music is
devoted to ﬂTEfT?I, instruments. -

CARE OF VIOLIN AND BOW DURING THE SUMMER.*
By
EpitH L. WINN.

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, taulcum 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 wup. 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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“'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 we become frantic, we 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
“ The infinitc and the finite are one, as song and singing arc one."

’

are real in their union,



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 Messts. Muthiah
Bhagavatar, T.S. Sabhesa Ayyar, Nemam
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 Hubli, 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*
1. 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.
1L

IV. Reading of papers on matters of
special interest and discussion
thereon.

Raga and Rasa.

“We 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
conclu§@bn."

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 narme of Bhu-
pala is in fact Revagupti. Thisis on a par
with Kaemavardhani 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. Suadaram 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. “ We 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 Mes§rs. Tiger Varadacbariar, T. V. Subba Row, Soundararaja Bhagavatar,
Musiri Subramanya Aiyar, Srimati 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. “Wehave
it stated in texts and also by old vidvans
that the svaras of Bhupala are all flat, We
have now to see whether this raga with
these flat svaras (Sg-ri-ga-pa-dha-si) 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 Szdharana
Gandhara, i.e. the flat variety of Ga.”

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. ‘“We do not
know whether this is the sampradayam 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 Bhupila 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 Gz in it).
This is also called Udaya Raga.”

Mr. T. L. Venkatarama Ayyar. I find
that there are various kirtanas in both Bhu-
pala and Revagupti. Sadharana Gandhara
i1s used in the former and Antara Gandhara

49

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 Panchama;
and asa result of this, confusion seems to
have set in. As for the term ‘ Uday:i Raga '’
all the three ragas, Bhupala, Revagupti and
Bauli are called Udaya Ragas’.

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

Mr. M. S. Ramaswami Ayyar. “There
has been this Bhupalez 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 Ispeak with knowledge of
both the Abkinaya 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 Bliutpala 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.
We 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
7

‘ Srirama ' but not ' Raghurama,'
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Mr. Sabhesa Ayyar. “I want to know if
there is no usage of Antara Gandhara at all.
It is only Sadharana Gandhara that occurs
in Bhupala’.

Mr. Muthiah Bhagavatar.
usuage of Antara Gandhara.”

Mr. G. V. Narayanaswami Ayyar. ‘T
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 Sadharani variety of it. = The
purpose of this conference, as T see it, is to
come to a conclusion about the characteris-
tics or the fonal 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. Why should we not be honest at least
in this matter and admit that what we now
sing as Bhupala is in fact Bauli™?

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 difficalt. ”’

Mr. T. V. Subba Rao.
be correctly sung, it should be sung with
Sadharana Gandhara. So, let us decide that
if a raga is sung with Sadharana Gandhara,
it 1s 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 kriti of
Ayyarval beginning with the words ‘Lemmu
lemnu,’ and in that I do not see any Sadha-
rana Gandhara at all, but only Auntara
Gandhara. It has beenstated that Bhupala
is sung with Sadharana Gandhara. But there
will be practical difficulty in using Sadharana
Gandhara along with Panchama, as such a
combination will be a little affected by

** There is no

“1f Bhupala is to.

Vivadidosha, this difficulty can be observed in
other ragas also. Moreover, this raga which
is an Arunodaya raga 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 of the members of 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 8¢k 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 75th Mela. In other respects it is like
Bhupala.” (Mr. Sabhesa Ayyar. “1 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 i1s Antara Gandhara.”

Mr. Subrahmanya Sastriar.
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 kriti ‘' Graha-
bala’ in this raga there is no usage of
Nishada.” (Mr.M. S. Ramaswami Ayyar. “I
agree that there is Nishada in Revagupti.”)

‘“Some
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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’, 1 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 patthanm,’ the ‘Grahabala’ song has no
Nishada. 1f there is Nishada it becomes
Bauli ; 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 75th 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 sankalita.

The Conference decided that Nishadua
occurs in Bauli and that it is a derivative
of the 75tk Mela.

VASANTA

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 senchara goes as Sa Ma
Ga Ma'.

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

Mr. T. V. Subba Rao. “ Dikshitar used
only S« Ga Mua but not the Se¢ Ma Ga Mu
sanchara.”

Mr. Nemam Nataraja Bhagavatar.
“The arohane 1s Sa Ga M.e.”

Mr. M. S. Ramaswami Ayyar. ‘“When
we say that the arohiuna is Sa Ga Ma, it does
not mean that the usage of Su Mu 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 aroliunca
of Vasanta is S ga ma dha ni sa and that
the @avarohana is Sa ni dha mma ga ri sa.

Mr. C. S. Ayyar. “The important ques-
tion is about the Dhaivate 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 ol Suryakantam,
the /7¢h Mela’'.

Mr. Muthiah Bhagavatar. “But my
view is that it 1s Suddhae Dhaivate that occurs
in this raga, mostly. Although some times,
Chatusruti Dhaivata may be used, the Suddhae
variety is more frequently used. According
to my pattham ‘Seetamma Mayamma', a song
of Tyagaraja,isin Vasanta and the same
author’s ‘ Yatta Dorikitivo' is in Lalita".
(He sang both the songs in support of his
view.)

Mr. Nataraja Bhagavatar this
‘Yatta Dorikitivo’ with Suddha Dhaivata, and
said that in Vasanta Suddha Dhaivata is

sang

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 75¢h Mela with Suddha Dhaivata,
yet Chatusruti Dhaivata, is found in actual
usage. It is also mentioned therein that
there is a peculiar usage of what is called
Chyuta Panchama.”

Mr. Sabhesa Ayyar. “Itis better to hear
the different patthams of the songs grouped
under Vasanta and Lalita 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 Lalita.”

Mr. T. V. Subba Rao. ‘It isdifficult 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.
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 of 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. Butin the songs in practical usage
both the Dhaivatas occur as in the case of
Bhairavi. So, without disturbing the Mela-
karta of the Jaaaka (parent) of this raga
which is 13, I propose that Vasants may be
classed asa Bhashanga rags. The lakshana-
gtta supports my contention.” (He sang, in
support of his view, the lakshana gita of
Venkatamalkhi in which the charana begins
with ‘Bhashanga’ and clearly mentions under
that groupa number of ragas including Va-
santa, as Janyas of Mayamalavagaula.)

“It is rostly

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 sofar 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 Ayyangzar.
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. “ We are attempting to
define and standardise what is at present the
current practice.”

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

The President. “I do not put it like
that. We have to decide it from the way in
which our masters sang it in the old daysand
as it is handed down to us in the real Param-
para system.”

Mr. Sundaresa Sastriar. “ We 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
17th Mela.”

Mr. T. L. Venkatarama Ayyar. “ We
must decide the Mela of this rnrga. In the lak-

“I want

“Even if
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shana gitas it is put under the 75th 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 75th
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 77¢h Mela, Suryakantam. The
matter was left at that stage.”

LALITA.

Mr. M. S. Ramachandra Ayyar. ‘ This
raga and Bhoga Vasanta have been grouped
under the 77¢h Mela in the book written by
Panju Bhagavatar. Its arohana is Sa-ri-sa-
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-
yamimna ' 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 gvarohana is ma-ga-ri-sa, the san-
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 Mayamma.

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 77¢/h Mecle therein. There may be another
mata (school) which may hold another view.”

Mr. T. L. Venkatarama Ayyar. “ There
is no difference of mate at all. Isay that, in
the lakshana geetas, this is clasced in the 75¢h
Mela and that the only difference between
Vasanta and Lalita isthat in the arohana
the latter takes Rishabha. But the song
‘Seetamma ’ as his been now sung is only in
Vasanta raga.”

The President.
is classed in particular books under a particu-
lar mata, we cannot take it asauthority or
conclusive evidence. As for inata, 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 su-ri-sa-ma-ga-ma is the
authorised sanchara for Vasanta.”

Mr. Bharatain 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 inatas
or schools. - There may be somne 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 arohanz and avarohana are Si-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 I7¢th Melc.”

Myr. Subrhmanya Sastriar. “1 agree.”

Mr. Muthiah Bhagavatar. ** Lalita is
classed in the lakshana geetas under Upanga
ragas, and is put in the 75¢h Mela with sa-ri
ga ma dha ni sa and back. There is alsoa
kirtana beginning with ‘ Nanubrovu lalita’
by Syama Sastri. There is another kirtana

“Simply because Lalita
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by Dikshitar in this rage, and both take
Suddha Dhaivata. We should not take Lalita
away from the 75¢th Mela, as otherwise, there
will be confusion between Vasanta and this
raga. Thereis a sloka beginning with ° Raga
Mayamalava gowla’ 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-
t@ which is a janya of the 17th Mela.”

Mr. T. L. Venkatarama Ayyar. ""_Vén-
katamakhi's geeta in Lalita throughout
used Suddha Dhaivata, as also Dikshitar’s

kirtana * 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 asitis. 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 75th- Mela
with Sa ri ga ma dha ni sa as ‘the lakshana,
and the Suddha Lalita might be classed
under the 77th 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
ccntinued.

THE MUSIC CONFERENCE, 1931.
(Third Day)

The conference re-assembled at 12 noon on
Sunday the 27th December, with Gayakasiro-
mani Palamarneri Swaminatha Ayyar in the
chair. Professor Venkataswami Nayudu of
Vizianagaram Mr. V. Varahanarasimhachar-
yplu 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
Bauli; we also discussed in part the svares
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 gotin Tyagaraja's kritis and
permit no mutilation thereof, as-any attempt
to‘.‘imppovise 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 versionsas to the arohana and avarohana.
We 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 itis they that should forin 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 sanc-
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 secen Lalita
put in the 17th Mela with Chatusruti
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 75¢h 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 thes: 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 Venkatamalkhi 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 theRaja
of Ettiyapuram, who got the volumes bear-
ing the name of *‘Sangita Sampradaya Pra-
darsini’ written and which contains the so-
called Venkatamakhi or the Dikshitar
school. Even at thattimeit was acknowledged,
as the cutting from the Hindu (h2 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 madeto 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 Lalita. I say

no raga of that name i1s in existence. I say
that both Vasanta and Lualite should be put
in the /7th Mela.”

The President. “ Yesterday the songs
‘Yattadorikitivo’ and ‘Sectamma Mayamma'
were sung in Vasanta and Lalita respectively.
We found only Sa ga ma dha ni sa and Sa
ni dha ma ga risain the former and Sa ri
sa ma ga ma dha ni sa and Su ni dha e 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 withcut using Chatusruti
Dhaivata. Theonly 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
Dhatvata 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 the Pa string for fear of sounding a
varia svara (panchamna) 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 Chynta Panchama, 1 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 1t.”

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, Sangitasaramrtamn 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 ? We have not
come here to make researches about ancient
lore. We must take compositions as sung
now by experts as authority and decide the
melakartas from the way in which these

compositions are sung. Otherwise no useful

purpose will be served by our discussions in;
this conference.”

Mr. Soundararaja Bhagavatar. * 'I,‘ll'q;i:re
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 r@ga, but I cannot now sing it as
I am not doing well.”

Mr. N. S. Ramachandra Ayyar. ‘I re-
iterate my view that the sanchara for Lalita
is Sa risa ma gamz. 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 ¢ 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 Veena 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 77th Mela,”

Mr. M. S. Ramaswami Ayyar. “We

must decide the matter by vote.”

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

Mr. P.S. Sundaram Ayyar. "I propose
that the wotes 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 75th Mela asa Bha-

shanga with Chatusruti Dhaivata as Bahula
prayoga. Lalita belongs to the 75th Mela
alone as there is another raga called Suddha
Lalita coming under the 77th Mela.”

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

Mr. Sabhesa Ayyar. “ Bhoga Vasanta re-
ferred to yesterday may be sung with both
Dhaivatas. 1 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 77tk Mela.

Mr. K. Ramachandran. *‘I know of a
Varna in Lalita in which Sud/ha 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 Venkata-
makhi school, this raga comes under the
15th Mela, but according to the Tyagaraja
School it must be put under the 77t Mla.”

Dr. Srinivasaraghavachariar. ‘[ 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 songsin
which Chatusruti Dhaivata occurs being larger
in number, I ptopose that the raga may be
classed under the 77¢h 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 Chatusruti Dhaivata. If it is the former, it
should come under the 75tk Mela. Let the
majority decide the question. Why should
we depart from the Likshana geeta of Ven-
katamakhi which was sung yesterday, accord-
ing to which it is Suddhe Dhaivata? These
principles were laid down three hundred
years ago, and those principles have been
followed even by Tyagaraja.”

Dr. Srinivasarazhavachariar. “No! No!
Tyagaraja has a distinct school of his own,
and our current music is his. We are {ollow-
ing his school. Ishall 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 krit:s 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 practice of
experts in the line.”

The Presideat. “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
3

sung wroongly by present-day musicians. So

let us decide on the majority view.”

The majority were of the ciew that both
Vasanta and Lalita should be put, {or practi-
cal purposes, in the 75¢th Mela with Chatusruts
Dhaivata as Bahuvla prayoga; that the
lakshana for the former, is S ga ma dha ni
se¢ 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 Junya 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 pattham is like that.”

Dr. Srinivasaraghavachariar. “ It is
Sa ma ga ma dha ni sa and Su i dha ma ga
sa, and Tyagaraja's ‘ Samzjavaragamana '
supports my view. (He sang this piece). This
is Walajipetal patthantaram (version) and
also Tillasthanam patthantaram (version). In
this Suddha Dhaivate does not occur, but
only Chatusruti it is clear.”

(Tillasth iiam Rajagopala Ayyangar sang
‘Samajavaragamance’ in which Chatusrute
Dhaivata alone occurred.)

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

(Dr. Srinivasaraghavachariar then sang
another song of Tyagaraja, i.c.. ¢ Manusuloni
Marmamulany’ in which Chatusruti Dhaivata
alone occurred.)

Mr. T.L Venkatarama Ayyar. ‘‘I heard
this very kriti with the usage of Suddha
Dhaivata.”

Mr. Rajagopala Ayyar. “Itoo heard it
with Suddha Dhaivatu. It can be sung either

way.
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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 Dhaivaia,

should be used, and no mixture of any kind

is permissible asin the case of Bhashanga

ragas.” e

Mr. W. Doraiswami Ayyangar. “I heard
the Walajipetah version (pattham) of ;;hese
songs and only Suddha Dhaivata was uséd 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 Manam-
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 Dhaivaia.
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. We have no
authority tosay that this song is composed
in this raga.”

Dr. Srinivasaraghavachariar. “There is
a raga called Ramyamukhi with the sanchara
of Sa ga ma dha ni sa and Sa ni dha ma ga
sa, in which Suddha Dhaivata is used. This
is called Malkos in Hindustani. This isa
separate raga. and therefore we must con-
clude that Hindolais 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, Messrs.
Tillasthanam Rajagopala Ayyangar, Hulugur
Krishnamacharya, V. Varaha Narasimha-
charyuly, M. Venkataswami Nayuduy,
P. S. Sundaram Ayyar, Soundararaja Ayyan-
gar, K.Ramachandra Ayyar, Nataraja Ayyar,
Nataraja Bhagavatar, Kalyanarama Sastriar,
Subrahmanya Sastriar and Mrs. Jayaramao.
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.

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 Se-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 1-dha-ni-
dha-sa in the arohana and Sa-ni-dha-ma-ga-
ti-ga-sa in the qvarohana. 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
Dazvata.)

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

(My. 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.)

“ Both views are
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Mr. Rajagopala Ayyar. “1 too heard this
pattham, ie., with the prayogu of Chatusruti
Dhaivata.”

Mr. G. V. Narayanaswami Ayyar.
quite agree that this is the correct pattham.’

The Conference decided that the follo-
wing is the lakshana of this raga i.c.

Arohana ; Sz-ga-ma-pa-dha-ni-dha-sa.

Avarohana: Sa-ni-dha-ma-ga-ri-ga-sa (use
of ri being slight or alpa).

“I

and that the Dhaivatu« occurring therein
is Chatusruti, aad 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 arofana
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 Dhaivita should be a
little sharp, I think.”

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

Mr. T. L. Venkatarama Ayyar. “Iam
inclined to think that this rage is a deriva-
tive of the 20t/ Mela, and takes Suddha Dhai-
vata.”

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

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

The Presidznt. “ 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 28¢h 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 Vidvans,
we must conclude that this comes under the
28th Mela.”

Mr. Tiger Varadachariar. “ We should
not take facility alone as the criterion for
singing these ragas. Though it may bea
little difficult of manipulation, we must try
to follow what we can reasonably accept as
the correct method, the established method
among the Vidvans. 1 think that in this
raga, Sadharana Gandhara occurs generally
though, at times, it may be used with some
sharpness.”

(Mr. Varadachariar then sang ‘Chalame-
larae’ to prove his contention.)

Mr. T. L. Venkatarama Ayyar. ‘I think
that it is Sazdharana Gandhara that is used in
this raga, and that it is a derivative of the
20th Melakarta. 1 heard this kriti ‘Chala-
melara 'with  Suddha Dhaivata and Sid.
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. “Iam in
favour of Suddha Dhaivata and Sadharaxa
Gandhara."

Messrs G. V. Narayanaswami Ayyar, Tiger
Varadachariar, Soundararaja Ayyangar, Ra-
jagopala Ayyar, N. S. Ramachandra Avyyar,
M. S. Ramaswami Ayyar, Subrahmanya. Sa-
striar and three others were in favaur 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 resolved by a
majority that Marga Hindola is a derivative
of the 22nd Mela, with full compliment of
svaras in the Arohana and Sa-ni-dha-ma-ga-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,

1. HARIKATHA K4LAKSHEPA
SVARUPA VICHARANA.

Srimati Saraswati Bai, the premier lady
Bhagavatar of South India then read a
paper on ‘Harikatha Kalzkshepaz Svarupz
Vicharana.'

2. MELAS and THEIR CONSTITUTION.

Mr. P.G. Sundaresa Sastriar spoke on the
Melas of Carnatic music, their history, their
goqstituent svaras and their'clmracter, includ-
~ing old history. He illustrated His discourse

by learned and humorous explanations and
several drawingsf

The Conference then adjourned to meet
again at 12 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.

MrV Raghavan read a paper on ‘Ancient
Authors on Musi¢,’ 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 Mela-
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 Tithi 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 Bhukt:
which was the absorbing passion of his life
were related with force and feeling,.

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

(Sixth Day)
Reading of 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.

HMRIDANGAM.

Mr. Swami Ayyar of Mylattur read a
paper on Mridangam.*

MELAKARTAS.

(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
Kanakang:, while others state their names as
Kanakambari etc. 1 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 deszribes
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.”

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. DBut as a
matter of fact, there were only /9 Melus exist-
ing at the time of Venkatamakhi, and Rama-
matya. There were only 20 according to
Matanga Maharshi”,

Mr. T. V. Subba Rao. “If Melus 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. Bharatam Narayanaswami Ayyar.
“ Before the time of Maha Vaidyanatha
Ayyar, there were noauthoritative text-books
in print, Only some records on palinyra
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

*Vide pp.¢l.
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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 Svaragnanamn is generally defective.
Maha Vaidyanatha Ayyar and Patnam
Subramanya Ayyar were the first Vidvans
to use svarams, and give svara groupingsin
the course of singing kirtanas. It wasonly
after these people that sviraz singing:came
into vogue. Even Peria Vaithiand Chinna
Vaithi only sang ragam and tmmlrg._:buit' not
svaram. On the question as to whé‘_t,..'s'ystem
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 pilinyra leaves,
and I also remz2mbzr to have copied from
some such. The names of the rzgas in some
cases were given topsyturvy, just to avoid
common people knowing them. In the
manuscript books, svaras with the ragz names
are given. Even now there is cne such
manuscript in existence in Tanjore. The late
Panchapagesa Bhagavatar was having it.”

Mr. Bharatem Narayanaswami Ayyar.
“Sometime after Tyagaraja's death a
bpanchangi 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 Me. 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. “ We 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.
Thatall 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 samkhya system.
But Venkatamakhi's nomenclature satisfies
this system. There is no doubt we have two
standards for the existing ragas. For
instance, the Kriti ‘ Ninnujuchi' 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 Iagkshana. Whatever the
names given may be we have to standardise
the ragas in accordance with the current
practiceand 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. ‘ What is after
all in a name? Let us follow what is mostly
in vogue. ”
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The matter was talked out, but no deci-
sion arrived at.

Resolution r¢. 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 thisstanding committee,
to examine the publications on music
that are existing, as well as those that
may be written hereafter, and request
the Text Book 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. Muthuswami 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 Mayammalavagoula is the Suddha scale
recogniscd 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 ths2
article like that, I deny that I ever accepted
or urged that Mayumalavagoula was the
Suddha scale. I shall quote what I wrote on
the subject. Thisis what I said:

+'“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 isthe Suddha scale in the
sense in which our ancient writers, keld, 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 Rirgas. 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. Atany rate it was
not my opinion that Hayamalavagoula 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. We may decide what this confer-
ence feels to be correct.”

*This will be published separately.

+Vide Journal of the Music Academy pp. 181, Ne. 3 Vol. 1,
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. Dr. Srinivasaraghavachariar.

wis 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 con-t'ii;fx{s
svaras whose name is given as Suddha :i.-e.,
Suddha Rishabha, Suddha Gandharg -etc.
So we have to decide, practically, as betiveen
Mayamalavagoula and Kanakangi."

Mr. T. V. Subba Rao. ‘*‘First of all;
is there any necessity fora 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. Srinivasiraghavachariar. “Or
whether it is Jhankaradhvani, because in a
kriti beginning with ‘Nalatanumanisam’
in the Chittaranjani raga (derivative of Jhan-
karadhvani) Tyagaraja 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.”

\ “In the
days of the late Tirumalayya Naidu there:

Mr. T. V. Subba Rao. *“Itappears to me
that originally when the Suddha svara sap-.
taka was derived, they first fixed S, Ma, and
Pa, And between Sz and Ma in the upper te:-
rachord, and between Pa and Sg 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 Trisguti
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 Sudd/ia 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.
Tyagaraju seems to have fixed the raga sepa-
rately called Kharaharapriyz, 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 1s 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 rega
in the Melakartas is according to me to be
accepted as the Suddha scale, that is, Kang-
kangi”.
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Mr. T.L. Venkatarama Ayyar. “In prac-
tice we have known that from the time of
Durandara Das at least, the Sarali varisas
and Geetas etc., have been taught to children
in Mayamalavagoula. The facility which
this rags 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 Sankarabharanz. So Mayzmalavagoula
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 ° ageagzg’ira " (‘ Chatus-chatus-
chatus-chaiva etc’) as stated in the Ragavi-
veka Adhyaya of Ratnakara. We must
decide what that was at that time, though
our practice may be to go by Mayamalava-
goula as the Suddha scale now."”

Dr. Srinivasaraghavachariar. ‘ There
are two things called Swkshma Nada and
Sthula Nada. For the Sukshma Nada line
or practice, we may fix Kharaharapriya or

Jhankaradhvani as the Sudda scale; and for
9

Sthula Nada, the Suddha scale may be fixed
as Mayamalavagoula. 1f 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 Jhankarallhvani or Bhairavi
my be accepted as the Sukshing Svara Sap-
takam.”’

The Chairman. ‘““In the matter of the
Suddha scale, there is difference of opinion
bstwzen 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 saptaka (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 sloka,
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 grourd. Now the rcason 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. *“ Itis impossible to
apply the same terminology with the same
significance to present-day music, which has
considerably changed; and if we do so/it
would land us in difficulty and confusion.
When we have got 72 Melas, what.ngcés's‘ity'
is there for any Suddha scale at all? Isit
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 of opinion and it
was felt that the matter was not sufficiently
discussed.

Mr. V. Varaha Narasimhacharyulu. ‘1
move that this matter be adjourned sine die
because it requires much time and we have
many items on the agenda to bz 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. OQur time can be more
use"fully utilised by discussing rage 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 all his points may
be clearly and fully discussed. I second the
adjournment motion for these reasons.”

The motion was unanimously carried
and the maiter 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 Palamarneri 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
g 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 1s composed of three branches, Bhava,
Raga and Tula, It isonly 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. Talu
consists of Sabdakriya and Nis-sabdukriya.

As regards the construction of the padams
and their character, Saliitya is intended for
the purpose of Bhava, Svara-varnas 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 Raga-singing
music is used, while for talz or rhythm Nar-
tana is performed.

He then described in detail the expression
of the Nayaka-Nayaki Bhavam, the various
kinds of both and so on. He also showed by
practical demounstrations 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 Sowrashtra Raga in many
books. Some people are of opinion that it is
not Sourashtra but Bhairavam. 5o 1 think
it would be advisable that hereafter when
this Kriti is mentioned the Ruga ‘Bhairavam’
with an interrogation mark is put in.
We must know what is the correct Ruaga for
this Kriti.”

The President. “ My recollection is that
when this song was newly sung, the second
Avarta appeared to be smacking of Bhuira-

vam. I doubt very much whether an exactly

similar song was composed by either Kshet-

ragna or Tyagaraja.”
Lir. Sanjiva Rao.

ham of this Kriti"

Mr. Muthiah Bhagavatar. “In this song
we see full Arohana and Avarohana. In regard

“Idid not make puts-

to Bhairavam, [ doubt if Saimnpurna sanchara
is permissible.  But, as the Sancharas as ex-
pressed in this song ‘Ninnujuchi’ are Sam-
purna, I think the correct Raga in which it is

to be put is Sourashira.”

Mr. Umayalpuram Venkatarama Ayyar
sang this I{rit/ and it was agreed that the San-
charas were Sampurna.

The majority were of the opinion that
the correct Raga for this Kriti is Scurash-
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 isa
Krit; by Dikshitar and another by Syama
Sastri in this Ragu. Let us hear these songs
and decide on their basis, the Lakshana of
this Ruga.”

Mr. Anantakrishna Ayyar of Mylapore
then sang Bikshitar's (ritis ‘Rumachandrena
Samrakshitoham’ and *Sri Sarasvati Hite’
both in Manji raga. From this both the
Arohana and Avarohuna appeared [ull, and
Chatusruti Dhaivata was used throughout.

Mr. T. V. Subba Rao. ‘“We must observe
the Sencharas from a more minute (Sukshima)
examination, The Sthula or general state
ment that the Arokana and the Avaroliana
are full cannot be a sufficient or cffective
guide in indicating the correct Lakshana.”

Mr. Umayalpurani. Swaminatha Ayyar.
“The Avarohana s Sa-ni-dha-pa-ma-pa-ga-
ri-sa.”
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'Mr. P. S. Sundaram Ayyar. “We must
point out the difference between this Raga
and Bhairavi.”

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

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

Myr. Sabhesa Ayyar. “ We 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 Avarokana, it
appears to me to be Sa-ni-dha-pa-ma-pa-ga ri-
sa as shown in Syama Sustri's Kriti, ** Brova-

vamma. " (He sang the kriti).

Mr. Anantakrishza 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."”

Mzr. 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.”
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RITIGOULA.

Mr. Umaya?ﬁuram 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 Avarokana
is Sa-ni-dha-ma-ga-ri-ga-sa.”

Mr. Sabhesa Ayyar. “In the Varna
‘Vangjaksha’ Panchama in freely used.
Alfo in the Sanchara Dha-dha-ma, Suddha
D’_‘iﬁj‘zl’%ata comesin.” (He sang the Varna to

_ﬁhﬁw his point of view.) -

The President. “ From the rendering of
the Varna, it would appear that thereisa
Iarggrﬁ,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 Arokana 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-se¢ in ‘the lower octave,
as seen in the kriti ‘Janani Ninnuwvina' 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-ina-ga-ma-pa-dha-pa-ma-ga-ri-sa
ni-pa-ni-sa (Avarohana).”
Mr. Sanjiva Rao. “ 1 am for fixing the

Avarohana as Sa-ni-dha-ma-ga-ri-sa.”

Raga was not
rosc for

The discussion on this
concluded when the Conference
the day.
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THE MADRAS MUSIC.
CONFERENCE, 1931.

Discussion oz 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. Rajagopalachaiiar was
the new member present. Discussion on
the Lakshana of Ritigoula was continued.

Mz. Muthiah Bhagavatar. ‘‘My view is
that the Sanchara, Sa-ga-ri-ga-ma-pa-dha-ni-
dha-ma (Nishada being long) is an age-long
one and we should not disturb 1t.”

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-ni, sanchara at all. The Sanchara Ma-ni-
ni-sa very frequently occurs, and the Sunchara
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-
bhairave?”’

The President. ‘* We 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
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a slight or svalpa prayoga of Suddha Dhat-
vata occurs.”

The Conference agreed that the Arohana
of Rittgoula is Sa-ga-ri-ga-ma-ni-dha-ni-sa
(the first Nishada is long), that its Avarohana
is Sa-ni dha-ina-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 diia-
pa-ma, prayoga Suddha Dhaivata occurs, that
generally Chatusruti Dhuaivata should be used,
and that the Mela is 22."

SARAMATL

The President. “Theold usage shows that
the Arohana for this Ruga is Sampurna, and
that the Avarohanua is Su-ni-dha-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.
Sa-ni-dha-ma-ga-ri-ga-sa.’

Mr. Muthiah Bhagavatar. “ The song
‘Mokshamugalada’ in this Rage 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.”

“T am for fixing it as

Mr. Umayalpuram Swaminatha Ayyar.
“The Avarohanae is Sa-ni-dha-ma ri-ga-s.,
and the Dhaivata to be used is Chatusruti.
That has been the old usage, but the practice

has changed of latc.”

Mr. Muthiah Bhagavatar. “I am using
both the Dhaivatas, but the Avarohana should
be put down as Sa-ni-dha-ma-ga-sa.”

Thz President.

usage as also Suddha Dhaivata. The orthodox

“Ma-ga-sa is the new

- 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
Suddha Dhaivata. The President sang the
same song with 1iu-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 Arokana should be full and
the .{varohana 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-ma-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
which will also be given due weight in the
decision.”

Mr. P. G. Sundaresa Sastriar. * Abher:
seems to be the correct term; it is the name
of a country, I think.”

Mr. T. L. Venkatarama Ayyar. *“ Abkeri
follows the term Vina bheri for instance. So
Abheri i1s 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 for this Raga?

The President. “ We can put it down as
20, for practical purposes.”

Mr. Muthiah Bhagavatar. * In the Krits
‘Nagumomu,’ practically the Chatusruti Dhai-
vata. is used, as also the Sanchara Sa-ri-ga
ma occasionally. We find the usage of
Suddha Dhaivata also now and then.”

IE' fas decided by a majority that the
Af‘gﬁdna is Sa-ga-ma-pa-ni-sa, that Lthe
Avarohana is Sampurna, that the Mela is
20, that Suddha Dhaivita is the Sampradaya
prayoga, and that in practice Chatusruti
Dhaivgta is now used, by some musicians.”

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. “ We 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
gvarohana 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 ‘Oh! Gajarakshaka from
Tyagaraja's ‘Munduvenuka' in this raga, to
prove his statement).

Mr. Muthiah Bhaghavatar. “Ri-ga-ma-ri
sa-ri i1s the Sanchara used in thissong, and
in two places we also find the usage of Ri-ga-
(He sang the same I{riti to prove his

2

ma."’
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 Rzga, 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 »i ma ri.
If you use the regular Sadharana Gandhara
the Ragabhava of Darbar cannot be expressed
atall.”

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, 1 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 Swvara, that this
Gandhara is really ‘ Ma-ri-ma’ but it should
be called Gandhara tor practical purposes.”

Mr. Anantakrisna Ayyar. “In the Aroha-
na 1 find there is a usage of Sadharana
Gandhara.”

Mr. C. S. Ayyar. “lalso find the usage
of Dha-ni pa frequently.”

Mr. Muthiah Bhagavatar. “ It is used
for Ranjana, or beauty, bui 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
in, but not Ni-sa-dha-pa, I think.”

Mr. Muthiah Bhagavatar. “If Sa-ni-sa
occurs, then Pa-dha-ni-pa-ma must also
comein.” (He pronounced Nishada long.)

The President. * If Nishada is used long,
then the Raga may become Nayaki. "

The Conference decided that the Arohana
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.

NAY AKI.

The President. “The drohana of Nayaki
is, in my view, Sa-ri-ima-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. Umayalpuram Swaminatha Ayyar.
“ The Avarohana, 1t 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 asa 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 MNarayanaswami 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 Melais 22,
that Sa-ni-sa and Dha-ri-ni as also Ri-pa ma-
ri-ga-ri-sa (in the higher octave) are special
prayogas.

KANADA.

The President. ““ For Kanada my view
is that the Arokana 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 Arokana is Sa-ri-ga-mma-pa-ma-dha-
ni-sa and the Avarohana is Sa-ni-pa-ma-ga-
ma-ri-sa (Gandhara is long). There 1s also
a special prayoga of Pa-dha-ni (Nishada is
long).”

Myr. Bharatam Narayanaswami Ayyar.
“I understand there is Sa-dha-pa, prayoga
also. ”

Mr. Umayalpuram 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-ma-ri-sa  (Gandhara being
long) seems to me to be the more correct
Avarohana.”

Mpr. Muthiah Bhagavatar.
the same opinion. "

It was decided in the end that the Arokana
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 Dui-
javanti seems to me to be Ri-ga-ma-pa-

“I too am of

dha-sa-ni-dha-ni-sa, and the Avarohana to be
Ni-dha-pa-ma-mnd-ga-ri-sa-ri-ga-ma-ga-ri-sa.”

Mr. Muthiah Bhagavatar, ‘I think the
Arohana is Sc-ri-ma-ga-ma-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 Gandharc are long). These are the
prayogas 1 have heard and I have patthams
likeﬁftéat. (He sang the padam ‘ Enduku
N&%’éhleayinchitivo ', ‘ Entajeppina Vinavu,
_‘:;,Q‘\}f'Cheliyal' which i¢ 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
isa Bhifishanga Raga. 1 made pattham of
this piece from Veena Subbanna. Sa-ni-
dhe-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-mma-ga-ri-sa, Sadharana Gandhara occurs
(as in ‘Enduku’ above mentioned).

SURATI.

There was no dispute about this Raga and
it was agreed that the .rohana is Sa-ri-ma-
pa-ni-dha-ni-sa and the Avarohana is Sa-ni-
dha-pa-ma-ga-pa-ma-ri-sa (Rishabha 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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THE MUSIC CONFERENCE, 1931.
(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 Tamil :

“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 Vidvans 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 Academyis onlya
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

10

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 varicus 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 t'e 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. We
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 alwaysin their
own language. Nowadays, music to be en-
joyed, should be very sweet; whether it is
Ghanam or Nayam, it does not matter. And
wherever there is music, we believe there is
Mangalam ; thatis 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
expefts, 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, Iam 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
Governrfent.

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.- We have also set on foot the -
practice of ¢irculating copies of the pro-
gramme to the audience beforehand, I take
this opportunity of appealing to vou all
vidvans, to help us in this direction, We
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
pradlfmz (primary) music of the day. It used
tobesaid that vidvans and musicians were

‘Itvm) separate sets of people and that we, “lay
'people, could have nothing to do with them.

One of the main achievements of this Acade-
my has been to get them all tcgether and
mzike:_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. 1
may assure you, gentlemen, that the lay
public will always be prepared to appreciate
the efforts of the wvidvans 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
U niversity, we havestarted a music section, It
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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 Radyio, 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 partin its every day
life. Iam veryglad to see so many musi-
cians in this Conference who have come from
great distances, at great personal inconveni-
ence to themsélves. At the same time, I
must say that itisa 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 isan undeniable fact that no man
however great, no Vidvun, 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 Sward/; and when that Swaraj

comes, you are all going to occupy a better
status than now. In the meantime, I request
youall to strive your best to improve the
art.”

Vote of Thanks.

Dr. U. Rama Rau. “Mr. Chairman, Ladies
and Gentlemen, Iam 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. We 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 Conferenceis 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 all
the same, when the majority decides onc
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thing, one must agree with the decision.
Unless this is accepted. I am afraid there is
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. Soalso
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.
We 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. in; ‘the nights. They are all men of
posﬁac‘p ; they love music, and their co-

ecAtion is a great asset to the Academy,
ig<that when we elders depart from this
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
caanot forget 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.
We have started a Journal. Itis 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
tostart 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 Igo and hear girls singing music as
taught in the schools of 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, [ have been able to give a small portion
of my building in which to locate this College.
I therefore appeal to youall 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. We 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. We 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. Idid not mean. when Isay 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
takesa 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 isa Ganapriya. Heknows
a great deal more than an ordinary veporter
and he is also a- member of thc 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 rudioalso has been
co-operating with us in announcing every day
our next performances, etc,, and we have
also been co-operating with them. 1 appeal
to you, Vidvans, whenever you come to
Madras or pass this side, you must make
ita point to give 1% hours of your time
to the Corporation Radic. We, doctors, are
always accustomed to do charity. That
charity that we do is always returned
ten times, sometime later. For
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, cven if you take the question

instance,



78
of money, I assure you it will pay you’
in course of time. You Vidvans, must
oblige the Radio people and the general
public. We all know that the other day,
tens of thousands of penple 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—1I 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, butI
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 kim fora portion of his
building, the present ‘Gana Mandir’. He
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
far ; 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
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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 (¢n Tamil.) He said:

“Many Vidvans have attended this con-
ference all these days, and they have all
cc')j_pe:fi'from the various directions, north,
soﬁ&h‘f west and east. We see here many
Vélvans from the Telugu districts and

#Arom the Western districts, and our rever-

ed President hails from the southern
districts. You may all think that nobody
has came 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.
We all know that ragam, bhavam, talam and
rasam should combine together to make a
song very pleasant. We should strive to
attain perfection in all these respects. Ialso
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 isat 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.
We 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 gota Subrah-
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 sloka special-
ly composed for the occasion. wishing God-
speed for the Academy.

Mr. Muthiah Bhagavatar then delivered
the following speech in Tamil:

“Vidvans, Ladies and 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 kn owledge, 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 Comimittee of
Vidrans and the various decisions that they
have come to. I am quite optimistic that
they are all to the good of the country asa
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, 1
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, ’

We 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 duc to Vidvan
Tiger Varadachariar who is the Principal
of the Music College., It 1stobe hoped that
the students whom .he is now training will
become in course of time Zions 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 (Sungeeta
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.

I hope and trust this Academy will make an

earnest endeavour to standardise music and
tosee that no deviation from the usual
practice is tolerated.”

He then sang a Mangala sloka, in Raga-
malika.

The Conference then dispersed. ‘A group
photo* was taken later, of the vidvans and
office-bearers of the Academy.

TReviews.

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 Bhagavatar and T. L. Ven-
katarama Iyer as the Vice Presidents and
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* Vide frontispiece,
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NOTES AND

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 isof a kind not easily to be
met with elsewhere. We wish the Samajam
all success. :

The Music Academy, Madras—Annual
Report, 1931 :—We congratulate the Ex-
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ecutive Committee of the Music Academy,
Madras, on the singularly good record of work
shown during the year under rcport. A
perusal thercof shows a steady expansion in
its activities and we need not pause herc 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’slabours. All
honour to the Officers of the Academy. We
look forward to further strenuous achieve-
ments of the Academy in the years to come.

Totes and Comments.

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 well looked
after but also the Academic one. The
numerous Vidvans that attended the Con-

discussions on Raga Lakshana etc. elc.

ference made ‘a great splash’ and though
we are not sure, whether we were able
to getall 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, Rcporter:
Legislative Council, Government of Madras,
and his assistant Mr. G. Rangachariar, in
preparing a complete report™ of the entire
proceedings of the Confercnce including the
Scientific section of it, v/, the daily Viduvat
The
magnitude of the task will be realised if we
bear in mind that these discussions
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

were

* Vide pp. 48,

1
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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 of 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 of his Kritis, greatly
widened ‘ the vista of our knowledge .of Sri
Tyagaraja, who is justly regarded ot only
as one of the most etherial and delicate of
the * tone poets ' but also asa 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 of 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
‘ FFT ﬂ{g gy’ (@ lovely ocular sacri-
fice). Its present decadence is due to its un-
Just victimisation by a pseudo Puritanic world
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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.

We 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:Segretaries Mr. K. S. Viswanatha Sastry
ang‘"Mr E. Krishna Iyer, to the all-wary
':I;fiigasurer M. T. S. Rajagopala Iyer ahd

“to the trustworthy clerk Mr. Partha-
sarathy., We cannot fittingly conclude
oup' note without paying our tribute to

the dgvoted 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.”

We heartily extend our tribute to the lady
volunteers—all students of the Academy's
Teachers’ College of Music —who 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 his 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, We 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 tribule.

Meeting of the General Body of the
Academy: 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 of
Music and moved that the same Sccretarics
be re-clected for 1932 as well. But Mr. K. S,
Viswanatha Sastri and Mr, E. Krishna Iyer
desired to be excused on private grounds.
The election of Office-bearers and mem-
bers of the Executive Commiltee was then
proceeded with and the following is the
result-of the election,

President
Dr. U. Rama Rau.

Vice Presidents

Mrs. M. Venkatasubba Rao, Messrs N. V. Raghavan and S. Satyamurly Iycr.

Trustees
Messrs. P. Rangaswamy Chetty Garu and M. Subbaraya Iycr.

Secretaries
Messrs. T. S. Rajagopala Iyer and T. S. Tiruvenkatachari.

Treasurer
Mr. S. Rajagopalachari.

Other Members of the Executive Committee
Messts. T. V. Subba Rao, K. S. Viswana- murty Iyer, G. K. Seshagiri, Rev. H. A,
tha Sastri, E. Keishna Iyer, W. Doraiswamy Popley, Mrs. Alamelu Jayarama Iyer and
Iyengar, T. L. Venkatarama Iyer, P. Samba- Srimati Bhavani Swaminathan.

The following resolutions were also passed among others : -~

1. That Mr C. Ranganayakulu Chetty 2. That in rule No. 27 of the Byc-laws, the
Garu be elected as Auditor for words " 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 Wembemg for the year 1932, of the Expert Advisory Board of the Academy and of the
Editorial Committee of the Journal of the Music Academy.

[N
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Members of the Advisor.y Expert Board.

Gayaka Siromani Palamarneri Swaminatha
Aiyar,

Sangeeta Vidvan Swaminatha Aiyar (Uma-
yalpuram.) -
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 Rao.
Brahmasri Soundara Raja Bhagavatar.
Sangeeta Vidvan Vedanta Bhagavatar.
Hari Naga Bhushanam Pantulu.
Hulugur Krishnachariar (Hubl?).
Mr. P. G. Sundaresa Sastriar.
Venuganam Sanjeeva Rao (Palladam).
Sangeeta Vidvan Ramanuja  Aiyangar
(Ariyakudi.)

H

Prof. D. Venkalaswami Naidu Garu (Vizia-
nagaramy.”
Sangeeta Vidvan Subramanya Alyar (Musiri).
Jalatarangam Ramanayya Chettiar.
Mr. L. Ponnayya Pillai.
Mr. T. Lakshmana Pillai (Trivandrim.)
Sangecta Vidvan Shermadevi Subramanya
Sastri (Veena)
Pandit S. Subramanya Sastriar.
M;;. 2.'S. Sundaram Aiyar.
'ﬁT L. Venkatarama Aiyar.
4% C.S. Alyar,
»» G.V.Narayanaswami Aiyar.
», P. Sambamurty Aiyar.
Rév. H. A. Popley.
Mr. Vinjamuri Varaha Narasimhacharlu.

. Dr. Sreenivasa Raghavachariar.

Mr. C. R. Sreenivasa Aiyangar.
» M. S. Ramaswamy Aiyar.
Gayana Patu Keertana
C. Sarasvati Bai.

Patu  Srimati

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.

We 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 thelovely 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 joyunto singers. The sweet-throated
songstress of the night was in excellent form.
With a pure and flexible voice she simply
let herself go ina 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

We 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 of 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 (Umayalpuram).

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 Hurikesanuallur and richly demon-
strated. The subject of the lectures was “Raga
Bhiava in the compositions of Sri Tyagardaju
and Sri Muthuswamy Dikshitar.” The lectures
drew very large audiences and among those
present, 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, Viduvan
Tiger Varadachariar proposed a hearty vote
of thanks and obscrved 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 qualilied to bring out
the beauties of the compositions of both
Tyagaraja and Dikshitar.

were

We 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 composcrs. 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. I'rom
Sarangadeva to the present dav, there have
been changes in the science of music. The
system of 72 Melakartas was an invention of
Venkatamakhi. Dcfore that the number of
Melas was smaller and ranged from 19 to 23.
Referencqs were made to Svaramelakalainidhi
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Sdngitaparijatam and Ragavibodham. Subse-}

quent to Venkatamakhi, Tulajaji Maharajah
of Tanjore wrote his work called Sangitasara-
mrtam  following  Chaturdandiprakasikas
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 Latshana Gitams are inferio-
to those of Venkatamakhi and his nomencal-
ture of the melas does not also accord with
the Katapayadirule. 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 Ruga issaid 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 Srtragam 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 sampoornz in
Venkatamakhi, as in Sri Ragam, we might
adopt Govindacharya's system but otherwise
follow Venkatamakhi.

"INVENTION OV Rugams

Another point to be noticed is that severa}
new ragas have been invented subsequent to
the time of Venkatamakhi. For example,
Hamsadhvani was an invention of Rama-
swami Dikshitar. Malayamarutam of Salla.
gali Krishna Aiyar. Chensukambhoji and
Suposhini of Tyagaraja. Gagana—Kutuhalam
of Manambuchavadi Venkatasubba Aiyar,
Kadandakutuhalam of Patnam Subramania

“Dikshitar also with

Aiyar, Pasupatipriya of the lecturer and
others. These =yew 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
wete. gt one, in the Ruga lakshanas and San-
hd‘;ﬁs. The only point of difference is that
’.D;:arraraJa has also composed Kritis in sthe

“#agas which were invented later like Khara-

harapriya and others. Take for instance, the
raga ‘Hindolam’'. All the writers from Rama-
maty# onwards have classified it as a Sudda
Dhaivata ragam. There ‘is a Kirtana of
the same Dhaivatam.
Tyagayyar’s Kritis in Hindolam are sung by
some persons with Suddha 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
Dhatvatam.

SPECIAL FEATURES 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: Though pa dha pa se¢ 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 dhanisa and in
*Sri Matah’ Dikshitar also uses the same
brayogam.

2. Kambhoji: The kakali nishada is used
only in the prayogae sa i pa dha sa. This was
illustrated by reference to ‘Majunaki’ and
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* Sri Subramanyaya Namaste ' and a Kriti of
Kulasekhara Perumal, the Maharajah of
Travancore.

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; sanipa; ga mari; pari; 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 Dikshitar, 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 ragam
so as to bring out the characteristics of the
ragam and sang * Lekanue 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.

87

STRIKING CHARACTERESTICS of DIKSHITAR
and Tyacaraja,

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-
rajaisa great devotee and in the height of
his Rama Bhakti he experienced several
emotions, pleasure, sorrow and the like, and
his Kirtanas reflect his varying moods. The
lecturer sang “Nadupai palukera’, * 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 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.

these lectures.

We 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. Secrctary 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.

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 tbe Government of Madras, regarding (he
abolition of the Sanskrit Ilonours' Depariment

of the Presidency College, Madras and requests
the authorities, in the intcrests of Oriental
Studies and research, not to give effect to the
said recommendations.
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The Conterence (FOIICQl"tE (193 1) cont.

1--1-—1932 M. R. Ry., Ariyakudi Raman‘uja Aiyangar Avl,, Vocal.
Rajamanickam Pillai Violin.
” Dakshinamurty Pillai Mridangam.
2—1—1932 M. R. Ry., Tiger Varadachariar Avl, Vocal.
" Gopalakrishna Aiyar (Marungapuri) Violin.
" Alaganambi Pillay Mridangam.
3--1—1932 Srimati Gowri (Mviapare) ' Bharata Natyam..
Accompanied by Mr. Bahr'lma_ﬁ"(of Nadamuni Band) -

on the clarionet etc.

The Hcademy’'s ¢6nce§t‘5 (1932).

2-3-1932 at Srimati C. Sarasvati Bai (Padams of Vocal.
‘Gana Mandir’ Sri Purandara Das)
6-3-1932 v M.R. Ry , Swamma.tha Pillai Avl, Flute.
(sz'utzhamzzhalaz)
" " ‘Kaliappa Pillai (Salem) Violin.
" Y Ramayya Pillai (Tiurchendur) Mridangam.
8-3-1932 " M.R.Ry. Vainika Sikhamani Venkatagiriappa Veena.
(Mysore Palace Vidvan)
» Ramayya Pillai (Tiruchendur) Mridangam.
9-3-1932 " M.R.Ry.. Karaikkudi Sreenivasa Aiyangar Avl,, Voca‘a‘l.
0 " Srinivasa Aiyangar (Tirupparkadal) Violin.
" " Sankara Menon (Tiruchur) Mridangam.,
15-4-1932 " Master Radhakrishnan Flute.
" " (son of Mr. T. G. Krishna Aiyar)
" Mr.  Krishna Aiyar (Ernakulam) Violin.
" " Natarajan Mridangam.
17-4-1932 " M.R.Ryf, Sangeeta Vidvan Subbarama

... Bhagavatar Avl. (Mazhavaroyanendal) Vocal.
< Appah Aiyar (Harikesanallur) Violin,
" Venu. Naicker Mridangam,
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THE TEACHERS’ COLLEGE OF MUSIC

orgamsed by
THE MUSIC ;[ CADEMY, MADRAS
at ‘Gana Mandir’ 10, Thambu 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, oﬁ, the Vijaya Dasami Day 1931.

The College is called The Teachers’ COvege of Music, Madras, and is
located at “Gana Mandir,” 10, Thambu Chetty Street, G. T. Madras.

Instruction is imparted to pupils not only i in’ ;_“he theory and practlce 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—-ij baid 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 value

of two annas.

For forms of admission and other particulars, apply with postage to
The Correspondent, The Teachers' College of Music, The Music Academy
Madras.
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