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LATE ABDUL KARIM KHAN

IN MEMORIAM
K. V. RAMACHANDRAN

By the sad and sudden demise of Sangita Ratna Abdul Karim Khan, the
world of Indian Music has lost a remarkable and forceful personality and a
brilliant exponent of classical Hindustani Music. The void left by him is net
likely to be filled again as even in the north, there is a dearth of first rale musi-
cians. When Abdul Karim first visited Madras 20 years ago, Pyari Shaib, the
famous Calcutta tenor was at the height of his season; however impoverished his
music, Pyari Sahib’s voice had a cloying, intoxicating sweetness that compelled
admiration. [f Pyari Sahib was all voice, Abdul Karim was all music and his
expositions coming so closely in the wake of the former, were a revelation as to
what treasures of art Hindustani music comprehended. Here was a man who
conceived music as a formn of architeclure in sound and who finished just
the facade and portico of the palace called Kalyanai through a livelong evening
and who had barely time to plan the Torana of Bhairavi in an entire night. One
could never get at a comprehensive view of Abdul Karim’s range, because he sang
always in fragments; but what delicious, what magnificent fragments they were!
Even the fragments were the work of a Tilan. Abdul Karim never satiated, he left
one yearning for more. Abdul Karim belonged to that limited band of devotees
who see no difference between the music of the north and the south and view
both zs facets of the same elernal Truth. The unity and homogeneily of Indian
music was one of his cherished convictions and he delighted in emphasising the
similarity, not 1o say identily, of the Ragas of the north and south. Goharjan’s
approach of Carnatic music was fippant; Inayat Khan’s was serious; the one
perpetrated a cagtoon and the other a musical curiosity; but Abdul Karim with his
infellectual alertness and fine perception of note values and rhythm was able to
give convincing renderings of Carnatic songs. Though an orthodox Mussalman,
he had, like other great Mohamedan Musicians, many Hindu affinities and
his admirers and disciples were prepsnderantly, if not wholly, Hindu. The
writer’s most precious memory of Abdul Karim is his ¢Lalit’ that he sang
once, but could never duplicate. Not all the gold of the Indies could buy
that Lalit, §—11-37.
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EDITORIAL

E are glad to announce that the

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

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

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

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



SAMAGANA

BY

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

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

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

of fact, Sima Veda is nothing but Rg
Veda set to music. Hence almost all the
ancient Sanskrit writers on music pro-

Vedas ”,2 emphasising lhereby that it is
better to hear the Vedas sung than merely
recited.?

It is therefore in Sama Veda that the
modern student of Indian Music is vitally

interested. To Simagana, then, we shall
now lurn our atiention,

claimed: ¢ From Sima Veda Brahmi
got music”.! Hence, again, Lord Krsna
declared: «I am Sama Veda of all the
The arrangement of the Sima Veda may first be tabulated:—

Sima Veda.4

I
Parvarcika Uttararcika
(Later). (Earlier).
l
l o N I
Grimageya. Aranyageya. Uha. Uhya.
- — — Main chants sung Separale
These t;acerd?tac.ll_ e: Ch?t}? o?ll]c: by three chanlers. ] [co_llectioas.]
cont':iun e melodies whi N. B. Uha+ Rahasya
pupils have to memorise. =Uhya,

Simagina is generally divided into seven parts or Bhaktis as they are called, of
which 2 to 6 are the more important ones. The seven Bhaktis may be tabulated:—

Bhaktis.’
I
| | | | ] I
Humkara. | Prastiva. Udgita. Pratihdra, | Upadrava. | Nidhana, | Pranava.
Consisting | Introduc- [Song by the |Song by the |Song by the |Final by all | Om sung
of ithe tory Song | Udgatr., Pratihartr | Udgatr at |the Priests. by all.
Syllable by the , at the end | the end of
HUM Prastotr. of III. 111
sung by
all the
Priests. ,'

”

2, ¢f. YT AAISISRA | Bhagavad Gits, X. 22.

3. ¢f. Tilak’s Gitd Rahasya, Vol. II,
4, c¢f. J. M. Van Der Hoogt's Vedic

P
Ci

L., 1072-1073.
nt.

5. ¢f. Suryakanta Sastri’s Rktantra (Notes), pp. 16:17.

1. cf. araeee fid G5me [Mamag: | Sangitamakaranda, p. 3. Sangitaraindkara, p. 7.
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Mr. Caland’s Table! is as follows :—
Sama Veda,

Sarnhita. . Gana.
l

| H

i |
Parvarcika Aranyaka Ultarircika.

Sarhhita.

_ | ] | I
Grimageya. Aranyageya. Uha. Uhya.

“To the songs preserved in the Génas,
the verses collected in the Sathhita serve as
the foundation.”2 The verses, so collected
and compiled into one whole Sarmhiti, are
called Uttararcika. Pirvarcika only regis-
ters the melodies of those verses and, as
such, is (as it must be) later than Ultarar-
cika. Aranyakasarhhild is but a continua-
tion of Parvarcika. In order that the study
and memorising of the melodies may be
rendered easy, a double register is made;
the first containing the first verse of a
couplet which carries the melody,? and the
second containing all the verses. Hence
the Grimageya and the Aranyageya. Uha
and Uhya are of later time.

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

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

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

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

The reason seems to be that such chant-
ing—whether in India or Europe—suited to
the requiremenis of the utterance of ihe
priests and worshippers and that it aimed to
be as impersonal as possible. Its purpose
was religious; its tnood was devolional; and

1. “The Origin of Sima Veda” translated

into Eunglish in the Journal of Oriental Research,

Madras, Vol. IX, pp. 295-306 by Prof. K. A. Nilakantha $astri.

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

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

Library).

6. ¢f. H.]. Henderson’s Early History of Singing, pp. 17, 32, 33,
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its musical character was therefore inten-
tionally vague and colorless.!

¢« Let music be, first of all, language and
rhythm and secondly tone ”. Such was the
Florentine idea.? Such indeed was the
Indian idea, as well.

I said-that ¢the rhythm, accent, and
movement of the chanting were those of the
text’. This statement seems to apply well
to the Psalms of the Bible; but, in the case
of the Samagina, it requires a little modifi-
cation. For, though the wording of the
Samagina is nothing else than that of the
Rg Veda, the vowels in the original Rk are
elongated, shortened, or changed into Hai.

For example, 1A is the text of the Rk; but
it is changed in Simagina into $-a-§-TaI-
-4 . Unmeaning sounds, called Stobhas,
are oftenlimes added; for example, in sing-

ing the Rk Wm%, the Saman chanter
begins with IS §IS IS AT. This unmean-
ing Stobha is repeated ever so many times in
the same Rk. Again, some parts of the
verse are repeated apparently unnecessarily.

Hence it was that M. Bloomfield remark-
ed thal the Sima Veda represented litlle
more than the employment of popular
music and other quasi-musical noises.3
Hence, again, it was that Suryakanta Sastri
observed that the Samagana paid little atten-
tion {o the grammatical structure of the
sentence and the logical order of words, that
the Rks were badly harnassed into the
service of the melody and thal the words
were mutilated beyond recognition.4 What
wonder is there that we, the descendants of
those original Samagas continue, even
to-day, the inherited quality of mutilating the

words of the modern songs beyond recogni-
tion ? Whatl wonder, again, is there that 4ke
great Manu, in his Smrti, unambiguously
stated: “ The yoice of the Sama Veda is
impure *'?2.5 *

I further said that « the musical character
of the chanting was colorless ”. 1 meant
thereby thal it was.not florid and brikaful in
the modern sense; but I did not mean that it
was one uniform, dull, monotonous, single
tone. Indeed the Simagina revelled, as
it even now does, in more than one tone;
and those tones (urther rose and-~fell, as they
even now do. How far they rose and fell,
or which is the same thing, what was the
range of the gamut of the Simagina is the

‘question we have now to tackle.

At the very outset, we are conlronted
with two sets of phraseologies whereby to
measure the gamut, vz, :(—

(1) Sa Ri Ga Ma Pa Dha

(2) Krusta Prathama Dyvitiya
Caturtha Mandra Alisvarya’.

Ni.6
Tiliya

The second set is said to be peculiar to
the Simagana; while the frst has come
down {o be the peculiar feature of the
modern music. Our first business, then, is
to discover the interrelation, if any, between
these two sets and correctly interpret the
second in lerms of the first.

The task, however, does not seem to be
easy, especially because of a third set of
phraseology with which our ancient writers
chose to speak of the Vedic Chant, viz,,
Udatta, Anudatta, Svarita, and Pracaya.

Let us, therefore, study one set after
another of these three phraseologies and try
to find out whether and, if so, how far they
are interrelated.

cf. Ibid, p. 98.

cf. Suryakanta Sastri’s Rktantra, p. 18.
cf. Manu’s Smrti, 1V, 124

NI R W=

¢f . Taittiriyapratisakhya, X X111, 13,

cf. W.]J. Henderson’s Early History of Singing, pp. 38 and 87.

cf. Bloomfield’'s Religion of the Veda, p. 39.

cf. Sangitaraindkara, Chap. III, Sls. 24 and 25,
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We shall proceed first with the third sct
of phraseology, w»iz,, Udaitta, Anuditta,
Svarita, and Pracaya. These four terms
occurred in connection with the Vedic
chant which loomed, as it even now does,
very big in those times, Indeed, the sounds
of a word without accent were deemed to be
merely separate stones, which the accent
alone cemented together into a linguistic
study and was therefore regarded as the very
soul of speech.!

Apart [romn the question as to which
preceded which-—Stress or Pilch Accent—
it is certain that the Vedic Accent has been
all along characterised predominantly by
the pitch accent and continues to be such
even to-day.? In its initial stage, {here were
only three degrees of pitch ziz, Udatta,
Anudatta, and Svarita;3 and these were the
three tones of voice in which a syllable
might be uttered.

A syllable, for example, might be utiered
in a high lone, in which case it was Uditla;
or il might be uttered in a low tone, in
which case it was Anuditta; or in it both the
above-mentioned two tones might be com-
bined, in which case it was Svarita.4

Thus far, the theory of the Vedic Accent
seemed to be sitnple. But when those three
terms acquired, later on, different meanings,
complications sef in,

Anudiita, for instance, if it follows
Udatta, is said to become Svarifa, unless

Udatta or Svarita follows it.* Again, the
same Anudalta, if it follows Svarita, is said
to become Udatta.® Further again, Uditta,
which originally denoted the highest pitch,
came later on to denote, in the Rg Veda,
only a middle pitch lower than that of
Svarila.” As for Svarita, it is in reality
always an enclitic accent following an
Udatta, though it assumes the appearance of
an independent accent, when the preceding
Udatta is lost by the euphonic change of a
vowel into the corresponding semi-vowel.®
Anudatta is the low tone of the syllables
preceding an Udilta.? Still further, Udatta
and Svarita were identified together;10 and,
then, a new Svara was brought intc promi-
nence, viz.,, Pracaya!l, which Taittiriya-
pritiséakhya intlerpreled to be a series of
Anuditta syllables following a Svarita.!12
Finally, in Atharvaveda Prétisikhya, Svarila
is said to mean an Aksipta or a persistent
(or constant) svaral3; while that same attri-
bute Taittiriyapratis$akhya chose to transfer
to Pracayald,

Do not, then, both the Pratisakhyas draw
our attention thereby to the notion of a
{onic Svara, recognised even in those days?

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

1. c¢f. Bloomfield’s Greek Accent, A. J. P., Vol. IV.
2. Bautin'page 77 of his Vedic Grammar, A. A. Macdonell states that the Vedic Accent was at first

pitch and became later on stress in classical Sanskrit.

¢f. Pinini Siksi.

cf. Panini's Astddhyayi, I, 2—29 to 31.
¢f. Taittiriyapratisakhya, X1V, 29 to 31.
. cf. Atharvavedapritisikhya, 111, 71.

oo

, cf. Ibid.

5
6
7. ¢f A. A. Macdonell’'s Vedic Grammar, p. 77.
8
9.

. cf. Ibid.

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

11. ¢f. Ibid; Also Narada Siksd, p. 422.
12. c¢f. Taittiriyapratisakys, XXI, 10.

13. cf. Atharvavedapratisakhyas (Whitney’s Edn.), I, 16.

14, cf. Toittiriyapratiiakhys, XVIIL J,



6 THE JOURNAL OF THE MUSIC ACADEMY

1 therefore rivet the reader's aitention
upon that one and the same identical verse,
given to us by both Pinini and Nairada, in
which the Vedic svaras are said to have
developed themselves into the modern ones,
12, i —

I FETEIFIIEgE EIAEat |
QRATVAT G TSHAIATEAT: ||
which may be translated thus: ¢Uditta
means and includes Ni and Ga; Anudaitta,
Ri and Dha; and Svarila, Sa, Ma, Pa.

Here, Mr. Siddhesvara Varma sounds a
note of warning! that the above verse did
not point to any kind of identification
between the vedic and the modern svaras
but that the latter might be regarded to
have arisen from the former. He argued
that the plirase EATWAT:, occurring in
both the Siksds, implied that the modern
svaras (Sa Ma Pa) arose from the Vedic
svara (Svarita). One therefore could not be
identified with the other.

I fear, however, that Mr. Varma {wisted
the word S¥HT: and thereby overshot him-
self. That word was evidently used, not in
the sense of ‘mercly giving rise to’ but in
that of ‘parinima’ or development. Look,
for instance, at Ydjfiavalkya Siksd, wherein
its author harped on the same point but
omitted the ambiguous word SHAT and un-
ambiguously identified the vedic svaras with
the modern ones thus:—

;Y fragaEarl SaEeatEEl |

TG WAT AT TSHAREARIFAT: 1)
which may be translated:—¢ The high toned
(Udatta) means and includes Ni and Ga; the
low-toned (Anudatta), R:i and Dha; while
the rest, Sa Ma Pa’

I may add here another verse to the same
point from the same Ydjfiavalkya Stksdi— =
MREY ¥ I |9 eI 8/

o 3% famer 99 SeEd: |/
the meaning of which is: ¢ The very seven
svaras of Music beginning with Sa are re-
cognised to be (included into) the three
svaras of the Vedas beginning with the
high-toned (Udatta)’.

The phrase @ @9 undoubtedly points to
the identification between the vedic svaras
and the modern ones.

I must not leave here unmentioned that
Mr. Varma quoted from another Siksd: —

MFITTHT ASTAT S
qENT &Y Fgdigar | |
qIEAT YA W
% @O @Rarg I

This verse proceeded on the strength of
Ni Dha Pa

Siyana's Saman Scale?, vsz., -
Svarita

Ma Ga Ri % ; and, like that scale, it
Udatta Anudatta c
ran counter to the considered views o
Pinini, Nirada, and Yaijfiavadlkya on the
point. It must, therefore, as the sequel will
explain, be brushed aside together with that
Be it noted that the word

scale itself.
SIM@T: occurring in this verse contributed to
mislead Mr. Varma.

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

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

p- 160.
2. Vide below,
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first learn how the modern scale developed
into what it now is.

What is, in the first place, a musical

scale ? The word scale is derived from Latin
tscala’, a ladder. Anything graduated,
especially when applied as a measure, is a
scale. It was found, by aclual measurement
with an instrument called SYREN, that the
tonic Sz produces 256 vibralions a second;
Ri, 288; Ga, 320; Ma, 341}; Pu, 38%; Dha,
426%; Ni, 480; and the oclave Sa, 512. If
the tonic Sa is taken as a unit, that is, as 1;
Ri should be taken as 1%; Ga, as 1}; Ma, as
11; Pa, as 1%; Dha, as 1§; Ni, as 13; and
the octava Sa, as 2. Converting into frac-
tions the two integers, #iz., 1 (of the tonic Sa)
and 2 (of the octava Sag) as well as the
mixed numbers of Ri Ga Ma Pa Dha Ni
given above; we get, for the eight svaras,
the following figures respectively : —
L 4 4 4 4 ¥, 3. Taking, again, the
L. C, M. of the donominators of these eight
fractions and multiplying it with each of the
said fiactions; we arrive al the following
whole numbers or inlegers to represent the
vibrations of the eight svaras, »iz.:—24, 27,
30, 32, 36, 40, 45, 48 respectively.

Since there is a graduated increase in the
number of vibrations of these eight svaras;
the whole series of them came 1o be known
as a musical scale, which may be defined as
a graduated, or ladder-like, arrangement of
the svaras, in the order of pitch, from a
given tonic to its octave, both inclusive. To
the same effect, Prof. Blaserna defined a
musical scale as *“a collection of all the
notes comprised between the fundamental
note and its octave which succeed each
other and are intended to succeed each
other with a certain pre-established regu-
larity.”’!

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

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

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

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

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

Be il noted that the phrase Sa-Ga-Pa is
represented by 4-5-6. Since that phrase,
called the Natural Chord, is imbedded in
the fundamental Sa by God Himself; iis
representative numbers wviz.,, 4-5-6 have
come to be regarded as the very foundation
ol music. Indeed, all the sounds of the
(modern) musical scale are, on ultimate
analysis, found to be related in the propor-
tion of 4: 5: 6 thus:—

Sa Ga Pa =%, 3°, %¥ =4,5,6.

Ma Dha Sa =3¢, 49, % =4, 5, 6.

Pa Ni Ri =32, 45 5 =4,5,6.

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

24 27 30 32 36 40 45 48

Sa Ri Ga Ma Pa Dha Ni Sa.

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

-

! 1and 2. ¢f. Blaserna's Theory of Sound in relation to Music, p. 113,
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sounds of the musical scale; and these
numbers should be engraved on the pedi-
ment of the temple of music ”.

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

Now, just as the phrasc Sa Ga Pa, which
is represented by the numbers 4-5-6, is said
to be the Nalural Chord; its next phrase
Ni Sa Ri Ga, which is represented by the
numbers 7-8-9-10, may equally be said lo
be the Natural Tetrachord. For, both of
them are imbedded by the very Almighty in
the' fundamental Sa. Again, just as the
former is said to have been discovered with
the European instrumental music and is
therefore in the ascending order; the latter
may equally be said to have been the
producl of the Indian zocal music and is
therefore in the descending order.1,

Thus we arrive at the conclusion that {he
*descending ’ order of the Natural Telra-
chord, viz.,, Ga Ri Sa Ni should naturally
have been the nucleus of the scale of the
ancient vocal music of India, viz., Sdmagana.

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

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

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

S | Siirefts | gUIRE | 3w | R

BRas Ak | Ay | )

Here, again, are the modern Svara-signs?
of writing the same :(—

af wihe gUfgd TweE W

S nssRs nSrs nSr Ns
gaw AR W WAy
nssR SSRs Rs S8rS

On analysis, it will be found that here Sa
is used 16 times; Ri, 7 times; Ni. 5 times.
Hence it is clear that, in this Arcika-reci-
{ation4, Sa is lhe predominant note, called
by courtesy the only note.

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

wfidtes  gafed

my conclusion. TR ENER T
Ss 8Ss Ss § srGRs sGRs
First Specimen. -aas fift o g g IR AT
Since the wording of the Sdmagdna is gsGr gsgr sgr Ss Ss Ss S
that of the Rg Veda, let us first correctly I ian qﬁqa’ %%5 fafimi 'ﬂt
write the Rk and get to know ils meaningi— gr rsgr sgr gsGr gsgr sgr
A aAfte JARE | awe Taatcas | gIERES AT & a T @&
QAT | e | Rgveda, Ii-1. SsSs SsS GgrGggg S ds
1. Vide below.

2. ¢f. Rg Veda, Vol. 1, p. 33 (Tilak Maharashtra University Publication).
3. Here, only three svaras speak, viz., Ni Sa Ri. These three svaras have been represented by

their respective first letters. The small letter indicates the short svara; while the capital letter indicates
the long svara. In pages 3 and 4 of the Descriptive Catalogue of the Sanskrit Manuscripts of the Madras,
Government Oriental Manuscripts Library. Vol. I, Part I, Mr. M. Seshagiri Sastri made use of the same

svaras as I have done for this Rk, perhaps with one insignificant exception.

4, of. CHETENT AIGF; | Matanga’s Brhad dedi, p. 17.



SAMAGANA 0

a1 @Rq %&3 farmi =g
G RS gsGr gsgr sgr
LR ISR ACK | L
Ss Ss Ss S Grs
[y fw o@g
gsGrgsgr S8
Ay faRmi  AE
gsGr gsgr sgr
Ay farwmi og
gsGr gsgr sgr

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

Second Specimen.

The following is from Samapada-
samhild:—

&% | waTiE | A JOEY | g5AgE |
forgrar | it ¢ WY |

Meaning;—¢ Come, O! Agni, to the

banquet of him who celebrales thy praise to
forward the offering. Herald of the Gods,

sit down on {he sacred grass.’

« The Sdma method of singing it is as
follows:—
wiar g emar—f TAE
Ssnd S S Rrsn-S rsG R

- -
W aATgy A TUTAE
ggrgerS ggrgerS rGrRs S
| T AT T A e
gsGR ggrggr S ggrggr S

W o §— IgEaA

Gr rgrs Gr G-r-S NSSnnd
gt SAra xr¥x Mg
ndrs ndN dsssnd N D

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

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

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

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

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

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

What were those ‘three’ svaras? They
were Lhe same Udalta, Anudatta, and Svarita
which had been respectively identified with
Ga (which meant and ircluded its samvddi
or consonant Ni), Ri (which meant and in-
cluded its samwvddi or consonant Dha), and
Sa (which meant and included its samvddis
or consonants Ma and Pa).

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

1. ¢f @AY A~ —-Ndrada Siksa, p. 395.

,  Also PERAT SR~ Brhad desi, p. 17,
2
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as it is sung to-day;and a peep inlo the
Siksds of Pinini, Nirada, and Yajfiavdlkya
—all seem to place us on a firm ground that
the nucleus of the Siman Scale was primarily
Ga-Ri-Sa which, at times, evinced a labour-
ing struggle to reach the fourth ¥i and even
the fifth Dha which almost bordered on Ni.

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

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

q: QEETAT 999 G JORAA: @ |

ar fEdta: @ e IR @a ||

gy TEF TG TEAT A WA |

LIRS T Ao HG - GRS CHI

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

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

I said ‘dictated’; because, this verse and
the dictum ®AY SA7AW{, both of which
occurred in the same Ndrada Siksd, did
contradict each other but were never recon-
_ciled.

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

Before we proceed lo answer this ques-
tion, let us dispose of a minor issue that has
cropped up. Why, :n arranging the

seven svaras, did Narada inverl the pitch
order of Dha and Ni? -

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

As though he were answering this ques-
tion, Narada only confused the issue and
went on with his description4 of the Musical
Hand thus:—

ﬂﬁ'ﬂﬂlﬂ'ﬂ EFEI Uﬂ qYH: §T |

W‘J"JT g =T %wutaﬁ'atq l

wARmal 9SSR SARwar T 9 |

qETqE AISwAeg (AR 9% R )

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

Hlustration.

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

cf. Narada Siksd, p. 410.

cf. Narada Siksd, p. 418.

» PN -

Mandiaki Siksa harps on the same point :—cf. G &G g et mnﬁﬁv?(: |
cf. My Eda. of the Rdgavibodha, Introduction, p. 30.

Strange to say, Mandiks Siksa hias here AYATYT T THA: |
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that, instead of restricting the Musical Hand
to illustrate his original scale ol Ma-Ga-Ri-
Sa-Dha-Ni-Pa, he suddenly Banga strangely
new scale of Pa-Ma-Ga-Ri-Sa-Dha-Ni.! In
other words, he made the 7th (or (he lowest)
Pa of his old scale, the very first (or the
highest) Pa of his new one, even in which
the inversion of the pitch-order of Dha and
Ni was persistently retained.?

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

On this point, Narada preserved silence;
and Sayana appeared to come 1o his rescue.
But, on close examination, the great Vedic
commentator was found only to confound
the confusion, in as much as he foisted a still
newer and third scale, viz., Ni-Dha-Pa-Ma-
Ga-Ri-Sa® and palmed it off, upon the
music world, as the most original Saman
Scale.

While, thus, the Mdnd#ki Siksd spoke
generally of the ‘seven’ svaras of the Saan
Scale4, Nirada named one scale but elabo-
rated another; and Séyana upset the whole
matter by setling up a strangely new scale,
None of them, however, answered the origi-
nal question with which we started, iz,
why should the pitch-order of Dha and Ni
be inveried.

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

11

ment Oriental Manuscripts Library, Mr.
Sastri observed:—¢The 6th of the Sima
Veda which corresponds to & flat or Kaisiki
Ni and the 7th note which corresponds to g
or Pa occur very rarely. So, omitting these
two sounds, [ may say that the melody of
the Sama Veda is unifrrm and may be
identified with the Riga called Abhogi
which is a derivative Raga referred 1o the
original Kharaharapriya and whose notes
are Sa-Ri-Ga-Ma-Dha-Sa."

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

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

What we now call the seven svaras, our
ancients called the seven yamasb The
modern svaras are Sa Ri Ga Ma Pa Dha
Ni; while, the ancient respective yamas were
Krusta, Prathaina, Dvitlya, Trtiya, Caturtha,
Mandra and Atisvarya.6 Again, the modern

1. For, Krusta is Pa and the first svara is Ma. cf. Narada Siksa, p. 397.

2. Even Mandiki Siksa hag this inversion.

3 of. OWEFY PG 8@ @ A¥eE:, ¥ g9 A gERT @8 @’ 93k |
qA—A B @ 9 | YEa gww: | gmAl fRdtn | aswegdla | TRARAGE: | RO
aZ: | ﬂ?\ﬁISﬁlﬁT& T |—Sayana’s Bhisya on Samavidhansbrahmana.

4, See above.
5. cf @R @& A TATR | Rkpratisakhyo.
6. cf. Taittirtyapratisakhya, XX11I, 13.
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svaras are in the ascending order; while the
ancient yamas were in the descending order.}

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

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

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

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

It was because Nirada consistently stuck
to his original theory of inverting the pitch-
order of Dha and Ni, so that he might
relegale the last iwo svaras of Pa and Ni to
to an unwanted position. By placing
Krusta and Alisvdrya respectively as the 6th
and 7th svaras, he virtually emphasised the
importance of the five svaras of Ma-Ga-Ri-
Sa-Dha and threw the last two svaras of Pa
and Ni‘out of order’ as being practically
useless?,

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

how can the following fou1 different Siman
Scales be reconciled with one another? ..

I. Ga Ri Sa

Il. Ma Ga Ri Sa Dha Ni Pa
. Pa Ma Ga Ri Sa Dha Ni
IV. Ni Dha Pa Ma Ga Ri Sa.

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

I said that although there were three
svaras used in connection with the Arcika-
recitalion, Sa alone was the predominant
note and was therefore called by courtesy
the only note of the Arcika. Similarly,
we noticed that, although there were
four or even five svaras used in connection
with Sdmagdna, Ga Ri Sa alone were the
predominent notes and were therefore called
by courtesy the only three notes of the
Sdmagdna as per Narada’s dictum, ziz,
g 3344 .

Recalling now into our mind that the
phrase Ga Ri Sa Ni was the inverled form
of the most Natural Tetrachord of Indian
Music, we may conclude that the four svaras
Ga Ri Sa Ni formed the very first letrachord
ever known to the Indian Musicians.

Further, we noticed that, in the Saman
Chant, even the svara Ma had been
used. I may state that, in a few Chants,
even the svara Ga might, without doing any
violence 1o the music, be raised to the svara
Ma; that is to say, Ga might be sounded as
Maga.

1. Six Reasons to prove that the Yamas were in the descending order :—

(a) q: GIAWMATH, etc.—Ndrada Siksd.

(b) BEE: ITAW =1 9FFa—Samatantra.

(0) AT E{AGSleu: | Toittiriyapratisakhys, XX11I, 14.
(d) The fact that in Vocal Music (which Samagdna has wholly been) the telling notes are neces-

sarily high.

(e) The fact that the Sdmagdna is sung even to-day in a downward course.
(f) The very nature of a seed (not excluding the seed of music) is to sprout, first, downward, and

then, shoot up.
2, c¢f. Ndrada Siksd, p. 398.

3. c¢f. Fox Strangway’'s Music of Hiudostan, p. 257.
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Anyhow, we must recognise the use,
though later, of the svara Ma in the Sama-
gdna. It was this later use jof Ma that
should have induced Narada to write the oft-
quoted verse beginning with ¥ A,
which, be it ncted, brought into existence a
second lelvachord, viz., Ma Ga Ri Sa to
compete with the first, viz.,, Ga Ri Sa Nil.

In the Sdmagana, as sung to-day, we do
hear the working of both these letrachords.
But we do not hear, at all, that of Nirada’s
second scale of Pa Ma Ga Ri Sa Dha Ni
or of Sayana’s strange scale ol Ni Dha Pa
Ma Ga Ri Sa. Hence the last two of the
four Saman scales may be brushed aside as
being unevolutionary and unconnected with
the Sd@magdana either of those, or of these,
days.

Even with regard to the two fermer
scales, vsz, (1) Ga Ri Sa and (2) Ma Ga
Ri Sa Dha Ni Pa, the first of them has lost
ils importance and merged itself with the
second, in as much as the svara Ma has been
recognised to exist in the Siman scale above
Ga.

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

At this stage, mention musi be made of
the recenl remarks of an enthusiast in
Sammagina, viz.:—' As regards Nirada's
Verse beginning with I! GAIMANRY, the pra-
thama (1st) svara (Ma) is, no doubt, taken
as the highest and the saptama (7th) svara
(Pa) is taken as the lowesi, as the very
number indicates; but this order does not
appear to be Nairada’s intention, {or he
defined Krusta, elsewhere, to be a svara of
the highest pitch and placed it at the top-
most part of the head, while he gave the
prathama svara (Ma) only the forehead .2

These remarks are virtually tantamount to
a candid admission of the blunder commiit-
ed by Narada, inasmuch as he intended
one thing and said another.

Which of the two scales, viz.,

(1) Ma Ga Ri Sa Dha Ni Pa,® and

(2) Pa Ma Ga Ri Sa Dha Ni4,

did Nirada intend to give us for adoption ?
The above-quoted writer seems to answer
‘the second scale’ because Pa is the
Krusta of the highest pitch®.

But Narada himself gave us sufficient
evidence lo show that he regarded the
Krusta Pa® to be a practically useless svara,
along with-N/, and threw both Pa and Ni to
any order—more correctly, out of order?.

And, again, the fact that, in page 398 of
his Siksd, he gave Krugsta only a sixth®

1. That is why, in pp. 260-261 of his Music of Hindostan, Mr. Fox Strangways wrote: “The
nucleus of the (Saman) Scale was successively the (two) tetrachords, viz E-B (Ga Ri Sa Ni) and F-C

(Ma Ga Ri Se).
the foundation of the (Saman) scale.”

It is clear that the tetrachord F-C has an equal claim with that of E-B to be considered

2. of. %EE M T B TR T | Nirada Sikss, p. 418.

3. As suggested by the verse beginning with d? AT | See above.
4, As suggested by the verse beginning with W{gﬂ?ﬁﬂa | See above.
5. of ¥ IW AGA; qUH; @ | Narada, S1ksd Commt. p. 397.

6. Note that Siyana associated Krusta with Ni. See above.

7. See above.

8. . g fkfaw gddisy Tgas: |

w%: AN ORFER C@M, T A || Naroda Siksa, p. 3%.
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place unambiguously poinis to the fact that
the Saman scale began, for all practical
purposes, with the prathama svara, Mal.
Hence, the scale of Ma Ga Ri Sa Dha Ni
Pga alone stands intact and current to-day.
That is why Mr. M. Seshagiri Sastri es-
chewed all other Saman Scales and con-

fined himself to this ‘intact and current.

scale’?,

Now, this scale may, at first sight, lead us
to think that the Saman scale was Sampiirna
and consisted of all the seven svaras. Both
the Mandiki Siksd® and the Siman selt of
phraseology seem to strengthen that way of
thinking.

But, on close examination, the Siman

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

Hence the full scale, given by Narada,
remains as such only in theory but never in
practice; just as, in the later classical music,
the theory of 19 svaras, propounded by
-Sadasiva and adumbrated by Sarngadeva,
has all along remiained only in theory but
‘'was never applied i#f practice.

That is why, in S@matanira, we find Solfa
names for five notes only. That is, agaia,
why Mr. M. Seshagiri Sastri identified (he
Saman scale with Abhogi of five notes’.
That is, further again, why I was myself
unable to hear more than five notes in all
the Siman Chanis that I arranged to be
sung before me.

Even in these five notes, viz.,, Ma Ga Ri
Sa Dha, the~two extremes were so much
subordinated to the middle three notes that
what [ stated, above, seems to stand
vindicated and that Narada’s original dictum
HING 3Y=A_ appears, if properly interpret-
ed, to be intact even to-day.

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

One is tempted to enter here inlo a dis-
cussion of the Sruti-Classification of the
Saman Svaras, made by Narada, especially
because he branded those that are ignorant
of it as being ‘no Acirya (Scholar).”8
But, on a little observation, that one will
feel disappointed to note that the so-called
classificalion pertained, not to the 22 Srulis
but to the 5 Sruti-Jatis?, viz., Dipta, Ayata,
Karuna, Mrdu and Madhya—which (latter)
Kallinatha seems to regard as expressing not
so much the values of the Srutis as their
Raktilabha or aesthetic importanceld,

Even with regard to the ¢ Raktilabha’, no
cogent reasoning was given to convince the

1. This coincides with my theory that the ancient Ma Grima is after all the Siman scale beginning

with Ma.

cf. Mandiki Sikga, p. 463.
cf. Krustadi.
See above.

YUY

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

Vide Descriptive Catalogue, Vol. I, Part I, Mad. Govt. Mss. Library.

Brahmasri Ramaswami Srauti of Chidambaram, an expert Simaga, agrees with me that the

8. cf. yefiAl NSHATM 7 & ST I=AA | Norada Siksa, p. 419.

9. A mere technical phrase.

* 10. ¢f. Sangitaratndkara, p. 41 (Commentary).
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reader of it either by Nirada or by Sirnga-

15

at the following Table which shows how

deva. Both of them dogmatised—mark |— Niarada and Sirfigadeva fared in the
each in his own way. Look, for instance,, matler:—-
Niradal. Sarngadeva2.

1 |[Pa |Krusta Karupa 1 Tivra Dipla.
2 Ma |Prathama Mrdu 2 Kumudvati Ayala.
3 |Ga (Dvitiya Dipta, Ayala,| 3 Manda Mrdu.
Mrdu and| 4 |Sa | Chandovali Madhya.

Madhya. 5 Dayavati Karupa.

4 [Ri |Trtiya Dipta 6 Rafjani Madhya.
5 [Sa |Caturtha Dipta 7 | Ri | Ratika Mrdu.
6 [Dha |Mandra Dipta 8 Raudri Dipta.
7 |Ni |Atisvirya Dipta 9 [Ga | Krodha Ayata.
~ 10 Vajrika Dipta.

11 Prasarini Ayata.

12 Priti Mrdu.

13 | Ma | Marjani Madhya.

14 Ksiti Mrdu.

15 Rakta Madhya.

16 Sandipani Ayata.

17 | Pa | Alapini Karuna.

18 Madanti Karuna.

19 Rohini Ayata.

20 | Dha | Ramnya Madhyd.

21 Ugra Dipta.

22 | Ni | Ksobhini Madhya.

—

Except in the case of Pa, both the lists
present a world of difference between each
Even if they should tally, it would
be of no use to us; for, as already said, they
point——not to the value of the $rutis—but to

other.

their supposed aesthetical importance.

As determined above, we may conclude

thal

“Ma Ga Ri

Sa

Dha” is the

Siman Scale, of which Ma and Ga are flat
and Ri is sharp. Hence the $ruti-value and
the ratio of each ot those svaras [orming
that scale may be tabulated as follows :—

Sruti Jati.
Svara Sruti Name. Sruti value, Ratio, i
i Nirada. | Sirngadeva.
Ma Marjani 13 S Mrdu Madhya.
Ga Vajrika 10 g Dipta Dipta,
Ri Roudri 8 3 Dipla Dipta.
Sa Chandovali 4 1 Dipta Madhya.
Dha | Ramya 20 1 Dipta Madhya.

1. cf. Narada Siksa, p. 419.
2. cf. Songitaraindkara. Appendix 1V,
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If Ni is, as indeed it is often, used— b or Kaiéiki Ni', Hence its Sruti name is
especially when the Siman scale beginswith  Tivra; its Sruti value, 1; and its ratio, §. =
Ga, instead of Ma—that Ni is invariably flat

1. See above.

« MUSIC AS ANCIENT AS LANGUAGE.”

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

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

POONA.
—(0)_
V. RAGHAVAN, M. A, Ph. D.

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

1. Aumapata of Probably 14th
' Umapati }37 chs. Cent. A. D.
2. Gitalamhkira ascribed to
Bharata (?)
3. Daksini raga mala

4. Bharata bhisya or |  Incomplete
Sarasvati hrdaya. - I 15 chs.
lathkara of king |
Nanyadeva of | 1097-1133
Mithila ) A. D.
S. Ra%; mila of Pundarika Wrilten in
itthala. A D. 1576
6. Ragaragini svardpini it

7. Ragavibodha with
Commentary by Soma-
natha

8. Sidriga candrodaya,
Vitthala.
9. Sarnkirna ragah.
10. Samhgitadarpapa, by Catura Diamodara
s 11 half of the 15th Cent. A. D.
12

) Written in
S A. D. 1609.

by Pundarika

11. Samhgita parijata, by Ahobala. Latter hall
of the 17th Cent, A, D,
12. Samhgitaratnikara by Sirngadeva, A, D.
1210-1247,
13. Santgltlz:}r]at_nakam- ‘I a [ragment } About
Sahiia sodhakara b Of about 35 1A, D,
amgita sudhikara, lea {1330
by Sifiga bhiipala. | ves. ) 139
Mr. P. K. Gode leaves this author un-
identified. He is a Telugu King of Recarla
family and is identical with the author of
the work on Rasa called Rasirpava sudhi-
kara. (See p. 24, last volume of this Journal.)
He has nothing to do with the Yadava king
Sirhgana, of Devagiri, (who was the patron
of Sarngadeva) for whom Dr. R. G. Bhan-
darkar, whom™ Mr. Gode quotes, mistakes
our Singa bhapila.

14. Sarhgitanrtta ratnikara (?) of Pundarika
Vitthala.
15. Sarhgitaratnakara vyakhya,
Kalanidhti, by Catura
Kallinatha

16. Sarhgita raga kalpadruma, g(seems to be

A. D.
| 1422-1446

by Krsnananda vyasa. very lale in
date).

It quotes the following authorities: Narada-
sarmbita, Sarhgitabhisya, Sivasarngita, Sar-
gitanarayana, Sarngitadarpana, Sarasvati sarh-

¢

gita, Brahmasangita, Nirayanasamgita,
Afijaneya, Samgitalaksminarayana, Sari-

gitaratnakara, Sarigitamahodadhi, Samgita-
sarhhitd, Sarhgitasira, Sarhgila candrika,
Brahatsarngita ratnakara (?), Hantmanmata,
Sarhgitasindhu, Sarhgita parijata, Katyiyana,
Samhgitirnava, Sivakinkara, (Sarigita) Ciadi-
mani, Manidarpana (?).
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ita mimarhsa of kin only. {1440
%{umba of Mewad.! g Y A. D. The text is allied to Haribhatta’s Sarhgita>

siroddhira and Catura Damodara’s Samgila-
1. See my note on this work in the darpana.

Annals of the B. O. R. I,, Vol. XIV, pp. ’

258-263. '

17. Sarhgitaraja or Sarh- }Isection. } about 18, Sarhgitasiroddhira by Kikarija.

«A study of ancient Chinese musical inslruments, handed down from the Chou Dyna-
sty (1,122-756 B. C.) is being made by a special committee appointed by the Ministry
of the Interior. At present, there are no less than 300 different types of Chinese musical
instruments, centuries old, that are still in good condition despite their age. Most of
them are in the Peiping Place Museum and the Academia Sinica. Scores of these ancient
instruments are being preserved in a private conservatory at Liuyang, in Hunan province.
Some time ago, experts were sent there to study them and further investigations are
to be made. Many musical instruments ol the Tang Dyansty (618-907 A. D.) are owned
by Japan, and the Ministry of the Interior is contemplating their purchase. If this plan
fails, however, they will be photographed for reproduction in China.”

* —The Hindu, May 27, 1937



THE MAHARANA SAHEB OF DHARAMPUR ON INDIAN MUSIC,

Presiding over the Eleventh Annual
gathering of the School of Indian Music,
Bombay, in the Cowasji Jehangir Hall,
Bombay, on 20—3—1937, His Highnes the
Maharana Saheb of Dharampur said:

* 1 would have hesilated to trouble you
with my views, were it not for the fact that
| regard music as a serious vocation and feel
that the time has arrived when its educa-
tional, social and nation-building cultural
importance should be more widely recognis-
ed than it has been hitherto, at once by edu-
cational inslitutions as well as by recon-
structive, social and cultural institutions in
the counlry.

# One can easily visualise the social import-
ance of music when it is recalled that prac-
tically every Indian home began not so long
ago and, in more sense than one, its day reli-
giously with music. I assume that like Guja-
rat und Kathiawar, other provinces had their
morning musically started witlh what in my
part of the couniry we call as Prabhatias.
However that may be, the very fact that
Indian melodies have been distinctly classi-
fied as those composed for the different
periods of the day—morning, noon and
night—indicates how much of the daily social
life of the country was soothed and elevated
by music,

# Similarly, the comparative study of the
musical heritage of the world which has for-
tunalely recently starled has revealed the
vast cultural wealth of India which could
offer melodies of a character inconceivable
by other nations, hitherto even inaccessible
to other nations and enriching the cultural
wealth of every nation of the world. But
it is not my intention this evening to ela-
borate on these social and cultural aspecls
of niusic. '

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

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

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

LEGITIMATE UNIVERSITY STATUS

¢ It 1s true that little has been achieved to
meet the pritbary educational needs of music.
We have, for example, to arrange for suita-
ble and cheap text-books; to evolve a system
of notations that could be easily employed
for daily practice by students, and finally, to
regulate both the instruction and supply of
compelent teachers. But while these ele-
mentary problems are gradually being under-
taken for solution by a number of individuals
and institutions like the School of Indian
Music which [ am glad to note has project-
ed the publication of a series of suitably
easy and cheap music text-books, they will
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remain more or less ineffeclive for -the
nation-wide uplift of music we are contem-
plating without the evolution of a definite
policy of instruction in the higher grades
where one could prescribe approximately the
standards of music and its national objectives.

« This could only be achieved by securing
for Indian music its legitimate Universily
status. Prof. Deodhar has given us some idea
of what is being actually done in Europe,
in the Universities and outside. He has,
moreover, suggested what could be done
nearer home by the Bombay University,
He has answered the questions, difficulties
and doubts usually raised against the recog-
nition by the University. It may be that
these questions and answers need more
elaborate examination and solution. How-
ever that may be, there can be, I feel, not
the slightest scope for further hesitation by
the University in initiating the practical
preliminaries essential for its formal recog-
nition.”

After quoting relevant portions from the
University Reform Committee report of 1926,
His Highness continued:

“ But this recognition which will come
sooner or later—the sooner it will be the
better—is only part of the vast amount of
constructive work which remains to be done
outside the Universities, the work which
awaits the attention and energy of institu-
tions like the School of Indian Music. Ido
not know whether there are many educational
institutions of the character, scope, and

modern complexion of the School of Indian-

Music outside this province. But I think you
will agree with me that in the Bombay Presi-
dency at least, there are few, if any, music
institutions that are sought to be conducted
on the lines that Prof. Deodhar is aspiring
to conduct. I understand that Prof, Deodhar
has determined to devote his life to the edu-
cational institution he has founded, I am, I
assure you, happy to hearit. And, I have
no hesitation in suggesting that other intel-
lectuals, educated men and woinen, would
emulate Prof. Deodhat’s inspiring example
—the tenacity with which he has through
times good, bad and indifferent, steered the
institution to somewhat stabilised existence.

THE JOURNAL UF THE MUSIC ACADEMY

I am, however, making the request to emu-
late Prof. Decodhar’s example not withou
certain clear reservalions.

“ These reservations are suggesled by whal,
I feel assured, you will agree with me,
should be recognised as the particular
national lask and the responsibility of the
educated. It is time that instruction in
music should be systematised and popularly
organised. It is necessary, indispensable,
to collect and to classify and publish every
information that we posses from the past.
But it is nol enough to think only of the past
or of the present only in terms and outlook
of the past. We have to [ace the present and
shape it for a safe future for the vital growth
of Indian music.

THE Task OF MUusIC INSTITUTIONS

“ May I suggest that it is not enough, im-
portant as that is in great measure, to arrange
concerts, academic and discursive lectures
or occasional comments. The work of
educational inslitutions like the School of
Indian Music is, in view of lhe conditions
peculiar (o our country, quite distinct in
many ways from Lthe work of, say, the musi-
cal circles and societies, radio clubs or gra-
mopcne companies ?

«[{ is the work of alret and advanced
educational institutions of music to formylate
and solve practically the problems of, say
choral singing. 1 wish the School of Indian
Music would devote allention to popularise
choral singing.

“ The queslions associated with instrumen-
tal music—their varying volumes, tone, siruc-
ture, orchestration are questions that must
now be taken up without delay by educa-
tional institulions of music, The prospectus
of the School of Indian Music mentions that
“#Musical parties and Indian orchestra will
be provided for marriage ceremonies and
ceremonial occasions’’ or [or charity organi-
sations. If thatis economically unavoidable,
one need not use harsh words,

“ But one has a right to demand now that
the School of Indian Music should turn as
early as possible to fulfilling the needs of
those young enthusiasts who are blazing the
trail *for new and pioneering work ir® the

{
-
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theatre, the cinema and dancing. [ know
that it has not in(requently helped such ven-
tures. ‘What I am suggesting, however, is
that the institute must as a set policy make
it easy for these moderns, amateurs if you
like to call them, to lake advantage of the
organised facilities of the School.

“ The School orchestra must be built up as
a recognised civic institution available for a
reasonable sum and easily accessible to all
those whoare eager to benefit by it. It may
be that we night in course of time need
more than one unit of the School’s orchestra.
I hope the need is felt soon. We can then
request the School to help us with as many
units of the orchestra as we need.

DANCING

“ It has been mentioned thatthe School
intends to open dancing classes. Nothing
would be so earnestly welcome as that ven-
ture. But | think I should caution the
8chool against subordinating its own chosen,
specialised subjects to the stray demands,
however insistent, of dancing. Dancing
must be left to those who are eager and de-
termined to build up and advance dancing
as Prof. Deodhar is eager, determined and
devotedly busy for the advancement of

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

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

" #The Hindu 22—3--"37.



THE MADRAS MUSIC CONFERENCE,
1933,
OFFICIAL REPORT
The opening Day

The Sevenlh Annual Music Conference
organised by the Music Academy, Madras,
was hcld in the special pandal erected for
the occasion, to the north of the Ripon
Buildings in the People’s Park during
the Christmas week. It was opened by Sir
C. V. Raman on the 22nd of December, 1933
and was presided over by Vidwan
K. Ponnayya Pillai, Professor in the Music
College of the Annamalai University, Chi-
dambaram. The proceedings commenced
with singing of songs by the students of the

. Academmy’s Teachers’ College of Music and
a song by Srimati Sarasvati Bai, specially
composed for the occasion.

WELCOME To SIR C. V. RAMAN.

The Academy then prsented a welcome
address to Sir C. V. Raman in the course of
which. they stated:

“You are the masler plumbing the depths
and scaling the heights of the science of
sound. We, as an Academy, are engaged
with the symphony of sounds in theory and
in practice. It is therefore peculiarly appro-
priate that you should open our Music Confer-
ence and we greatly appreciate the honour.
By your great achievement, as well as by
your characleristic humility, you have raised

“India’s stature in the eyes of the world. We
are proud to be your [ellow-countrymen.
We wish you a long and increasingly useful
life of distinguished service to science and to
humanity.”

The address was artislically printed with
designs showing Sarasvati, the presiding
deity of all arts and sciences al the top and
various Indian musical instruments all round.

Dr. U. Rama Rao, the President of the
Madras Music Academy, welcomed the dele-

gates and guests.
WELCOME ADDRESS.

In the course of his acddress he said :—

Among the various activities of the Music
Academy, the Teachers’ College of Music
stands foremost, This College which was
opened on the 20th October, 1931, is
doing good work and is becoming more and
more popular. Gayakasikhamani L. Muthia
Bhagavathar continues to be ils Principal
and Mr. Appah Aiyar, his assistant. At the
annual examination held in April last, ten
appeard of whom eight came out success-
ful. The function of awarding the Diplomas
to the successful students of the College was
celebrated on the 4th of August last, the
then Mayor of Madras, Mr. M. A. Muthia
Chettiar, Kumararajah of Chetlinad, presiding.
The present Academic year commenced in
July, 1933, and as many as thirty students
have sought admission inlo the College as
against ten and eleven in previous years—
certainly a great advance and a hopeful sign
for the future of the College. A series of
lectures on sound in relation {o music were
delivered by Mr. V. Apparao Pantulu, M. A.
L. T., Additional Professor of physics, Presi-
dency College, in his College Laboratory as
on previous occasions, which were very much
appreciated by the students. The College still
continues to be located in ‘Gana Mandir'. I
am afraid that as the strength of the College
increases, as cerlainly it will in a few years,
the accommodation will be found inadequ-
ate. Further that quietude which is the essen-
tail requisite of a Music College is entirely
absent in its present abode andit is all the
more® necessary therefore that the Colltge
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should have a building of its own amidst
quiet and noiseless surroundings. | once ag-
ain appeal to all charitably-minded ladies and
gentlemen and to every lover of music in the
land to help the Academy with liberal dona-
tions to carry oul their objects. In this connec-
tion | must place on record our deep debt
of gratitude to Raja Sir Annamalai Chettiar,
for his benevolent endowment of Rs. 500 in
favour of the Teachers’ College of Music,
interest of which is to be utilised every year
for the best student of the College.

The Academy has established two Model
Music Schools for beginners, one in Myla-
pore and the other in Gana Mandir. These
schools are also intended for teacher-students
of the College to practise teaching music.
More schools will be opened as funds permit
and popular demand requires. Thus the start-
ing of a net-work of Model Schools through-
out the city to enable girls and boys to learn
music and at the same time provide those
who pass out of the Teachers’ College of
Music with empolyment is our aim and atnbi-
tion and with popular support itis sure to
fructifly ere long. Further, there is ample
scope for trained music teachers in the
Mofussil, and all Taluk Boards, District
Boards and Municipalities will, we hope,
encourage them by appointing them in their
schnols.

Music AND THE UNIVERSITY.

It is a matter for gratification that the
University of Madras have instituted a Dip-
loma course in music. We wish the institute
an honours couse and a Vidwan course con-
ferring Siromani or some such title to stud-
ents of music. We are glad that the
University has chosen the right person for the
lecturership of the Diploma course. I mean
Vidwan Tiger K. Varadachariar. Whal the
Teachers’ College of Music, of which he was
the principal, lost, the University has gained.
But, in the matter of filling up assistant
lecturerships, the University, 1 regret lo
point out, failed to do justice to some of the
candidates who topped the list in their test
examination. Merit has been sacrificed at
the altar of caste or communily which in
music or for the matter of that, in any of the
Fine Arts, should not be allowed to prevail.

During the year, nine model music per-
formances and two dances were given by the
Academy. Compelitions in Sri Purandara
Das Padams and Sri Jayadeva’s Ashtapadis
were also held. Two gold medals instituted
by my humbleself in respect of the former
Competition and two prizes, also gold medals,
one of which was donaled by Mr. V. Apparao
Pantulu, M. A., L.T., were awarded to suc-
cessful candidates, A consolation prize was
donatedby Dewan Bahadur T. Rangachariar,
C.L.E,, in respect of the latter competition
and the same was awarded to the candidate
next in order. Both the competitions proved
to be a great success.

BHARATA NATYA,

As usual, the Academy arranged for a
Bharata Natya performance during the
mwonthly concerts, The Academy was able
{o secure an artist for this performance who,
in conformily to the ideals of the Academy,
eschewed vociferous accompaniments and
adopted in their stead a dulcet veena and
{win tamburas. No wonder ther, that the
performance given in such a soft and
subdued atmosphere with rich emotional
rendering, free flow of melody and proper
restraint of rhythmic excesses, evoked the
admiration of critical savants. The Academy
invited Sri Ragini Devi of America to give
her impressions on Indian dance which she
did in a lecture delivered by her in October
last which was greatly apprecialed. The
Academy is publishing in its journal, ¢«*Abhi-
naya Sara Samputd”, a rare useful work in
Tamil on Bharata Natya. The Academy is
gratified to find that efforls {o resuscitale this
neglected Art of Bharata Nalya are proving
highly successful. It may interest you all {o
know that the Acdemy contemplaies the
starting of classes in Bharata Natya in the
near future.

PUBLICATIONS.

The Academy, I am gilad to say, has this
year undertaken the editing and the publish-
ing of “Caturdandi Prakasika” a rare and
authoritalive work on Indian music by Ven-
katamakhi, the founder of the modern system,
The manuscripts therefor have been secured
from the family of the illustrious Muthuswa-
mi Dikshitar, one of the musical trinities of
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South India. The printing of the text is
nearly complete and the book itself will be
published with introduction and {ranslation
and will be available [or the public in a short
{ime. The Academy porposed to bring oul
many other works of similar nature thal
await publication, and thus realise one of its
cherished ideals, but it is not able to do so
now owing to want of funds.

The timely publication of the Academy’s
Journal has been cousiderably hampered
owing lo lack of funds and inadequale pub-
lic support. The Acadeiny has had io con-
solidate the issue of paris in the inleresi of
economy. In vicw of the high cultural value
of the Journal, it is unique in its kind in all
India, 1 would appeal to all lovers of Music
to give it a generous measure of support and
help to ensure a prompt and regular publica-
tion of its parls,

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

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

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

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

The: Music Academy has been planted
with the goodwill and co-operation of the
entire public of this Presidency and is still
in ils infancy and we hope the plant will
grow big and spread oul its branches
throughout the length and breadth of the
land,

FINANCE

A word about finance. This is a very
delicate topic, but still a word must be said
about it. The Academy has made more
commitments than it is able to provide for.
I{s funds are short, it has no hall, no habi-
tation of its own. The Academy has to
suspend many activities for lack of funds.
It has to struggle against unfriendly rivalry
and sustain ifself. Its work is thus rendered
more and more difficult. On behalf of the
Academy, I have taken the begging bowl.
I am a Brahmin and my profession is to beg.
I am not ashamed of begging. I, therefore,
stretch out my hand, in the full hope that
our Maharajas, Rajas, Zamindars, Miraséars,
Commercial and Industrial Magnates and
the general public, will contribute their mite
and help the Academy so that they can
successfully carry out the noble object they
have in view.

Before I conclude, I have to pay my
humble tribute on behalf of the Academy, to
the Executive Committee, the Secretaries
of the Academy, Messrs. K. S. Viswanatha
Sastri and T. S. Tiruvenkatachariar, {o the
Treasurer, Mr. S. Rajagopalachariar, to
Mr., T.V. Subba Rao, the Editor of the
Journal, and to the other Vidwans and
members who worked zealously and whole
heartedly for the Academy. Our thanks are
also due to the Corporation authorities espe-
cially to the Commissioner, Electrical and
Chief Engineer, for giving us the site for
the Conference, free of charge and for many
otherservices they have rendered unto us.
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SIR. C. V. RAMAN’S OPENING ADDRESS.

nr——

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

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

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

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

THE DISCIPLINING OF EMOTION,

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

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

Many of you might- have heard of the
name of Hermann Von Helmholtz, the in-
tellectual Colossus of the 191h century, whose
two great works on the physiology of vision
and sensation of tone stand to this day as
classics and as monuments of supreme geni-
us, He laid before himself the {ask of seek-
ing to understand, at least in its main fea-
tures, the laws of music and to give them
a physiological interpretation. After the work
of Helmholtz and Lord Raleigh and a few
others, the science of sound had a temporary
eclipse. The study of the fundamentals of
physics, of the electron, the atom, and the
molecule pushed aside the interest in what
became one of the by-paths of scientific
investigations. 1 ciscovered that myself in
1921 and rightly laid aside the study of
sound for something which is likely to be
more beneficial. 1 am glad to say however
that during the past ten years, there has been
a great revival throughout the whole world
in the study of music. Paradoxical asit might
seem, it was the grim necessity of war and
battle that brought forth this new interest in
sound. Physicists were forced o study the
'sounds of gun-fire #ad they went back to the
study of sound. The new interest in radio
and in wireless brought forth a vast amount
of investigation. To-day, the science of
acoustics has received a new lease of life,
first and foremost from the enormous popu-
larity, if not in India, at least elsewhere, of
the radio, of music transmitted through space.
It has also acquired great importance through
the art of the consiruction of buildings, the
necessity for producing perfect auditoriums.
The gramophone, that hated instrument,
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in spite of all the anathemas pronounced
upon it, has succeeded in making itself po-
pular and brings to those distant from musi-
cal academies and teachers’ colleges, some
thing at least of the altenuated benefils of
music. I hope my friend, Dr. U. Rama Rao,
will still have a soft corner in his heart for
the gramophone. (Laughter.) I agree, and
most cordially agree, that it is an extremely
poor substitute for the original. (Cheers.)
We have to-day a new interest in acoustics.
1 forgot to menlion also a deeper line of
research which has been taken up, and that
is, the sludy of acoustics from the human,
physiological and psychological points of
view, -
A COMPLEX PROBLEM.

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

THE MYSTERY OF GENIUS.

Let us hope that even when they succeed
in analysing to shreds the mysteries of music,
we shall continue to admire the music in
spile of all analysis. The common person
is more interested in the synthesis of the
effects rather than in the analysis, which is
perhaps to him dry and uninteresting details
of sensation. Helmholtz, in the last chapters
of his work, was very clear about this. Great
master, as he was, he suffered from no
illasion as to the very limited character of
the task which he undertook., More than
any other man, he showed the way, But
he realised that he was touching only the
very [ringe of the problem. The pointi is
this: We must all recognise that ultitnately
all great artistic productions are works of
genius. You cannot produce a Theagaraja
by turning the handle of a gramophone.
That is a t{ask that is yet beyond human
power. Genius, in whatever sphere il might
be, transcends explanation. I{ cannot be
discovered where genius will be born.  You
have only to look to masterpieces of painting
and sculpture, and listen to a great compo-
sition to realise that only a divinely-gifted
person can produce from out of the material
available for all, something that is really
worthwhile. Until we solve the mystery of
genius we cannot solve the mystery of music,
because one is the creation of the other.
My own special interest has been for many
years in what is perhaps not of very great
importance from the point of view of the
practical musician, The sludy of musical
instruments has been to me of very great
personal interest. 1 had the pleasure and
honour of contributing an article to the
Encyclopaedia of Physics. In that article it
was my peculiar good fortune to be able to
refer to some purely scientific merits in
some of our IndfAn musical instruments.
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Take the mridanga. I is a marvel of acous.
tic construction. It accomplishes the seem-
ingly impossible work of reconciling the in.
harmonic tones of circular drumheads into
harmonic tones having a succession of
harmonic overtones in the same way as the
veena or the venu. All the three have been
classified as a group of three great insiru-
ments because in mridanga we have to har-
monise inharmonic tones.

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

TRIBUTE TO SOUTH INDIAN MUSICIANS.

The speaker then paid a tribute of admira-
tion to the followers of the art of music in
India and especially in South India. For
raany years, the art of music and the expon-
ents of music had to take a back seat in the
social scale. The lover of music and musi-
cal artistes were classed along with domestic
servants and even with a lower type of peo-
ple. They receded further and further from
society with the result that no respectable
man or woman would think of devoting
himself or herself to music. Fortunately
things were a little belter in South India to-
day. Perhaps it was due to the selfless love
of their great exponents like Maha Vaidya-
natha Aiyar and Sarabha Sastri, men of
transparent greatness, who in spite of poverly
and depressing surroundings, held their heads
high and made their art not only loved and
admired but also honoured. It the Music
Academy of Madras was doing nothing else

~but trying to place music and musicians

once again in the forefront of our social
status, it was doing a great work. Not until
the public of India realised that music was
one of the forces in Kuman life, one ol the
most elevating factors in their existence, one
of the few things that stir the chords of the
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heart with love, that lifled them out of the
drab monotony of existence and brought
them nearer to the Deity, not untii then
music would take the right place. They had
to honour music and honour the artistes who
gave their best and realise that they have
claim on their support. The Academy was
doing a very good work in systematising the
art, in arranging for the publication of uselul
works, for the adequate teaching of music
and in numerous other ways. He felt that
the work of the Academy merited their
warmest support. The Music Conference
held year after year had been the means of
bringing home to the public the message of
music. He hoped that the Academy would
long continue the useful work.

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

the impulses that came from the West.

They could not reject them. So also in
other fields. Especially he would plead for
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an open mind and readiness to appreciate
good things fron elsewhere.

NEED FOR PROGRESS.

In conclusion, Sir C. V. Raman said:

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

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



VOTE OF THANKS BY MR. S. SATYAMURT!I

Mr. 8. Satyamurti in proposing a vote of
thanks to Sir C. V. Raman said that they
heard that day a learned discourse about
science and music. They were all trying to
humanise life. One criticism levelled against
science at the present day was that it was
advancing loo rapidly for human morality
to cope with it. Science had placed at man’s
disposal instruments which he did not know
how to use and which he was trying to use
to destroy life. The speaker looked to Sir
C. V. Raman, the greal scientist who had
imbibed the highest traditions of Indian
culture, to save science frcm that job and
make it consistent with the advance of huma-
nity and to serve life. The Academy was
particularly fortunate in having Sir C. V.
Raman in their midst and the speaker hoped
that he would come oftener among them and

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

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

voted to the chair.

The President then delivered his address.



PRESIDENTIAL ADDRESS

“BY

VibwaN K, PONNAYYA PILLAL

Vidvan K. Poanayya Pillai, in the course
of his presidential address, said:

Of all the Arts flourishing in our ancient
land, Music or rather Carnatic Music takes
the first place. It has great traditions. This
we can gather [rom our ancient Tamil works
Perunarai, Panchabharatiyam, Murugal
Nitakat 1amil nool, Silappadikaram, Chinta-
mani, etc. In Perunkadai we find mention
of Veena and mention also is made of a mad
elephant listening to Veena and returning to
its proper senses. We can hardly exagger-

.ate the finer qualities of music.. We hear
‘how a sage played the Veena and as a result
of his music, the mountain melted and soli-
dified with the Veena in its grips, and
Ravana could not take out his Veena.
Agastiyar again played on. the instrument
and again the rocks melted. This short

story, born in our tradilions, illusirates the .
great effects of music. A well-known English’

Scholar W, W. Hunter also bears testimony
to the traditional aspect of our music as to
how our Carnatic music could be traced to
our Vedic limes and how it spread through
Persia, to Arabia and finally in the 11th
century our Carnatic system got adopted in
the music system of Europe, And so we
can safely say that this music belongs to us
om its very beginning.

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

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

- cent enjoyment —cerlainly this art must give

great pleasure to the common people. There-
fore, it is necessary and expedient that this
‘bharata sastra’ and ¢nagaswara’ must
be highly encouraged and given a place of
honour,

THE MusiC OF TANJORE.

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

Coming to the historic times, from Acchu-
thappa Naick of the 17th century to Sivaji of
the 19th century, all the kings encouraged this
art. Several vidvans flourished. Among them
Govinda Dikhshitar, Venkatamakhi, Kshe-
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‘tragna, Muthuswamy Dikshitar, Syama Sastry,

Tyagayyar, Ponnayya, Chinnayya, Sivanan-
dam, Vadivelu, Venkalasubbayyer, Pallavi
Gopalier and others. These Vidvans have
given us the benefit of their learning in
their various types of musical compositions
such. .as Geetas, Varnas, Keertanas,
Padas, Padavarmas, Ragamalikas, Svara-
jalis and Javalis. These continue to give us
pleasure and instraction even to-day. We
cannot.place one Vidvan against another and
judge them. Every one is great in his
own way.and all are our teachers. Especially
in Pada, Svarajati, Padavarna, Raga-
malika and Varnas, we find special raga san-
charas in full.

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

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

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

SUGGESTIONS FOR IMPROVING
MODERN Music,

We can say that music has becoming more
and more popular within a period of 10 years.
Sabhas, schools and colleges and Vidvat
Sabhas do the work of popularising music.,
In the Annamalai University, music has been
prescribed as a separate study, and for this all
musicians must thank the Rajha of Chetti-
nad for his munificence. Last year 7 vocal
students went out of the College with suffici-
ent knowledge of music, We find also a
Diploma course of Music in the Madras
Uniyersity, and the Training College of Mu-
sic affiliated to the Academy, We need not
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mention the various schools which do hum-
ble work in music. For this development in
music, we feel glad. Government also take
deep interest in this art by giving certificates
to successful singers in the examinations.
There is also a Summer School of Music.
The radio and the gramophone are scientific
inventions bringing music within the reach
of everybody. But the ture Carnatic kind of
music must be understood and developed.
Nobody can pick up even a bit of a know-
ledge of our music within a course of six mon-
ths. Alleast aperiod of two years, with steady
and correct insiruction, is necessary to crca-
le a right taste and a level of knowledge.
School authorities must select even students
who know Tamil only but, otherwise quali-
fied to be musicians. In our future history,
Tamil is going to play a great part, and mu-
sic can be improved only through the mother
tongue. A student ignorant of English, if he
possesses the right qualifications for a musi-
cian must find it easy to him to get admis-
sion in all musical institutions and academies.
Also scope for children’s training in music
must be given. Good Carnatic music must be
encouraged by music Sabhas.

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

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

RAGA AND PALLAvI,

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

TALA.

In all the books on music, we find ‘Tala’
occupying a large place and we find also
books dealing only with “ala’. This only
means that ‘tala’ is essentail to music. As
‘ragas’ are innumerable, so also ‘tala’ is
illimitable, Sanega Munivar says that ‘Tala
is like ‘amkusam’ to an elephant. Arunagiri
Nathar was the one, who understood the
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effects of 4ala’ which is clearly shown in
his «Tiruppugal.” We find in his “Tiggp-
pugal” several types of ‘tala’ anga as ‘Mat-
yam' ‘Dhruvam’ ‘Chaturasra ata’ ‘trisra ata’
and others like ¢Panchatala’, ‘Navacan-
thai’, 108 #alas’, etc. The Vidvans must
try to bring into practice the various
types of ‘talas’ so as to dovelop the scope of
music.

A REQUEST TO MUSICIANS,

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

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



THE SECOND DAY.
23—12—1933.

————————

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

Several musicians and scholars interested
in- music were present.

The following was the Agenda of the
conference :—

1. Lakshya and Lakshana of the fol-
lowing ragas:—

Udayaravichandrika

Ghanta

Purnachandrika

Kedara

Kapi

Karnataka Behag

Devakriya

Kannada Gaula

. Desakshi

10. Balahamsa

11. Isamanohari

12. Suddha Desi

13. Kannada

14. Brindavana Saranga

15. Kannada Bangala

16. Salaga Bhairavi

17. Dilipaka

18. Manjari

19. Devamritavarshini

20. Nadachintamani

[I. Reconsideralion of Hindola and
Hindolavasania.

KNG h W
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11,
IV.

Ragalakshanas (in general).
Principles to be observed in Raga
Alapana and Pallavi singing.

V. Intensivé and elaborate considera-
tion of :—

Todi:—M. R. Ry. S. Ramanayya
Chetti Garu will lead the dis-
cussion,. )
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Sankarabharana:—M. R. Ry. T.
L. Venkatarama Aiyar will lead
the discussion.

VI. Reading of papers by Messrs.
Hulugur Krishnachar, P. G. Sunda-
resa Sastri, V. V. Narasimhacharlu,
N. S. Ramachandra Sastri, V.
Raghavan, N. Ramakotayya, Panda-
nallur Meenakshisundaram Pillai,

Sri C. Saraswati Bai, among others.
Notation,
Raga and Rasa.

Problems connected with instruc-
tion in Music.

X. Necessity for standardising compo-

VIL.
VIII.
IX.

sitions.

XI1. Steps for preventing deterioration
of Music.

XIl. Steps to improve stage-music.

XIII. Bharata Natya.

XIV. Demonstration of musical instru-
ments and inventions.

XV. Resolutions on other malters of

general interest.

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

Subject XI “Steps for prevenling deterio-
ration of Music” was then taken up for con-
sideration.

Mr. M. S. Ramaswami Aiyar, who led the
discussion, remarked that fixing up a printed
programme for the performances was bene-
ficial and necessary, He opined that the
Kirtanas in the programme should be sung
without Svaras.
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Mr. P. S. Sundaram Aiyar observed {hat
Svara singing in Kirtanas should be permitted
but that such Svara singing should be
moderately done.

Mr. P. S. Krishnaswami Aiyar agreed with
the previous speaker and argued that Svara
singing in Kirtanas ought to be permilted.
He added the deterioration seen to-day in
music is traceable to the disappearance of
the old Gurukula system and to the modern
tendency to learn music from books and
Gramaphone records. At the present day an
efficient substitule for the old system could
only be made by the establishment of institu-
tions like the Music Academy and thestarting
of music colleges by the Government. The
Teachers’ College of Music run by the Aca-
demy ought to be strengthened and its pre-
sent inadequate course of one year should be
extended. Musicians of note should take a
more active part in the discussions of the
Academy and should observe 1he decisions
of the Academy while singing in their per-
formances.

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

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

Mr, Mahadeva Bhagavathar observed that
in the passage of time, there have been varia-
tions in the Sampradaya and that the experts
should discuss and settle which Sampradaya
was authentic.

Mr. P. Ramakrishna Pantulu remarked
that the present deterioration would be
explained by the present day neglect of the
Gitas. He pointed out the danger of rushing
on to the Kirtanas withoutja good grounding
in the Gitas.

Mr. Ramakotayya agreed with the previoss
speaker and emphasised the necessity for
a disciplined course.

Mr. T. V. Subba Rao agreed with this
view that Lakshana Gitas ought to be {aught.
He added that standardisaticn of Kirtanas®
should be underilaken for teaching in the
colleges.

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

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

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

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




THE THIRD DAY.
24—12_33,

The conference resumed its sitlings with
Vidvan K. Ponniah Pillai in the chair. The
day was allotted {o the reading of papers.

I

Mr. N. Ramakotayya read a paper in
Telugu on *“The Ways to Improve Music.”
He pleaded for the healthy co-operation of
the Tamil and the Telugu Musicians and for
combining the great style of the singing of
the former and the correct rendering of the
text of the latter. He also emphasised the
need for giving prominence to Bhakti in
imparting music education to the pupils.
Otherwise, he said, the purpose of music
would be frustrated.

II

Mr. P. Ramakrishnayya Pantulu read
another paper in Telugu on “Karnatic music
andils present position.” Hesaid that the an-
cients conceived music as an Upasana. Later
on the arl developed greatly at the hands of
poets and master musicians. I{ one examines
old "treatises on music, he would find that at
the time of the Ratnakara, Indian Music had
not divided itself into the Hindustani and
the Karnatic styles. The theoritical basis of
the present day Karnatic music might be
said to be Venkatamakhin’s Chaturdandi
Prakasika formulating the 72 Melakartas.
But it would be found from the actual
practice of the musicians that the guide for
the musicians either in the singing of the
Ragaor of the Kriti, is the compositions of the
musical trinity of South India, Thyagayya,
Dikshithar and Syama Sastri. At the present,
music has no doubt deterioraled, mostly
because of the fastly dying Gurukula system
of old. To prevent furiher deterioration and
to preserve the peculiar glory and grace of
Karnatic music, an authoritative body like
Music Academy should collect and publish an
authorised version of the Lakshana Gitas and
the recognised Kritis. ‘

I11

A Tamil paper on Bharata Natya by Mr.
Meenakshisundaram Pillai of Pandanallur
was then read by Mr, V, Raghavan. After
referring to the lost Tamil literature on the
subject, the paper explained the three parts of
Natya,—Bhava, Raga and Tala and the three
classes of Nalya, viz.,, Natya which was
Drama, Nritya which involved interpretation
of emotions through gestures and Nritta
which was pure dance. The ancient Tamil
dancers and miuch of the European dances
were said to come under the last class. The
paper briefly referred to the several branches
of Abhinaya and in conclusion said that there
was lack of public patronage for this art and
that the signs recently seen and indicating
the revival of public interest in this subject
betokened a new renaissance of the glorious
art of Bharata Natya.

v

Mr. Hulugur Krishnachar read a paper on
“Gramas”’. He explained that {he difference
of the Sadja grima and the Madhyama grama
was in the Paficama. In the latter, it was
the usual Paficama, i.e.,, four Srutis above the
Suddha Madhyama, and in the laiter one
Sruli less. He illustrated this point by sing-
ing a song of Purandar Das—+Kasune Kanda
Nidhiya”. The speaker stressed the necessity
lor making provision in the existing Meia-
kartd scheme for the inclusion of such Ragas
in which two kinds of the Madhyama occur-
red, as could be seen in the songs of Puran-
dara Das, and other old composers.

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

a fixed relation between Sadja and Paficama™
was essential; and that therefore the Sadja
grama alone was sufficient for us. The
president wanted an explanalion of the
practical bearing of the Grama-classification
on present day music. Further considera-
tion of the subject was adjourned to anolher

day.



THE FOURTH DAY.
25—12—'33.

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

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

Twenly ragas were put down for discussion.

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

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

Yidvan Tiger Varadachariar remarked
that there might be so many conflicting ver-

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

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

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

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

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

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

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

A discussion arose at this point as to
whether the Nishada -occurring in ‘Santha-
thambu Sri’ in the Kriti ‘Enta Nerchina’ was

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

Mr. P. Ramakrishnayya Pantulu of
Bezwada raised a new point, i.e., that even
individual svaras have their particular sva-
bhavas or characteristics. For instance it
was laid down in the Sastra that the svabhava
of Sadharana Gandhara was gamaka, whereas
that of Antara Gandhara was fixed. If the
Jatter was to be used with gamaka in any
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particular Raga, it was specially mentiioned as
an exception as in the case of Sahana. He
emphasised that it would be desirable to™
bear this aspect of the matter in mind.

Mr. T. L. Venkatarama Aiyar summed up

the debate and said that there was no dispute

about the character of the svaras occurring
in the song ‘Enta Nerchina’, but the fact was.
that this piece was classed under Udayaravi-
chandrika in some text-books and under
Suddha Dhanyasi in others. As it was an
apurva (rare) Raga, it might have drifted
from its moorings, and so it was desirable to
restore it to the position as laid down in the
Sastra or treatises. Venkatamakhi clearly
laid down that, if Kaisiki Nishada occurs, it
should be called Suddha Dhanyasi; in the
authorised version of Thyagaraja’s Kritis by
Narasimha Bhagavatar, ‘Enta Nerchina’ was
classed under Suddha Dhanyasi. As regards
the characteristic of Pa-ni-pa-sa claimed for
this laiter Raga by Tiger Varadachariar,
Venkatamakhi’s gita which begins with clear
Pa-ni-sa was a sufficient answer. So the
correct position appeared to be to class
Udayaravichandrika under the 9th Mela and
Suddha Dhanyasi under Karaharapriya. He
sang Dikshitar’'s Kirtana “Sri Guruguha
Murte’ and suggested that Thyagaraja’s
“Enta Nerchina’ might be taken as an exam-
ple of Suddha Dhanyasi and the former sgng
might be taken to embody Udayaravi-
chandrika.

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

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

The Chairman observed that both the
Ragas under dispule were necessary. In
deciding the lakshana of a Raga they would
have to apply six texts, namely, Geeta,
Suladi, Taya, Varna, Prabandha and
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Pada. He requesied the Vidvans to help
the decision in the light of these authorities.

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

GHANTA

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

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

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

Mr. Muthiah Bhagavatar explained that
this was a very old Raga used mostly in
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Isvara-stotras or to express feelings of
intense anxiety, mental commotion or grief.
There were some Kritis and Padas, which
express the Raga-svarupa, in Tamil in this
Raga, like Enna Bhayam Kanum (this was
sung by the Bhagavatar). The Raga always
began with Nishada in the old days. Iis
arohana was Sa-ga-ri-ga-ma-pa-ni-dha-ni-sa
and its avarohana was full, and Thodi svaras
appeared to predominate, the Raga showing
the characteristics of Dhanyasi, Punnaga-
varali and Thodi also in some places.

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

Mr. T. Srinivasa Aiyar of Mayavaram said
that this Raga was used in Mangalam songs
and also domestic songs. He sang Thyaga-
raja’s kriti, ‘Karunarasakshaya’ in suppor! of
his statement.

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

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

The Conference then adjourned to meel
again next day.



THE FIFTH DAY.
26—12—1933,

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

Papers were taken up for reading.

Music LITERATURE

Mr, . Ariprala Satyanarayanamurti of
-Bezwada read a paper on the important
place which treatises, text-books and other

literature on music occupied in the scheme’

of musical education, not only as tending to
set up. correcl standards but also to establish,
to the extent possible, a connecting link
with our musical past. He urged the neces-
sity of Universities and Academies under-
taking or at least encouraging the compila-
tion, by competent authors, of reliable text.
books so that quality might not suffer in the
altempts at spread of education. Heappealed
to the Andhra University to follow the
brilliant example set up by the Annamalai
University in taking praclical steps for the
spread of music.
HARIKATHA KALAKSHEPAS

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

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

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

ALAPANA AND TALA

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

RESOLUTIONS ADOPTED.
MobpEL INSTITUTIONS.

Mr. T. L. Venkatarama Aiyar moved the
following resolution :—

«This Conference urges on .the Academy
{o take steps {o promote the starting in
mufassal centres of model institutions
on the lines of and in the methods
adopted by the Teachers’ College of
Music, Madras, for the purpose of giv-
ing instruction in .Carnalic Music.”

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

Mr. V. Varahanarasimhacharlu seconded
the resolution and stated that there was no
doubt that a great demand existed for the
opening of music schools in the mufassal.
In Cocanada a music college with the same
syllabus as that of the Madras Teachers’
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College of Music had already been started
and more such institutions were necessary.

The resolution was carried unanimously.

ExPERT COMMITTEE TO SETTLE
SYLLABUS.

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

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

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

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

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

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

The Conference then adjourned to tneet
again next day, whea the lakshanas of
Purnachandrika, Kedara, Kapi, Karnataka
Behag etc., were discussed.
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THE SIXTH DAY.
27—12-'33,

The Lakshana of Purnachandrika was
taken up.

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

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

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

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

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

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

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

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

After some discugsion it was agreed that
he normal arohana was Sa-ri-ga-ma-pa-dha-
pa-sa and the normal avarohana Sa-ni-pa-ma-
ga-ma-ri-sa.

Mr. M. 8. Ramaswami Aiyar wanted to
know whether Dha-pa-ma-ga-ma-ri-sa was
admissible. It was agreed it was admissible.

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

Mr. T. L. Venkatarama Aiyar: According
to Venkatamakhi Dha-ni-sa-ri and Dha-ri-sa-

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

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

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

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

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

ni were admissible.

KEDARAM. .

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

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

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

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

‘Sa-ri-ga-sa’ is a visesha prayoga.

Mr. P. S.'Sundaram Aiyar:
Sa-ma-ga-ma-pa-ni-sa
Sa-ni-pa-ma-ga-ri-sa. Dha

avoided.

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

Mr. P. Ramakrishniah Pan{ulu:
Sa-ma-ga-ma-pa-ni-sa
Sa-ni-pa-ima-ga-ma-pa-dha-ma-ga-ri-sa.

Mr. V. Narasimhacharlu;
Sa-ma-ga-ma-pa-ni-sa
Sa-ni-pa-dha-pa-ma-ga-ri-sa.

Y

must  be
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Mr. T. V. Subba Rao:
Sa-ma-ga-ma-pa-ni-sa
Sa-ni-pa-ma-ga-ri-sa and thére is a

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

Miss. Bhavani Swaminathan agreed with
that view.

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

Fhere is also the prayoga dha-pa-ma-ga-ri-sa.

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

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

Mr. T. L. Venkataramier remarked that
dha was not admissible according to ancient
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authorilies but Dha might be a slip for Ni in
a loose expression.

Some Kirtanas were then rendered. Alter
some discussion it was agreed that the
arohana and the avarohana were

Sa-ma-ga-ma-pa-ni-sa

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

Pa-dha-pa-ma,  pa-dha-ma-sa-ri-ga-sa
were special prayogas.

Gandhara is long in avarohana.

MusicAL NOTATION.

The further proceedings were presided over
by Mr. Ponniah Pillai,

Mr. P, G. Sundaresa Sastrigal read a
paper in English on Musical Notation, in
part. The further reading of the paper was
adjourned to the next day.



THE SEVENTH DAY
28—12—1933

KaPr

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

It was considered convenient to discuss
the ancient and modern Kapi separately
under the names of Karnataka Kapi and
Hindustani Kapi respectlively for the sake of
distinction,

KARNATAKA KaAPI

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

Vidvan Tiger Varadachariar agreed with
this view.

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

Mr. G. V. Narayanaswami Aiyar pointed
out that Thyagaraja’s song ‘Nitya Rupa’ was
set down under Kapi in text-books but sung
in Da}rbar

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

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

" The Bhagavatar then sang an old Padat of

Kshetragna beginning with the words
‘Adaremovi’ in Kapi to illustrate his point.

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

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

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

HiNpUsTANI Kap1

Vidvan Muthiah Bhagavatar led the dis-
cussion on the modern ‘Kapi’ as sung in the
south which for convenience’s sake might be
called ‘Hindustani Kapi’. ke said that Kapi
as sung in Hindustani system of music was
different from what is now going by that
name here; for in the former not only was
the ascent and descent complele but two
varieties of a number of svaras (four or five).
were observable, which was not the case in
the latter, . He demonstrated it by giving in
the abstract a rendering of lhe Raga, in the
Hindustani country,

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

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

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

The popular javali ‘Vaddanine’ was sung
by Dr. Srinivasaraghavachariar in support of
his view that the correct lakshana would be
Sa-ri-ga-ma-pa-ni-sa and Sa-dha-ni-pa-ma-
pa-5a-ni-pa-ma-ri-ga-ma-ri-sa.
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Mr. P. Ramakrishnayya Pantulu, on the
authority of a Sanskrit text-book laying down
that Kapi was derived from 22nd mela,
doubted the propriety of the usages of Antara
Gandhara or Kakali Nishada. Mr, T. L.
Venkatarama Aiyar gave the history of this
Raga and said that it appeared to have been

- sung for the first time in the south by Vadi-

velu in the Travancore Darbar; up to that
time there had been only one variety of Kapi,
the one which they had already discussed
(Karnataka Kapi) and which was covered by
the old lakshana gitas.

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

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

Mr, T. L. Venkatarama Aiyar said that this
Raga had come {0 stay and they had to take
note of it and try fo decide its scientific
character, because it was so popular and it
was desirable to codify il so that it might
not stray further. Svatjmaharaja composed
several varnas in Hindustani Ragas and this
Raga also appeared to have come into vogue
during his reign.

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

Vidvan Muthiah Bhagavatar remarked
that it was undoubtedly an import and in
our concerts it had been sung from the days
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of Mookhar Bava. Thisisa popular Raga
with pleasing. effect and, if they fettered it by
rules, it would interfere with the freedom of
artistic expression. No doubt, for Karnatic
ragas they must prescribe rules and regula-
tions, but for an imported Raga like Kapi,
which had all sor(s of sancharas, such restric-
tions might not be very desirable.

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

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

Finally, the ‘Conference decided by a vast
‘majorily that the following was the lakshana
‘of Hindustani Kapi:-the archana is Sa-ri-ma-
pa-ni-sa and the'avarohana is Sa-ni-dha-ni-
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pa-dha-pa-ma-ga-ri-sa. It is a shadja graha
Raga, the prayogas Ma-ga-ma (with.Ant
Gandhara) and Ni-dha-ni (with Kaisiki
Nishada) occur in it and that Kakali Nishada
is used in the arohana.

KARNATAKA BEHAG.

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

The Conference then adjourned to meet
again the next day, when Devakriya, Kan-
nade Gowla, Desakshi, and other ragas were
discussed.
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Discussion on Raga Lakshanas was agreed
to be taken up afterwards, and the Confer-
ence discussed resolutions on various sub-
jects relating to the improvement of music
and the revival of dancing.

Mr. S. Satyamurti offered the following
seven resolutions.

GRAMAPHONE CENSORSHIP,

The first reasolution was as follows:

“This Conference -is of opinion that, in
order to concerve good music, to keep up
standards and to educate public taste on
right lines, it is necessary thata Board of
Censors should be appointed by the Govern-
ment, consisting of musical experts and re-
presentatives of the public to control and
regulate the release of gramophone records.”’

Vidvan Muthiah Bhagavathar moved it
and Mr, P. G. Sundaresa Sastriar seconded.
Both of them deplored the deteriorating taste
in music and urged that if public taste was
to be cultivated up to a high standard the
public ear should be fed on good music for
which the Censor Board proposed would be
absolutely necessary.

The resolution was unanimously passed.

DURATION OF PERFORMANCES.

The second resolution passed by the Con-
ference stated that in the interests of the
development of music, it is necessary that no
musical performance including Kala-
kshepams should exceed three hours in dura-
tion. It was moved by Mr. T. Lakshmana
Pillai and seconded by Mr. Bharatam Nara-
yanaswami Aiyar, The lalter said that even
the performances of Patnam Subramania
Aiyar and Maha Vaidyanatha Aiyar did not
exceed three hours.

'VARIETY IN MusicC.

Vidvan T. Lakshmana Pillai moved and
Vidwan Muthiah Bhagavathar seconded the
next resolulion. '

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

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

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

The resolution was carried.
UNIVERS1TY DiPLOMA COURSE.

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

Mr. P. S. Sundaram Aiyar seconded.

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

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

Ciry BROADCAST.

#This Conference is of opinion that the
stapdard of music broadcast from the Corpo-
ration broadcasting Studio should be suitably
raised and requests the Council of the Cor-
poration of Madras to take suitable steps in
this behalf.

MusiC IN SCHOOLS.

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

ScHooL OF DANCING.

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

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

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

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

Mrs. Stan Harding then made a few re-
marks. She said that she was trying to get
a record of the surviving traditions of Natya
Sastra in India and for this purpose travelled
%extensively in Southern India, If the art of
dancing was to shrvive, the artistes must
first be suitably rewarded and respected. As
regards the ritual dance, she said that it was
of vital importance that it should not be
transplanted because it had struck roots deep
already; they could easily transplant a tender
shoot but not a tree. Dancing had played
in India from time immemorial a very im-
portant part in the worship of God and if it
was to be perpelually dissociated from tem-
ples, it would be like uprooting an old tree.
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The private life of the artistes was not a con-
cern of the public. The requirements of the
art itself would make it imperative that the”
artiste should keep away from self-indulgence
or excess, as a self-indulgent life is incompa-
tible with the art. The last living exponent
of the art she found was the late Jeevarainam,
Both the Kathakali of Malabar and the
dance of the south might be said to be in
the same position, and the only people who
still preserved the finest {raditions were
elderly men incapable of doing the acrobatic
part of the dance. Although there might be
no living demonstrator of the art, it could
still be preserved, by petting young pupils
trained by the old teachers. The first thing”
necessary to keep up the art was {0 make the
artistes independent in life so that they might
be in a position to concentrate on the art.
She did not sce why, when God was wor-
shipped in the dancing posture, dancing was
not considered respectable for males. She
then referred lo the change of dress of the
dancing women, Devadasis. When she

-came to India 20 years ago, the style was

extremely beautiful and charming. Nowadays
they used very much heavier material which
would impede free movement. She there-
fore, urged that the old styie of dress should
be revived. She exhoried the Music Aca-
demy to take early steps lo revive this art
which had now become stagnant by ‘Hlling
out where its tradition survived in its purest
form and encouraging its development.

The following resolutions of Mr. V. Ragha-
van were then unanimously adopted without
any discussion :—

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

Resolved that the Academy do collect a
portrait gallery in their premises of all the
celebrities in the field of Carnatic muisic,
composers as well as musicians, vocal and
instrymental. .
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Resolved that the Academy do publish a
series of books relating to music, each book
dealing with one definite subject—kinds- of
Carnatic compositions, Carnatic composers,
Carnatic musicians of the past and of to-day.

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

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

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

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

The Conference then adjourned to meet
again the neéxt day.



THE NINTH DAY.
31—12—33
Di1sCUSSION oN RaGas.

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

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

In view of the fact that the oudava in
question had come to be now called Suddha
Saveri and it would be difficult to displace
an established name, Mr. P. S. Krishnaswami
Aiyar suggested that this name might be
retained but that the old Suddha Saveri of
the 1st Mela might be” called Devakriya, as
otherwise this latter raga would have to go
withofit any name.

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

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

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

Vidvan Shermadevi Subrahmanya Sastriar
said that although undoubtedly the kriti
‘Natimata’ was very beautiful, its raga could
not be rightly called Devakriya, as Dikshitar
composed {wo kirtanas *Sri Guruguha
Tharayasu mam’ and ‘Sri Vatukanatha’ giving
them the authoritative name of Devakriya
with the seal at the end. The difference
being only in name he urged that this unim-
peachable authority might be accepted and
the name ¢‘Devakriya’ adopted for the saga
now going by the name of Suddha Saveri.
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Mr. V. Varahanarasimhacharlu brought
out an old Sanskrit treatise in which Deva-
kriya was described as a Shadava (six svaras)
raga with Sa-ri-ga-ma-dha-ni-sa in the ascent
and Sa-ni-dha-ma-ga-ri-sa in the descent, with
a footnote that the lakshana Sa-ri-ga-ma-ni-
dha-ni and Ni-pa-dha-ma-ga-ri-sa-ni was pre-
valent in the Andhra couniry. This some-
what tallied with Sangraha Chudamani.

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

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

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

The Conference agreed that the ancient
Devakriya became the present Suddha Saveri
and that its lakshana was as follows:—It is
in the 20th Mela with many chatussruti
Dhaivata prayogas like Bhairavi (Gandhara
also being the one met with in Bhairavi);
there is also the chaya of Kharaharapriya; its
arohana is Sa-ri-ma-pa-ni-sa and its descent
Sa-ni-dha-ni-pa-ma-ga-ri-sa with Ri-ga-ma
and Pa-dha-ni as characteristic prayogas; it
is 3 Bhashanga raga.
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KANNADA GouLa

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

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

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

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

A PaAPER
WHAT SYSTEM DO WE FOLLOW ?

Veena Vidvan ‘L. Subrahinanya Sasiriar
of Shermadevi then read a long paper of 15
printed pages on Indian Music—secrets of
musical subjects, dealing with the history of
music from the time of Sarangadeva of the
Ratnakara (13th century) through the times
of Somanatha, Ramamitya and Venkata-
makhin down to the present day. What the
vidvan attempted to prove by means of this
paper was that Venkatamakhin was the
grammarian of the musical system existing
at the present day, that his lakshana gitas
represent the authoritative code relating to
raga svarupa, that Thyagaraja, Dikshitar and
Syama Sastri were all disciples of Ven-
katamakhin’s school,*that after Thyagaraja-
svami these valuble gitas were lost for a
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while owing to lack of proper knowledge
regarding lakshana and lakshya and that
there was definite“evidence to show that all
these gitas were in vogue some 50 years
ago. He staled that Venkatamakhin was the
inventor of the present Mela and the scheme,
that Govinda subsequently introduced
certain modifications into it wilh neither
authority nor the least understanding of the
former’s essential principles, that this
Govinda whose time and whereabouis
were not known was responsible for some
unwelcome revolutions in musical grammar
observed during the confusion following the
death of Thyagaraja. A music vidvan
Thatchur Singarachariyar who wrote a num-
ber of books (aboul the end of the last
century) closely followed Govinda and
the musical literature brought out in
modern times represented mere distorted
editions of these books; Singarachariyar with
all his greatness. could not get at Venkata-
makhin’s original because it was hidden in
Kumbakonam Matham. Sastriar then refer-
wred to the vexed question of srutis and
urged the desirability of expert bodies
discussing the theories which he elaborated.

Lastly, he said that mere musicians and
technical experts without the knowledge of
musical history are not so important as the
grammarian who would define the facts of
musical experience, that music is not
politics to be decided by the ballol box,
that the tendencies of sabhas was to stray
away from thé sound principles enun-
ciated in authoritative treatises, that there
should be real zeal for the search of truth
and that multiplicity of conferences would
not be of much use. Finally, he appealed to
the University authorities to pay some aiten-
“on to these vital points and stated that if
an opportunity was given to him, he would
practically demonstrate the beauties of Ven-
katamakhin and the practical value of his
melakartha scheme and lakshana gitas.

(It must be noted here that it was felt by
some vidvans in the conference that some
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of the points raised by the lecturer were
open to criticism and that all his .theories
were not universally accepted.) g

Mr. P. S. Krishnaswami Aiyar suggested
that in view of the importance of the points
raised in the paper, it might be widely circu-
lated and the matter discussed thoroughly
later on. This suggestion was seconded by
Mr. P. S. Sundaram Aiyar, supported by
Vidvan T. Lakshmana Pillai, and unani-
mously agreed to. The Conference then
adjourned to meet next day. '

VioLiN . COMPETITION.

In the morning there was a competi-
tion in violin, with Vidvan Syama Sastri,
P. Ramakrishnayya Pantulu and Venkata-
swami Naidu as judges. There was a young
girl of 9 years among the competitors, The
talent displayed was admitted to be of a high
order; results were announced on Monday.

COMPETITIONS IN Music.

Vocal music competition for males was
conducted on Thursday morning in the
Music Conference pandal. Four competi-
tors presented themselves for test, the judges
being Vidvans - Seshaiyangar, Chembai
Vaidyanatha Bhagavatar and Mr. P. S,
Krishnaswami Aiyar of Calicut. Each com-
petitor sang one varna, two kritis and
rendered the alapana of two ragas. me

Competition in Veena-playing, open to
both ladies and gentlemen, was also heid.
There were eight entries, of whom four
were ladies. The judges were Vidvans
Shermadevi Subrahmanya Sastriar, Tiger
Varadachariyar and Muthiah Bhagavatar.
Each competitor played the pieces asked
for and in the rendering a high level of
talent was displayed.

A CORRECTION.

In the decision of the conference regard-
ing Karnataka Kapi on the 28th instant, the
avarohana was, owing to a slip, printed as
Sa-ni-dha-pa-ma-ga-ri-sa; the correct avaro-
hana is Sa-ni-dha-pa-ma-ga-ma-ri-sa,

r



THE TENTH DAY.
1—-1—1934.

Di1sCussiON ON RaGas.

The Academy Conference re-assembled
at 12-30 p.m., with Vidvan K, Ponnayya
Pillai in the chair when the lakshanas of
four ragas were discussed and two papers
were read.

KanNaDA GouLra

The consideration of this raga which was
discussed in part on the 30th ullimo was
resumed, and after some more discussion the
conference decided that its arohana was
Sa-ri-ga-ma-pa-ni-sa and its avarohana Sa-ni-
dha-pa-ma-ga-sa, and that it was a derivative
of the 22nd Mela (Kharaharapriya).

DESAKSHI

Vidvan Muthiah Bhagavathar starting the
discussion on the lakshana of this raga, said
that .«Z-~claimed no current composilions.
The only piece which he knew in Desakshi
was a gita by Purandaradas which sounded
as a janya of the 28th mela. He consulted
a number of treatises and found that four
books treated about this raga. In Bharata-
latakalpavalli it was described as a deriva-
tive of the 35th Mela with Shatsruti Rishaba
taking Sa-ga-ma-pa-dha-sa and Sa-ni-dha-pa-
ma-ri-sa, whereas Singaracharlu’s work and
Sangitachandrika as also Sangita guna-
dusyam classed it as a janya of the 28th
Mela with Sa-ri-ga-ma-pa-dha-sa and Sa-ni-
dha-ma-ga-ma-ri-sa. But the Purandara gita
showed that its ascent was Sa-ri-ga-pa-dha-sa
and descent Sa-ni-dha-pa-ma-ga-ri-ga-sa
(Harikambhoji) which seemed to be the
correct lakshana so far as the raga was
current in practice. It was also found in
Sangita Sarvartha Sarasangraha, prior to the
Pradarsini.

According 1o Mr, Varahanarasimha-
charlu, Desakshi was a derivative of the 29th
Mela, but different sancharas were given in
different text-books.

Mr. T. L. Venkatarama Aiyar stated that
according to Sangita Sampradaya Pradarsini,
there were two ragas called ‘Narayana
Desakshi’ and ¢Saila Desakshi’, one being a
derivative of the 29th Mela and the other the
35th melakarta raga itself. There were a
number of gitas and prabandhas in the
former which was sampurna both ways.

The Chairman asked if any Vidvan knew
any compositions in this raga, and Mr.
Radhakrishna Bhagavathar sang the Ashta-
padi song beginning with ‘Stanavinihita’
and Mr. Anantakrisnna Aiyar gave a render-
ing of Dikshitar’s ¢Sri Sulinim’. It was ob-
served that these renderings savoured of
Bilahari.

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

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

BALAHAMSA

Dr. T, Srinivasaraghavachariyar led the dis-
cussion on Balahamsd, stating that its Jak-
shana was Sa-ri-ma-pa-dha-sa in the arohana
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and Sa-ni-dha-ma-ri-ma-ga-sa in the avaro-
hana, with a special usage of Ma-ga-ri-sa;
and this lakshana was borne out by a
number of Thyagaraja’s compositions.
, - P.'S. Krishnaswami Aiyar opined {hat
the usa.ge of Ma-ga-ri-sa was found in Dik-
shitar’s compositions; but not in those of
Tyagaraja, so far as he knew. In the laiter’s

kritis, Sa-ri-ga-sa frequently occurred. (He
sang ‘Ninnubasi’ to illustrate his point.)
Vidvan Radhakrishna Bhagavatar then

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

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

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

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

As regards Ma-ga’ri-sa usage, Dr. Srini-

vasaraghavachariyar gave an interesting slory.

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

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

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

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

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

The Conference finally decided that Eesa-
manohari took Sa-ri-ga-ma-pa-dha-ni-sa in
the arohana and Sa-ni-dha-pa-ma-ri-ma-ga-
ri-sa in the avarohana, that it was a derivative
of the 28th Mela, and in the usage Sa-ni-sa
Kakali Nishada occurred.

MUSICAL NOTATION AND SRUTIS, ETC.

Mr. P. G. Sundaresa Sastriar concluded
his paper on musical notation. He suggest-
ed 2 number of signs, horizontal and vertical
lines; dots, commas, crescents and other’dis-
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tinguishing marks to indicate tala, kala,
sthayi and other elements of music, many of
which are not found in any text-books.

ANOTHER PAPER

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

The Conierence then adjourned to meet
next day.

COMPETITION RESULTS

The following were the results of the
Competitions (Vocal, Veena and Violin)
held during the Music Conference Session:—
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Vocal for Ladies: (1) Sri R, Brihadam-
bal; (2) Sri S. Santa Bai.

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

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

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

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



THE ELEVENTH AND LAST DAY.
2—1—1933.
REvVIivAL OF BHARATHA,

The Academy Conference re-assembled at
12.30 p. m. with Vidvan K. Ponnayya
Pillai in the chair.

Bharata Vidvan Nallur Narayanaswami
Aiyar delivered a leclure on the “Art of
Bharata—the Indian dance.,” He explained
at length with numerous examples the three
branches of this art, namely, Bhava, raga
and tala which could be fully expressed only
in this particular art. Rasa, in its technical
and all-round sense, was the ineffable bliss
which manifested itself in the nine emotions
or Nava rasas. He further explained the
ramifications of rhylthm and melody in rela-
tion to dancing. The revival of that art
would give the proper and necessary em-
phasis to bhava the expression of which was
wanting in modern times. He concluded
by an appeal for reviving the glorious art
which required the simultaneous expression
of the three component elements of Bharata.

«BaLA KOKIL'—A NEwW INSTRUMENT.

A new musical instrument constructed
like an oblong box with two sets of wires
fixed thereto by two rests, invented by Mr.

N. S. Arunachala Aiyar was exhibited before’

the Conference. It was operated with ashort
cylindrical wooden piece and a plectrum of
, wire or pointed wooden pencil. Its mani-
pulatxon was on the lines of the Gotiu
Vadyam, but its dimensions were much
sroaller.

Di13CUSSION ON RAGAS-—SUDDHA DESI.

Discussion on ragas was then resumed,
Suddha Desi being the first taken up. There
was no disagreement either as to its parent
Mela or its arohana and avarohna, but
difference of opinion manifested itself as to
the character of the Dhaivata used in it. To
decide this point, the existing well-known

-

musical compositions were asked {o be sung
by the Vidvans present.

Vidvan  Muthiah  Bhagavatar  sang
Thyagaraja’s kritis ‘Endu Kougalintura’ apd
‘Raghunandana’. It was found that though
the former took Chatussruti Dhaivata, the
latter composition contained the Suddha
variely thereof. The Bhagavatar explained
that according to Sangita Chandrika, Guna-
dusyam, Bharatalatakalpavalli and Sangita
Koumadi, this raga belonged to the 22nd
Mela, whereas Singaracharlu’s book alone
classed it under the 20th Mela (which took
Suddha Dhaivata). The usage of this flat
Dhaivata seemed to him to be a subsequent
innovation not authorised by ancient
musical texts or practice.

Vidvans Tiger Varadachariyar and Laksh-
mana Pillai and Messrs. P. S. Krishnaswami
Aiyar and G. V. Narayanaswami GAjvar
agreed with this view, while Vidvan
Umayalpuram Venkatarama Aiyar advocated
Suddha Dhaivata on the authority of
Govindacharya.

The Conference decided by a very large
majority that Suddha Desi was a derivative
of the 22nd Mela (Kharaharapriya) with Sa-
ri-ma-pa-dha-ni-sa in the arohana and Sa-ni-
dha-pa-ma-ga-ri-sa in the descent.

KANNADA.

This raga which is different from the
well-known Kannada of stage fame had, ac-
cording to Vidvan Muthiah Bhagavatarjwho.
led the discussion thereon, two sorts of
sanchars one being Sa-ga-ma-pa-ma-dha-ni-
sa and Sa-ni-sa-dha-pa-ma-ga-ma-ri-sa, the
other being Sa-ri-sa-ga-ma-pa-ma-da-ni-sa
and Sa-ni-sa-dha-pa-ma-ga-ma-pa-ga-ma-ri-
sa, Mr. M. S. Ramaswami Aiyar considered
the first sanchara sufficient as it included the
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second also in its scope, the second not
being substantially different from the first.

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

Mr. T. L. Venkatarama Aiyar raised
another point, i.e., thal there was a usage
of Ri-ga-ma in the higher octave and sang
Dikshitar’s ¢Somam Sirodhruta’ in illustra-
tion of his poinl. ’

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

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

BRINDAVANA SARANGA.

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

Patnam Subrahmanya Aiyar’s ‘Sarasi-
ruhanayana  Srirama,” and Dikshitar’s
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‘Soundararajam asraye’ were then pressed
into service to find cut whether the theory
of Kakali Nishada was borne out by current
practice. It was observed that it was absent
in the former and existed in the latler parti-
cularly in {he arohana. On the basis of the
former song a section of the Conference
advocated Sa-ga-ri-ma in the arohana.

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

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

KANNADA BANGALA.

The paucity of any authoritative composi-
tions in this raga probably accounts for the
complele unanimity that prevailed in regard
to its lakshana, which was deduced from
the song of Thiruvottiyur Thyagayyar begin-
ning with the words «Ilalona Niku Sariye-
vvarayya'’, i.¢., that it was a derivative of the
15th Mela (Mayamalavagoula) with Sa-ri-
ma-ga-ma-pa-dha-sa in the ascent and Sa-
dha-pa-ma-ga-ri-sa in the descent.

A PAPER ON GAMAKAS.

Mr. V. Varahanarasimhacharlu then read
a paper on Gamakas, in which he advocated
the 15 authorised gamakas of the classical
authors and stated that the so-called Dasa-
vidha Gamakas of the modern texi-books
represented a wrong classification and
nomenclature. He also opined that the
signs used by Subbarama Dikshitar were too
many and proposed the introduction of 5
new signs (to represenl the authorged 15
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gamakas) in their place, »iz., for Kampita,
.Ahata, Ullasita, Kuralam and another.

The Conlerence then adjourned to meet
next day for the last sitting of the session.

-CLOSING DAY'S PROCEEDINGS.
3—1—-1934.

The ‘goncluding siltings of the Madras
Music ‘G0 nglfelence organised by the Madras
Music Acideiny were held on 3-1-34 after-
noon when the medals to the successiul
competitors in the competitions held during
the Conference, were given away by Lady
Raman. Vidvan K. Ponnayya Piilai, the
President, was in the chair.

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

The following were the prize-winners:—

Ashtapadi competition: First prize—Sri-
mathi M. P. Rajam; second prize—Srimathi
V. N. Thulasi Bai; consolation prize—
Jayalakshmi.

Vocal Music (Ladies): First prize: Sri-
mathi R. Brihadambal; second prize: Sri-
mathi Santha Bai.

Violin (Ladies): First prize: V. N, Thulasi
Bai.

Vocal (Gentlemen)— First prize: Sangeetha
Bushana Sriramamurthi Pantulu.

Veena—First prize: Srimathi Subbamma
(Mysore); second prize: Srimathi . Sarojini
Devi (Guntur).

Lady Raman, after distributing the prizes,
wished the Academy all success and hoped
that ere long the Academy. would be able to
have its own building. She also hoped that
all the Vidvans in the Presidency would
co-operate with the Academy.

PRESIDENT'S CONCLUDING REMARKS.

Vidvan K.-Ponnayya Pillai, in the course
>f his concluding address, said that he very
nuch appreciated the interest which Vid-
rans took in the discussions. The papers
-ead were interesting and he would recom-
nend that they be published in the jour-
1al and the ideas put in them be translated

THE JOURNAL OF THE MUSIC ACADEMY

into action, He was glad that the Academy
was giving due prominence {o Natyasasira™
He finally hoped thal the resolutions passed
by the Conference would be adopled by the
Vidvans in their performances not only in
the Academy but also elsewhere. It was
only then that their efforts would be com-
pensated. He thanked the Committee for
giving him an opportunity to participate in
the Conference.

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

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

Dr. Rama Rao appealed to all Vidvans in
the Presidency to help the Committee, to
make il a real academy of Vidvans.

Mr. S. Satyamurti said that the Academy
had achieved something of which it could

be proud. It had raised the status of musi-
cians and he earnestly hoped thaf the
appeal of Dr. U. Rama Rao would nol go

n vain.

Vidvan L. Muthiah Bhagavatar, Vidvan
Tiger Varadachariyar, Vidvan Parupalli
Ramakrishna Pantulu and Vidvan T. Laksh-
mana Pillai also thanked the Academy for its
comfortable arrangements to lodge the
Vidvans,

Mr. K. S. Viswanatha Sastri thanked the
Corporation authorities for allowing them
the use of the grounds, the press and the
police for their help in making the Confer-
ence a success.

With the singing of mangalam, the Con-
ference terminated.

In the evening, there was a musical enter-
tainment by Vidvan Ponnayya Pillai(vocal)
Mr. Papa Venkatarama Aiyar (violin), and
Mr. Tanjore Vaidyanatha Aiyar (mridangam).

s ety



BOOK REVIEWS

BY
K.'V. RAMACANDRAN

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

I
GHANAM KRISHNA AIYAR.

In this brochure the Mahiamahopidhyiya
gives an account cf the life and times of
Ghanam Krishna Aiyar, the wellknown com-
poser in Tamil, who was no other than the
malernal grandfather of the biographer’s
father,

Ghanam Krishna Aiyar learnt music under
the great Master Adippayya among whose
dis®ples were some of the greatest
musicians of the age, in particular, Syima
Sastri and Pallavi Gopala Aiyar. At the time,
a lamous exponent of the Ghana mode ap-
peared on the scene, in the person of Bobbili
Kesavayya, and under his guidance Krishna
Aiyar mastered the intricacies of that style of
singing, within a very brief period, to the
amazement of Kesavayya himself. From
now Krishna Aiyar’s posilion among contem-
porary musicians was assured, and patrons
vied with one another in securing his alle-
giance. Notable among these were the
Mooppanar of Kapisthalam, Prince Amara-
simha at Tiruvidaimarudur and Kacchiranga
and Kalyinaranga of Udaiyarpalaiyam. The
Mooppanar made himself remembered by
supplying butter to this Krishna during his
early arduous rehearsals. Touching was the

friendship between Amarasimha and Krishna'

Aiyar; already the previous evening, he had

taken leave of him, prior to his departure for
Udaiyarpalaiyam, but early next morning

“found Krishna Aiyar bidding him farewell

again through a song in Udaya Raga, bring-
ing tears lo the eyes of Amarasimha. If
Krishna Aiyar had cared, he could have
chosen his patron from among the kings
of the land, but Krishna Aiyar preferred
the appreciation of Kacchiranga {o fame out-
side. Kacchiranga’'s appreciative nod was in
his estimation worth several kingdems, The
role played by these Zamindars in trouble-
some times in encouraging art and letters is
a bright chapter in the history of art and
lettess. It was an age of genuine piety; and
Krishna Aiyar’s hold on his patrons was com-
plete; if some temple needed renovation, he
had just to put it into a song and sing it and
the thing was done. Ripe in age and
rich in honours, Krishna Aiyar passed away,
but his songs are slili sung, especially by the
artistes of the nautch.

II
GOPALAKRISHNA BHARATI.

When Krishna Aiyar was at Tiruvidai-
marudur, a certain ungainly young man was
mastering the rudiments of Hindustani
Music under a north Indian musician named
Ramadas, a protege of Amarasimha, and
those of Carnatic musigunder Krishna Aiyar;
the young man was no other than Gopala-
krishna Bharati who found such consum-
mate use for his musicial knowledge, later on
when he improvised his immortal Nandan
Charitram. In the beginning of his career
the Mahamahopadhyaya apprenticed himself
to Bharati; a little later he had to give up
his music lessons because his Tamil pre-
ceptor Vidvan Meengkshisundaram Pillai—
‘the arch-enemy ol Music’—as Bharati
styled him, did not approve of it. But even.
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the arch-enemmy who had consistently denied
a preface lo Bharati’s opera even when Lhe
latter beseeched him for one, suddenly be-
came a convert and volunieered him the
preface of his own accord, alter he heard
Bharati sing once. Purists like Arumukha
Navalar hastened to honour Bharati, Not-
withstanding the jibes of pedants who did
not approve of his literary methods, Bharati’s
conlemporary popularity was amazing; it per-
sists even to-day, though his music has suffer-
ed at the hands of uncultured adapters.

The Tamil genius, neither clannish nor
parochial, combines a fine sensibility and an
eclectic aestheticism, and responds to the
finer elements of other cultures in fulfilling
ilself; Bharati was the artistic embodiment
of the Tamil genius. The sandal is said (o
derive its boquet from the f{ragrance of
diverse flowers; even soin Bharati’s work, is
an interplay of subtle refinements and intan-
gible iniluences, synthesised from diverse
.cultures, Bharali was a master of expres-
ston—lilerary-and musical, equally at home
in ‘tearing the  decree of fale’ or penning a
dainty miniature of little girls’ dancing as in
the following ;(—.
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Nandan Charitram was the parable of his
own soul, infensely felt and imperishably
expressed. He had, besides, a rich vein
of drollery, as witness this mock descrlptlon
of Siva:—

+#Why indeed did you choose this eccen-.
{ric one, Oh Uma! At the sight of Tripuras
he jusl grinned; when he saw Manmatha he
just blinked. If in his senses, he seeks you;
otherwise he stands on one leg. Why indeed
did you select this mad one?”

Itis interesting that an European was, in
some measure, responsible for bringing out
‘he first edition of Nandan Charitram, One
Kandappa Cheltiyar financed for the publica-
ion. Apparently there was no non-brahmin
novement in those days Itis a pity that
he original music of Bharati is being rapidly
ost. The music Acadmeny could not do
eiter t};ﬂ“ publish Nandan Chritram as it
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was intended to be sung by the author, ‘in
suitable notation,

HI
MadA VAIDYANATHA SivaM.

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

Ramaswami Sivan, the clder brolhe
Maha Vaidyanitha Aiyar, was an exce&ént
man in his own way, learned and pious.
His elegy on his brother is a monument of
his grief and powers of literary expression in
Tamil; and his monograph ‘Maha Vaidya-
natha Vijaya Sangraham’, which.isan elegy in
prose, was motivated by his sense of bereave-
ment and loss, more than by a desire to per-
pctuate the achievements of his brother.
Ramaswami Sivan ardently worshipped his
brother on whom his influence, if it was not
exactly sinister, was at least unhealthy; and
to that extent Mahd Vaidyanatha Aiyar was
unfortunate in his brother. Ruamaswami
Sivan with his severe Tamil scholarship fed
exclusively on the lives of Saints and the lile-
rary fare of Periya Puripam and Tiruvilaiy-
adal Purdapam was not unlike Don Quixote
nurtured exclusively on heraldic literature
and like him he developed many complexes
chief among which was the victory complex,
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Maha Vaidyandlha Aiyar was a prodigy and
he brought some unique giits to bear on his
musical arl; but the excited imagination of
Ramaswami Sivan peopled by Sambandha,
Banabhadra and Banabhadra’s wife and their
miraculous exploils saw in his brother’s
music those miracles reduplicated. Where
other people saw music of enthralling beauly,
Ramaswami Sivan could not help seeing
a victory. He believed his younger brother
was some ‘kind of musical warrior predes-
tined to win in every musical joust and
tournament, whatever the’odds; and he could
not think of music except in terms of the
battle. 1f Maha Vaidyanitha Aiyar went forth
{o sing, it was in fulfillment of ‘dik-vijaya’. I{
there flourished. some remarkable musician
in some corner of the peninsula he had been
crealed in the opinion of Ramaswami Sivan
for the sole purpose of being vanquished and
subjugated by his younger brother—a curious
aberration of brotherly affection but which
Mahid Vaidyandtha Aiyar in his reciprocal
devotion to the elder brother, at least
tolerated, if he did not encourage it.

It was an age of high, musical achieve-
ment: the standard of Subbarayar of
Bikshandarkoil was slill {fresh in men’s me-
mory—even Mahid Vaidyanitha Aiyar would
not ordinarily sing Sahana out of respecl for
Sulhasayar’s inimitable exposition of it; and
men like Vaithi the elder and Vaithi the
younger(of Sivaganga), Patnam Subrahmanya
Aiyar, Krishna Aiyar of Kunnakkudi and
Raghava Aiyar of Coimbatore were redoubta-
ble musicians of proven and substantial merit
and achievemenl beyond cavil. Viclories
over these remarkable musicians, spectacular
or otherwise, were neither easy nor possible
as Ramaswami Sivan [ondly imagined;
contests, if there were any at all, could only
lead to situations similar to {hat between the
mounfain and the squirrel. One may
readily adnit that among his contemporaries,
Maha Vaidyanatha Aiyar’s was the most gilted
voice; and that few could sing to his pitch or
emulate him in speedy execution or re-
duplicate the festoons of clustered svaras and
the highly ornate expression that his voice
predisposed him to. But neither could Maha
Vaidyanitha Aiyar reproduce the neat arabes-
ques of Periya Vaithi’s Pallavi in the fourth
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diminution; nor imitate the intricate pat-
terns of Chinna Vaithi; nor recapture the
rich epic style of Raghava Aiyar nor the
sophisticated elaborations of Patnam Subrah.
manya Aiyar, though all these great musicians
commanded few natural advantages, but had
an excess of defecls to overcome. Of Vaithi
the elder it is said that his voice was so
voluminous that he had to requisition a
special drone of Thuruthi and Othu in place
of the Tambura; and that it would effort-
lessly regale anaudience of several thousands
without an amplifier. Further Kunnakkudi
Krishna Aiyar and Palnam Subrahmanya
Aiyar have, in their compositions, wrought
things of beauly which are a joy even tc-day
and which enable posterily to measure and
appraise the genius and art of these great
musicians. No one disputes the brilliance
of Maha Vaidyanatha Aiyar, but how many
of his compositions would bear repetilion.
tc-day? It was Patnam Subrahmanya Aiyar
—a victim of one ot the alleged victories—
who retorted “Why stray so far away from
the field to conquer people, when there were
several nearer home (probably in the same
street) waiting to be conquered?” or words
to that effect. These conquests therefore
are perhaps the least important among the
achievements of Maha Vaidyanitha Ayar.

The Mahamahopadhyaya describes a con-
test between Maha Vaidyaniatha Aiyar and
Vaithi the younger and elder of Sivaganga
vmpired by a certain Vainika named
Chinnayya Bhagavatar. In singing Noata,
Vaithi the younger is said to have blundered,
while Maha Vaidyanatha Aiyar who had a
theory as to how Nata ought to be sung,
sang it correct; obviously the Vainika
Chinnayya Bhagavatar approved of Maha
Vaidyanatha Aiyar's version, Later Maha
Vaidyanatha Aiyar sang a cerlain Raga which
even Vaithi the elder was unable to re-
cognise till he was told it was «Ct akravakam’
by Maha Vaidyanatha Aiyar who added {hat
its structure had been defined in the Sangita
Ratnakara. In Ramaswami Sivan’s version
of the same incident, it was a contest not
only in singing but also in thcorelical dis-
cussion as well and ¥hat the the Rishabha
and Dhaivata of Nata were the issues and
that even after several repetitions sthe two
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Vaithis could not follow the Raga and when
Chinnayya Bhagavatar asked Maha Vaidya-
natha Aiyar tosing it more explicitly, in terms
of Svaras, (o enable the antagonists to follow
it, Maha Vaidyanatha Aiyar replied that it was
not proper to teach disputants in public; at
this, Vaithi the elder admilted that he was
not well up in theory, but challenged Maha
Vaidyanatha Aiyar to sing in his manner. Al
this slage neither Ramaswami Sivan nor the
Mahamahopddhyaya flell us whether Maha
Vaidyanitha Aiyar was able to do so. Instead
Ramaswami Sivan commences one of his
flamboyant descriptions of how his brother
sang which may be a correct account of
how Mahd Vaidyanitha Aiyar sang not only
on that day, but every day, all his lile.
But the challenge thrown out by Periya
Vaithi was to sing in Periya Vaithi’'s manner
for which there is no answer. To continue
the story, even Periya Vaithi was amazed at
the performance of Maha Vaidyanatha Aiyar.
At that moment there aros¢ a voice in
that assembly that bade them cali
Vaicdyanitha Aiyar of Vayyacheri ¢‘Maha’
thereaflter. If indeed there was a voice that
day, it should have belonged to Ramaswami
Sivan. The Mahamahopadhyaya omits the
voice but dates the incident 1856—that is,
when {he hero was 12 years old.

How did it happen that Vidvans of the

standing of Vailhi the elder and Vaithi the.

younger got so easily floored over the
Rishablia and Dhaivata of Nala—the
sommonest, not to say the commonplacest, of
Ragas and how they failed to recognise, a
Raga like Chakravakam (whose structure, by
he way, is definitely 1ot 1o be found in the
jangita Ratnakara)? If some Apiirva Raga
1ad baffled the pair one could understand
heir lack of familiarity, but to be bowled
ut with Nata, requires explanation. What
robably puzzled them was not the Rishabha
r Dhaivata of Nala, but some unwarranted
mployment of the svaras which they had
ever heard of, rcinforced by the pompous
1eory of a pseudo-authority which at the
toment they were not in a positon (o
yniradict.

Sangraha Cidimant sis the name of that
eudo-authority. An anonymous musical
:atise that came into existence in the post-
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Tyagaraja era and the authenticity of which
is not above suspicion, Sangraha Cidamagj
for good or evil has dominated our musical’
thinking during the past 50 years; chief
among the people who perpeluated its ideas,
was the late Singarachaii who plagiarised
extensively [rom it in his publications; chief
among the musicians who gave currency to
its precepts was Maha Vaidyandatha Aiyar.
Ramaswami Sivan mentions the Sangraha
Cidamani as the principal work consulted

by his brother. Till the time when this

work made its appearance, our musical

theory was rational, consistent and cogent;

and our art was aclivated by thought and.
imagination inslcad of mechanical formulae.

With this trealise, theory and art received a

twisl and much of the confusion and chaos
of our theory and the attenuation, not to say
sterilisation of our art to-day, are traceable to
this singular work. With all the facilities
we command now for studying musical

history and sequence, musical research in

1937 is still in an embryonic stage; one could

easily imagine what the condition of musical

research was 40 years ago. Sangraha Cida-

mani is not an authkoritative work, but such

a rcalisation is the rcsult of a close scrutiny
of all available authorities. In the seventies
and eighties people did not bother about

musical history and research; and when the

Sangraha Cadamani floated along wrikeits

glib thecries and facile solutions, people

readily seized it and thcught it answered all

their needs. So itdid and does, though

few have reckoned the cost nor realised that

the sufferer was not History, but Art.

Periya Vaithi and Chinna Vaithi were
as much natives of Tanjore as Maha Vaidya-
natha Aiyar himself was and they learnt lheir
music under authentic mastersand the one
reason that could have prevented them [rom
hearing of Sangraha Cidamani is that they
were much older than the work in question.
First rate artists both, perhaps they never
made a fetish of theory; a new fangled work
by an anonymous scribe of which they had
not even heard, was perhaps the last thing
that would have aroused their interest in
musical theory. The Nata which Chinna
Vaithi sang must have been that which his
master taught him—the classic Nata of
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the Mallari played by the teniple piper,
the Nata inloned by the Ramayana Sastri,
the Nata of Tevarams, the Nata of Java, the
most ancient, legitimate and beautiful form
of,Nata. The Vainikas were perhaps the
first to depart from this and encourage an
unusual employment of the Dhaivata and
Rishabha; this would explain the choice of
Vinai Chinnayya Bhagavatar in preference
to vocal musicians, to umpire the contest.
1f Mahd Vaidyanatha Aiyar had sung the
Nata which we called legitimate, Chinna
Vaithi could not have been baffled by it; the
only circumstaince which would have puzzled
Chinna Vaithi was, if Maha Vaidyanitha
Aiyar dominated by ideology of the
Sangraha Ciudimani found some rococo
employment for the ‘svaras in his Nala;
and to prevent a repudiation of his
Nata, he perhaps invoked the authority
of Sangraha Cudamani, believed to be
ancient and authoritative, though neither.
This was perhaps the theoretical discussion
referred to by Ramaswami Sivan. For the
firsl time, the npame Cakravaikam occurs in
the Sangraha Cidamani as the name of a
Raga; previous to the 8angraha Cadimani
one must look into the list of brids to get at
the name. And Cakravika is a name whose
history deserves {o be investigated. The
Mahidinahopadhydya admits that ‘Cakravaka'
wis ot known to many musicians at the
time, but does not explain why. Periya Vaithi
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may be forgiven if he failedto
name, which pre-Sangraha
grammarians were not aware of. Now what
does the whole contest amout 10? Chinna
Vaitht's was a triumphant vindication of the
time-honoured traditional Nata; while Mahi
Vaidyanatha Aiyar’s was an expositicn of
the just arrived new fangled method of sing-
ing Nata, and if the victory was on his side
also, he won it with a doubtful Nala, and his
voice, abelled by the Sangraha Cadimani.
What about the conlest itscll? One cannot
help feeling that it emanated from Maha
Vaidyanatha Aiyar’s side in which his lay
admirers like the Pandara Sannidhi played
an unconscious part. One can understand
Tandavaraya Tamburan’s infatuation, but did
Maha Vaidyanatha Aiyar—the learned man
that he was—believe he had really scored over
Chinna Vaithi in fair contest ? The Travan-
core version likewise promplly contradicts
Ramaswami Sivan’s assertion aboul his
brother’s victory there; the Maharajah,
himself a musician, adjudged Raghava
Aiyar the greater artist.

recognise a
Ciadamani

Like that of other great musicians, the
career of Maha Vaidyanatha Aiyar was
meteoric; yel for all its brilliance, Maha
Vaidyandtha Aiyar was just an episode in
the hislory of our inusic. We have not
recovered from some of lhe afler-effects of
that brilliance.



