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

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

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

The training class is of the duration of one year of three
terms and, for the present, is confined to Vocal Music only.
The working hours of the College are between 11 a.M. and 4 p.31.

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

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

Persons of both sexes are eligible for admission.

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

Applications for admission shall be in the prescribed form.
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The final selection of candidates for admission will be made
by a committee befcre whom the candidates shall present them-
selves on such days as may be notified.

A copy of the prespectus and syllabus will be sent on receipt
of postage stamp for the value of four annas.

For forms of admission and other porticulars, apply with postage to

The Correspbndem, The Teachers’ College of Music,
The Music Academy, Madras.
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OPINION
THE OQRIENTAL LITERARY DIGEST, POONA, WRITES (=

“A journal of all-India character, solely devoted to music
has been a serious and long-standing desideratum. Though the
Sangita, a quarterly published from the Maris College,
Lucknow, and the journal of the Music Academy Madras
(JMAM) were started in 1¢ 30, both had, unfortunately, to be
suspended after issuing a tew excellent numbers. The
reappearance of the JAMAM will therefore be welcomed by all
thoughtful lovers of [ndian music and culture with no small
amount of gratification. Toe volume under review, though
dated 19.4, was published only a few months ago, and with
the promise of soon bringing out the volumes due for each of
the years 1934 to 1938, resumes the thread of its publication
from where it was broken.

Though naturally it is devoted chiefly to South Indian
Music, there are features which make it inlispensable for
serious students and lovers of music throughout the length and
breadth of 1India. Publication of original articles on music
by experts, and of classical works on Indian music
are instances in point. Authoritative reports of the annual
conferences of the Music Aca!cmy, Madras, are to be found
only in the pazes of this journal, and embodying as they do the
discussions on important topics by experts and acknowledged
authorities, they cannot be overlooked by serious students
of Indian music.”

* * * *

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

* * * *

We wish the journal a long and brilliant career of service
to the cause of Indian masic. Let all lovers of Indian music
make common cause with those in charge of the Journal to see
its growing prosperity.
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The Journal of the Music Academy, Madras.
SELECT OPINIONS

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

The Hindu: * The revival of thisvaluable Journal devoted
to the study and promotion of Indian Music will be welcomed
by all lovers and exponents of the art,”

The Madras Mail: <« We are glad to note the revival of
the Journal of the Madras Music Academy (a quarterly
devoted to the advancement of the science and art of music )
* * * Fulfilling as it does a real need of music lovers, we are
sure all lovers of art and culture will support it."”

H. H. The Maharaja of Dharainpur: « * * His Highness
is also delighted to read the articles in your magazine which
are undoubtedly very interesting and instructive. He is also
pleased to read the proceedings of the Academy’s Music
Conference * »

The Adyar Bulletin: < The resumption of the publica-
tion of this journal devoted to the promotion of research
in the field of music must be welcomead by all lovers of
Indian culture. The Journal fulfils a real need as it is the
only Journal of its kind in India.”
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THE MADRAS MUSIC CONFERENCE, 1938,
OFFICIAL REPORT.

The Opening Day.
23—12-—-1938,

The Twelfth Music Conference organised by the Madras
Music Academy, Madras, was inaugurated on 23—12—38 by His
Highness the Yuvaraja of Mysore before a large gathering of
musicans and music lovers at the special pandal erected at
“«Woodlands”, Royapettah.

His Highness the Yuvaraja, the visitors and guests of the
evening, on arrival, were rcceived by Rao Bahadur K. V. Krishna-
swami Aiyar, President, and the members of $he Executive of the
Music Academy and led to the hall

Proceedings commenced with prayer,

WELCOME SPEECH.

On behalf of the Academy, Rao Bahadur K. V. Krishna-
swami Aiyar welcomed His Highness and the other guests and
said that the Academy was deeply grateful to His Highness for
consenting to participate in the function at no small personal
inconvenience. Were it not for “the boundless encouragement’’
the Royal House of Mysore had accorded to music, the Academy,
Mr. Krishnaswami Aiyar said, would have hesitated to trouble
His Highness to inaugurate the Conference.

«His Highness Sri Krishnaraja Wadiyar 11" Mr, Krishna-
swami Aiyar continued, “was a great scholar of Sanskrit and
Kannada and was a generous patron of music. High Highness
Sri Chamarajendra Wadiyar was himself an accomplished musi-
cian and librerally encouraged musicand dramma, His Highness
Sir Sri Krishnarajendra Wadiyar Bahadur, G. C. S, 1., G, B, E,
the present Maharaja of Mysore, has great talent for music and
promotes the art by lavish gifts. Your Highness's abiding love
of music and munificent recognition of merit have been a source
of great benefit to musicians and art institutions. In this con-
nection we cannot avoid cxpressing our profound gratitude to
Your Highness for having become our Patron,
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ACTIVITIES OF THE ACADEMY.

“We flatter ourselves that our activitics have not altogether
escaped Your Highness's kind attention,  We hold Aunual Con-
ferences for bringing together cminent Vidvans to discuss means
of reconciling the growing difference between the practice and
the theory of art, arrange for specially planned performances
for proper exposition of Sanglta m all its branches, discover
talent and give it publicity and encouragement, conduct the
Teachers’ College of Music for imparting instruction in music on
right lines, publish the Journal of the Music Academy embodying
the results of study and research by reputed Vidvans, edit rare
and valuable works on music, celchrate the days of the great
composers, hold competitions for stimulating the study of classic
compositions; and, in short, spare no faic endeavour for the
advancement of the cause of music in all its aspects,

«Numerous as arc the diticulties that hamper the attainment
of our objects, we are yet sustained by the hope  that we shal} be
al_)lc to Ltnlist the s’ympflthy and patronage of, amongst others
101." Highness, His Highness the Maharaja Bahadur ang th._:
Durbar of Mysore.”

In conclusion, Mr, Krishnaswami Aiyar expressed ple
sptes: asure

at the Indian Fine Arts Society co-operating with the Acad
4 N . co S ] o (Clny
in the Conference part of the activities thi ’
i ‘ 1es this ve; v .
his year, \\clcommg

His Highness once more, Mr. Krishnaswami Aiyar requested H;
Highness to declare the Conference open, red His
~ His Highness the Yuvaraja then declared the C :
open amidst cheers, | omlerenee
OPENING ADDRESS,
His Highness, the Yuv;u‘njn of Mysore, said -
It . 5 ' N ? < o —
e ng;s. me great pleasure to he here in your midst th;
vening. b ‘ 3 W
cven g IVe years ago you extended your mvitation to n "
S : (
addre ;you;confercnce. It was not a litfle disappointme nt: o
ave : N j
; een unable to meet you then, I'have been Jook; .
orward to the pleasure of meeting you aft it invitat
me this year. Believe me this pleas € 50 ity o tation v
; -asure 1s so greatly ¢
e s e greatly enhance
I welcome you have accorded to me and the - . _b)'
€ apprecia.

tive terms in which v red to
ou have refer i
108t heamile y to me, for which I thank

When [ accepted the invita ion to open c
) v' i 1tat; to o thiS onfe
was 1mpelled mainly by two rea sons.  One was the ])cn)\ Ueﬂhc'c '
p y by ‘e which,

.
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as an Indian, I feel for our national culture and fine arts. The
other was my hearty sympathy for organized efforts, like those of
the Music Academy of Madras, for the development of Indian
music and the encouragement of musical taste.

It is a great pleasure to me that the Indian Fine Arts Society,
instead of holding a Conference of its own, is co-operating with
the Music Academy in the conduct of this Conference and I hope
it is a presage for greater unity bringing about the happiest
results. May I say how deeply I am interested in the objects of
your conference and how greatly 1 appreciate the privilege of
addressing the distinguished savants and artistes of music, repre-
senting the musical lore, culture and refinement of this great
Southern Presidency gathered here this evening? It isto me a
source of great pleasure to sce that your Province and Mysore
are so closely knit together by that tie of musical affinity. It
needs no more cloquent proof than the fact that one of our
foremost Vidvans, Sangita Sastra Ratna Vasudevachar and not a
few of other distinguished exponents of music in our State earned
their laurels in Madras and that one other talented Musician in
the State, GiyakaSikhamani Muthiah Bhaghavathar, hails from
Madras.  South India may justly lay claim to the unique credit
for having preserved for centaries past the purity of the great
Sastraic traditions of ancient Hindu Music; and this in itself, |
think, is a great contribution to the art.

THE TrrEk TEST OF GOOD MUSIC,

I have not myself made any approach toa scientific study
of music; like all music lovers, 1 can find consolation in the
thought that “an instant of true appreciation is worth an age of
learning”.,  We have all doubtless at various times ceme under
the spell of great music, and have often had the experience of
ulosing our own troubled selves in a large whole and emerging

strengthed.”

It may not speak much for my critical acumen, but I confess
that my first test of good music is enjoyment.  One often sees
elements of beauty and can find a measure of gratification in
some of its humblest specimens.  Every one, 1 suppose, has his
own personal standard and preferences in the matter of art and
its presentation. But some are much too critical and difficult to
please, and thereby shut themselves off from sources of genuine

pleasure and satisfaction.
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That reminds me to say that music is not and cannot
remain the monopoly of the learned and the critical. The expert
after all exists mainly to minister to the inexpert. And art can
have no claim to general estimation and support unless it comes
down to the feelings and understandings of the multitude.

If music is not the monopoly of the expert, neither is it
simply the purveyor of amusement and distraction for the rich
and the fashionable. On the contrary, it has an important part
to play in the intellectual and emotional life of normal human
begins in all walks of life. And fortunately it is of all delights

the one least spoilt by incompetence. Music certainly ought to
be cultivated in every home in the land.

A GoOoD AUGURY.

It is gratifying to see evidence on all sides of a growing
appreciation of the importance of musical knowledge and of
cultivated taste for the young and the old, the poor as well as the
rich. The spread of musical education and the interest which it
arouses and encourages is, indeed, of good augury. In some of
the public schools and universities, music has been made an
optional subject of study.  Much more, of course, will have to be
done before it can be suid to occupy its righttul place
liberal studies. A good deal lies also in
sional teachers of music, who

among
the hands of the profes-

are often clever musicians but not
always, perhaps, men of fine sensibilities or wide cultural

interests. There are, of course, outstanding exeeptions.,
The patronage of music has in these dy
extent, from the noble and well-to-do 1o
“Everyman” is in fact slowly but surely coming into his own.
This man naturally reacted to some extent on the character of
entertainments, which tend to be lengthy, over-full of items, and
congested with the din of tco many accompaniments, Plubhc
perf.ormances‘ tf?n’d to become spectacular displays instead of well-
designed c'xhx.bmons .of high art. It is here that, as I beljeve,
the enthusiastic but discriminating amateyr Can exert a decided
influence with a view both to raise the level of popular taste and
to encourage a higher type of performance.
If 1 touch here, for a moment, on {he

musician, it is not without some trepidation
the first aim of the entert .

and, if possible, to elevat

ys shifted, to a large
the people at large.

part of the expert
. But 1 do feel that
amer must be to entertain, 1o delight,
€ the feelings of his audience, and not
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so much to show off his skill in the manipulation of his mstru‘-
ment or in the evolution of complicated and unexpected combi-
nations and rhythms. It is not always ple'aszmt to watcb t}};e
grimaces and contortions of some gncrgetxc performer in_his
effort to bring forth the forms struggling f(?r outwarc} CXprCS)SIOI‘].
Often the result is an overpowering tecbmque evoking a certain
amount of startled admiration, but noth:pg more. It says ml‘JChf
for women singers, that, apart from their natural ac'ivantageé o
feature, and voice, they abstain as a rul.e from ungmply g.e.sture
and strained attitudes, and so add materially to the enjoyability of
their performance.

TRAINING OF THE HUaaN VOICE.

The human voice remains potentially the most cxvpressive f)f
all musical instruments,  More attention should cert.amly be pzfld
to its cultivation especially in our schools of m.us:c. The aim
should be to attain an easy modulation of the voice, the ’prOper
control of the breath, the avoidance of pronounced nasality ;t‘nd
the command of a full and resonant quality of ‘ Fo.nc. ’lh.e
European voice strikes the Indian ear as rzl'thcr artificial and is
not melodic, and aims at the musical cxprcss_lon of natur,?] moods
and sounds to which the voice should be trained and adjusted to
correspond.

HarMONY IN INDIAN MUSIC.

Each nation has developed a distinctive. type (?f music
according to its own genius and tradition. Indxfm n.ms1c 1.1;‘15, as
its chief qualitics, beauty, rhythm :md. tenderness, It 1s .not
passionate and energetic, but cal‘mly cimotional and contcmplatxv'c.
Most persons are agreed that .il 1$ ‘not ;.)os.sml.c to engraft West‘cl.n
novelties on it without impairing II{S dlstm‘Ctlve character. ‘ ’l}"llS
does not mean, of course, that Indian musm has reached a f.mallty
of development, or that its presentation b?r cxponents 1s not
capable of material improvement. ‘ Dr. Arnu.d Bxl\cl ’w‘holls nm’\;
engaged in iimportant researches 1n Indm.n musuf,' )fis((l)?iervejt
that though unity is the keyngtc of Indian mimc‘ dtl. '1 mtul:
develop on its own lines, yet 1t ca'nno't a]togulh&r c;f(i:dpc Ici
influence of Western music, with wh\ch’ ithas a baslg a : ndlty.t'
is pulsating with new life to-day. 1 l?elxevc that (tlhe‘ 1r.ml§) Iuc11.0n
of the effect of harmony cannot but improve an c-n‘rlc ndian
music and relieve the monotony of the tgne%. In th-:s connec.tvnon,
I wish to draw attention to Dr. Pandian’s efforts to give a
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Western harmonic background to Indian melodies and to obtain
from a judicious use of harmony a better appreciation of their
beauty by the Westerners. The result has also been, we see,
received with due appreciation by a number of Indian musicians
with modern and more liberal views about music as a fine art.

Vaigika Pravina Mr, V. Venkatagiriappa, one of cur Palace
musicians, has shown the possibility of harmonising Indian
music with the aid of notation. Orchestrization through a skilful
combination of the instruments gives the most pleasing effect to
the beauty of Indian melodies.

There is just another aspect to which 1 wish to refer,
Music 1s after all the expression of our emotions and feelings
through the pleasing medium of musical notes. The fact that our
great composers have been devotees has perhaps led to the pre-
dominance of Bhaklirasa m our music.  The need for expressing
other ‘rasas’ deserves greater attention. Much of our music 15
stereotyped.  The saine sct pieces are too often repeated in the
programmes, though fortunately the mdividuality  of the singer
and lis distinetive style and interpretation often contribute to-
wards variely and elfectiveness. At the same time we should, 1
think, do everything to encourage new productions in new styles.
Composers should be invited to render their picces for the first
time at public festivals and musical conferences like the present.
The themes of the songs might also be more varied, human and
real.  \We have enough compositions on the qualities of the
Deity, and praises of Gods and Goddesses, with

occasional
descents to the erotic or the commonplace.

It would be 4 relief
to have songs woven round natural scenery, the wild life of the
forest, the grandcur of the waterfall, scenes of rustic beauty,
children at play, lambs gambolling and so on.  Why not take as
subjects for song the pure love of country, true fricndships,
healthy rivalry in games, and even, for the matter of that, great
events m world history, and other topics that are likely to appeal
to the chastened emotions and the enlightened understanding ?

FoLk Soxgs.

There are numcrous folk songs in all languages of oyr
country, but I think, they are suffering gradual decay or neglect
Growing, as they did, untrammelled by the rules of music they
have a direct appeal to the masses.  Their music is the vojce of
the mystic like Kabir and Tukaram who sang for the people,
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combining rare musical beauty with the exccllence of the
meaning of words. As Dr. Arnold Bake points out, the Indian
folk songs make an irresistible universal appeal and carry a
message to the world in general through the equisite melody of
their songs, though the words may convey no meaning to those
unfamiliar with songs. Their decay, 1 think, would be a serious
loss to the country. I wish youwounld consider the effective steps
that may be taken for the prescrvation of the folk songs of the
Soutiv Indian languages.

While on this subject, I should like to urge the very great
value, to amateurs as well as to professionals, of learning t) read
music as they read books. It is true that the graces and modula-
tions of Indian music cannot be fally reproduced on paper; but
for a person with some aptitude and training, a full notation is a
great help.  And a system of universal notation adapted to our
national music will greatly help in the recording of new musical
compositions, and preserve to a large extent the integrity of the
original forms, It wiil assist students, particularly, in learning
musical pieces. Much could also be done in this direction through
permanent musical records, if wusicians of note were less self-
sufficient Living unto the day instead of for the further as well, and
if recording firms were more enlerprising. It is true, no doubt,
that the gramophone is trying to tamiliarise the people with some
of the best types of music. Its range is, however, limited, and it
is not every one who can afford the cost of a machine and a good
set of representative records.

ART OF DANCING,

1 am glad to note the efforts that are being made by zealous
exponents of Indian dancing to resuscitate this beautiful art from
the discredit into which wrong associations have brought it in
recent times.  Dancing as an art does not depend for its effect
on erotic alliances or monotonous repetitions, but on natural
grace of movement, aided by artistic poses and rhythmic varia-
tions. Terpsichorcan music ought to cccupy as respectable and
even distinguished a place in India as it does in the countries of
the West,

We are living in the days of the radio, which has brought
about revoluntary changes. Apart from the possibility of intro-
ducing cheap wireless sets for individual use, the radio has
already made itself {elt as an effective agency for the dissemina-



8 THE JOURNAL OF THE MUSIC ACADEMY

tion of music of varying styles and qualities. Broadcasls can do
much to educate popular taste, provided sclections are made
with discriminalion and from a wide range of choice. They
have the great advantage of serving large numbers of people at
one time and instead of occasional doses of music we have now
over the air light, short and casily assimilable does in the ease
and comfort of our homes,

But when all is said, there is nothing to equal the pleasure
of listening face to face, to the performance of a master-artist,
and losing oneself in the effortless out-pourings of creative
harmony. Unequalled opportumities for such pleasure can be
made available by a Conference like this at which we are assem-
bled; and I offer my congratulations to the participants therein
in anticipation of their coming good fortune.

WORK OF THE ACADEMY.

Lwish also to testify to the good work that the Music
Academy of Madras is doing, not only in this dircction, but in
its efforts to purify South Indian Music of excrescences, and to
promote the heaithy development of musical art and science.
The Academy shows signs of a vigorous growth all these ten
years. [ have no doubt that in the fulness of time it will firmly
take deep roots in the affection and goodwill of the people.  The
establishment of the College of Music and the Schools, competi-
tions in music, cfforts at resuscitation of the Indian dance, publi-
cation of the journal and rare works on the musical art, and the
assistance given to your Radio Stations in broadcasting music,
are all a record ot highly useful work, 1 must he:

artily congratu-
late the Academy on the success which has attended its efforts
b 4

and on s good fortune in possessing 2 President like Rao
Bahadur K. V. Krishnaswami Aiyar who is a tireless and resource-
ful worker in the causc of music, and other enthusiastic persons
serving on the Governing Body of the Academy,

May I say a word of admiration for the high duties you have
set for yourself? An Academy like yours i cmincntlylﬁtted to
set up high standards of art and devise effectively means of
ataining the ends you have in view, No one l;as the ;am
advanlage as your Academy forﬁghung against detertoration ;
the lowering of standards, aeling as 1, sovereign org, an
opinion, to give high tone o art, and be the centye Of“m 0{
snformation, judgment, and taste in qi malley pcrl(u'm’n:’ol'; cxcl
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I have no doubt that by dint of patient and persevering efforts,
you will carve out a high place in the world of Indian music, to
which your high purposes entitle you.

I wish to thank you once more for having given me an
opportunity to be present among you to-day and for your senti«
ments of high regard and affection to His Highness the Maha-
raja and our Royal House of Mysore, which I appreciate very
much. I shall be very glad to convey your sentiments to His
Highness the Maharaja.

I wish your Conference all success.

The President-clect of the Conference, Sangita Ratnikara
Vidvan Ariyakkudi Ramanuja Aiyangar, was then formally pro-
posed and elected to the chair,

THE PRESIDENTIAL ADDRESS OF SANGITA
RATNAKARA ARIYAKKUDI RAMANUJA AIYANGAR.

Mr. Ramanuja Aiyangar then delivered his presidential
address in Tamil of which the following is a translation.

Music was a divine gift that God in His manifestation as
Ndda Brahmam gave {o the world.  Forages, the divine art had
been practised and professed by successive generations of musi-
cians and lovers of the art and science and to this day music
had maintained its continuous stream of progress. To learn
the art, practise 1t correctly and gain real proficiency in it, it
was essential for one to get divine grace and be instructed by a
true master of the art. 1t was alimost impossible to learn the art
and the science by being sclf-taught,

Usk oF THE TAMBURA FOR SRUTIL,

Music to-cay had taken on new aspects and expressions,
There were ilso nuinerous departures from the original practices
and principles which were not all wholesome. Of the instru-
ments of Srull, therc was none to excel the Tambiira and yet
there were a number of musicians who did not use that instru-
ment for Srufi. There were others who used it but failed to
tune it up, if in the middle of the performance the strings relaxed,
The harmonium as a drone had many defects, for instance,
variation in the volume of sound between the blowing.-in and
blowing-out of the bellows of the harmonium was a source of
inconvenience to the musician. Other defects too could be

2
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noticed by comparing the sound of the harmonium with that
of the Tambira.

TRADITIONAL SvArRAM SINGING.

The practice of eking out the singing of kalpandsraram in
the course of rendering Kritis, with snatches of rdga was a
heterodox method of rendering szarams. It was regretiable that
very few of the musicians to-day followed the traditional
method. This was mainly due to a desire to cater to the taste
of the audience. Trying to satisfy the audience was not wrong,
but he suggested, it was quite possible to please the hearers
without transgressing the bounds of tradition.  Another
common feature of present-day musical performances was for
the musician to follow the jati of the mrdangam in singing the
svara—a practice not at all known to the traditional school. The
masters always insisted on these betng rendered in consonance
with traditional practice, experience and the picces of the great
composers.,

SAHITYA.

Knowledge of the sahitya was essential for the success of
musical rendering of any given picce. Otherwise it would be a
soulless performance. A knowledge of the language of the piece
would enable the singer to enter into the spirit of it. Having
regard to the pieces popular in South India some knowledge of
Telugu and Sanskrit was nceessary for all musicians.

SINGING OF “MISCELLANEOUS PIECES.”
In ancient days it was not common for musicians to sing

“miscellaneous picces” after paliavi. It wasa modern INNova-
tion. He had a feeling that it would be consistent

with the
spirit of tradition if musicians sing pieces from Gita Govinda,

Taranga, Ksetrajiia, Rima Ndtaka of Arunachala Kavi, Nanda-
ndr Caritram, Muthu Tandavar Padam, Vedunayakam Pillai’s
compositions, Kavi Kunjara Bharati’s picces, T iruvdcakam,
Tevaram, Prabhandam, Arutpd, or Pattinatharor Thayumanavar.
There was wide field of choice here and clsewhere, It was
a pity that these compositions were not as popular to-day as
they should be. It was the duty of musicians to keep these
current. The late Vinai Dhanammal, was one of those musicians
who consistently adhered to the practice of rendering
least of these pieces in her performances.

fact that Vinai Dhanammal retained her gre

some at
It was a welj known

atness and popularity
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to the last day without in any degree deviating from ancient
traditions in the selection or rendering of her songs.

The compositions of Sri Subrahmanya Bharati provided a
rich source for the musician to add {o his repertoire from. There
were many poems of Bharati which were rich in Bhakti and
other Kasas and by singing them musicians would not only be
rendering good music but also performing their' duty to the
country by popularising the songs of that great national poet.

DUTY OF MUSICIANS.

Since the inception of the Conference, a.t its vario_us am-xual
sessions, discussions had proceeded on c}lffcrent rdgas, raga.-
laksanas and other matters of interest and 1mportanc§ to musi-
cia;xs.and music. DBroadcasting the results, he said, would
accelerate the progress of music considerably and one (.)f'the
means of spreading the knowledge wou.ld be. for all musicians
and lovers of music to participate in the discussions. '}‘he present
session would devote attention mostly to cur.rcint rdgas a'nd _he
hoped therefore that a large number of musicians and vidvans
would participate in  the discuswons.- It was the duty of all
musicians 1o co-operate and help in th_c success 9f t.he
confercnce organised by the Academy which had for its aim
the promotion of the welfare 9f musicians and the. advance
of music. Such an organisation played a very important
part in bringing together musicians, who, it was notorious, could
rarely pull together for a common purpose. HL hoped that the
good work that Messrs KV Krishnnsw;.mn Arf;‘xr, T. V. Subba
Rao, T. L, Venkatarama Aiyar, E. Krl.shna Alyar and olhe'rs
connected with the Academy were rendering to the cause of music
and musicians would bear full fruit with the co-operation of all
musicians.

In conclusion, Mr. Ramanuja Aiyangar wished the confer-
ence a successful session.,

VOTE OF THANKS.
MR. SATYAMURTL'S SPEECH.

Mr. S. Satyamurti, proposing a vote of thanks' to His
Highness, said that His Highness touched a deep. chord in every
Indian heart when he said that he participated ‘m the funct.xon
because as an Indian he felt interested in the renaissance of Indian
culture. The Madras Music Academy was born at th.e
session of the Indian National Congress in Madras in 1927 and it
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was gratifying that it had lived twelve years. With the blessings
of His Higness, Mr. Satyamurti was sure it would live for at least
twelve decades more.  The foremost object of the Academy was
to give and secure for musicians an honoured place in society
which was their due.  The interest that High Highness and his
distinguished brother, the Maharaja of Mysore, took in music and
especially in the revival of Carnatic music, was quite well known-
The Maharaja of Mysore was “a Prince among musicians and a
musician among Princes” and a great patron of the art. Mr.
Satyamurti prayed that God would bless His Highness with long
life in order that Carnatic music and South Indian music misht
get more and more encouragement.  The work of the Academy
should be appreciated by cultured patrens like His Highness,
the Yuvaraja and the Maharaja.  They were all anxious that
South Indian Music should play its part in producing a synthesis
of Indian music and that Indian music should find a place in the
music of the world,  He was anxious—his ambitions were, he
confessed, unlimited—that the whole worid should enjoy and
benefit by South Indian mmsic.  He had no doubt that the work
of the Music Academy would go far in achicving that objective,
His Highness had referred to the proximity of Madras and
Mysore and the geographical and cultural affinity,  Mr, Sitvae
murti would add that Madras and Mysore were ¢qo-duyy ncxt'to
each other musically”.  This, he hoped, would usher ;11

a4 new
era of happy co-operation.  The pluticrm, he knew. wus i0o
sacred for politics and he would therefore not treneh inte politics

on the occasion.  But, if he might do so, he would Lk to sav
that whether Federation should or should not come Madras
could rely on His Highness cnd the Royal Fawilv of .\'h'
produce a Federation of good music and gno(‘l mllsiéi:ms of
India.  And it might be that because of the musical
synthesis, which they could rely on His Highness ang the R;;\.;l
Family of Mysore to help produce, c¢ven Federation might -l‘;c
made acceptable to Indians. He was very happy n
tender to His Highness, on behalf of the Acader
citizens of Madras, profound and hearticlt th
pation in the function and patronage of the

sore to

indeed to
ademy and the
anks for his partici-
: Academy,

The opening function came to z cluse with
Io_rmance. Srimati  Vasantakokilam and Srimati  Vusyndhara
with accompaniments, gave a short programme of v .tiun 13‘_ ’
(Carnatic and Hindustuni respectively), oeal music

4 music per-
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THE SECOND DAY.
24—12—-1938.

The proceedings of the conference began with Vidvan

Ariyakkudi Ramanuja Aiyangar in the Chair,
CONDOLENCE RESOLUTION.

The following resolution was passed, the cxperts standing:—

This conference places on record 1s profound regret at the
sad demise of Chidambara Bigavathar, Vinai Dhanam, Vinai
Subbanna, Kotisvara Aiyar, Nataraja Sundaram Pillai, Flute
Gopalier and Chidambaram Vaidyanatha Pillai,

DISCUSSION OF RAGALAKSHANAS.
NaT1a.

Then the laksana of Nita was taken up for consideration.

Nita Riga was sung by Tiger Varadachariyar, Muthiah
Bhagavatar, Valadi Krishnier, Semmangudi Srinivasier, Prof.
P. Sambamurti and Ariyakkudi Ramanuja Aiyangar.

Muthia Bhagavathar: The Arohanam is Sa ri ga ma pa dha
Ni Sa and Avarohanam is Sa ni pa ma ri Sa,  There is some
difference of opinion about the admissibility of the prayoga «ma
Sa ma.”

Semmangudi Narayanaswami Aiyar sang a Varnam in
Nita “Sarasi ”

Valadi Krishnier sang “Jagadinanda.”

Sabhesicr was of opinion that in practice it was only Pa Ni
Sa, and not Pa dha ni Sa.

Ariyakkudi Ramanuja Adiyangar sang the gita ““Govinda,”
with ¢Sa ga ma pa Ni Sa.”

Muthia Bhagavathar sang the “gita” “Jaya Jaya” with «Sa
ri ga ma pa dha Ni Sa.”

Vasudevachariyar's opinion was Sa ri ga ma pa dha Ni Sa
and Sa ri pa ma ri Sa.

T. L. Venkaiarama Aiyar stated that in «“Svamindtha,” Sa ri
ga ma pa dha ni Su was uscd.

Tiger Varadachariyar was for “Sa ri ga ma pa dha Ni Sa” in
Arohanam,

Semmangudi Srintvasa Aiyar agreed with this.
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Musiri Subralimanya diyar suggusted that Sa ga ma pa Ni
Sa is the normal arohagam and Ri ga ma and Pa dha Ni are
apiirva saficiras.

Gopalakrishna Adiyar said that ‘Sa ri ga ma pa dha Ni Sa’
was the Arohanam,

Ariyakkudi Ramanuja Aiyangar stated that while Sa ri ga ma
pa dha Ni Sa was admissible, in practice Sa ri ga ma, and pa dha
Ni Sa were rare. So it is better to regard Sa ga ma pa Ni Sa as
normal, while sa ri ga ma pa dha Ni Sa can be held to be admis-
sible.

There was agreement about the avarohanam that it is «Sa nj
pa mari Sa.” In the drohanam the following Vidvins were for
“Sa ri ga ma pa dha Ni Sa”’—Mutthiauh Bhagavatar, Tiger Vara-
dhachariyar, Semmangudi Narayanaswami Aiyar, Valad) Krishnier,
Fiddle Gopalakrishna Aiyar, Vasudevachariyar, T. V. Subba Rao
and T. L. Venkatarama Aiyar.

The following Vidvins were for having #Sa ga ma pa Ni Sa”
as arohanam, and for having *‘Sa 11 ga ma pa dha ni Sa” also as
occasionally occurring: Ariyakkudi Ramanuja Aiyangar, Sabhesier,
Musiri Subrahmanya Atyar, Semmangudi  Srvinivasier, Samba-
murti Aiyar, Lakshmana Piilai, Sundaram Aiyar, Subrahmanya
Aiyar,

THE THIRD DAY.
25121938,
Ndata Continned.

Discussion on the Laksapa and Laksya of the Riga «Naty”
was resumed.

My. P. S. Sundaram Aiyar read the $lokas in Caturdandi
Prakadikd relating to the Rigaand pointed out that the Riga \;:;;5
characterised in that work as a Bhdsanga. This, he added, was
a fact which had to be noted and accounted for,

Mr. Umayalpuram Venkatarama diyar said that the Ragas
which had their origin tn North India  were styled bhdsdngas
and that it was only in that scnse that “Naty” had bt_:cn S0
characterised. .It could, therefore, now, be properly regarded
only as an Updnaga.

Mr. T. L. Venkalarama Aiyar suggested that before
Venkatamakhi forinulated the seventy-two melakartds there was
reason to classify “Nata” as a bkasanga, because both the
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gandhdras and nigddas occurred in it. But in his own scheme,
that author classed it as a Riganga and treated it as the 35th
Mela. It thercafter ceased fo be regarded as a bhdsdniga.

Mr. B. Subrahmanya Sasiri agreed with this view and added
that the Raga must be clussed in consonance with Venkata-
makhin’s classification which excluded 1t trom the list of
bhasatigas, though there had been a departure at the present day
from that classification to the extent that the Raga was regarded
as an Updnga. '

Discussicn on the drohanakrama of the Riga was then
resumed.

Mr. I\’ujummzz‘&kam Pillai said thatsa ga ma pa m sa should
be adopted as the proper krama, the reason being  that this
saficira would be easy for the beginners to learn and would also
be pleasing to the car.

Mr. Umayalpuram Venkatarama divar saud that he favouwred
the adoption of sa ri ga ma pa dha nisa for the daroliana of the
Riaga. He added that the Sangraha Cadamani supported his
view, and sang the compasition “Ni bhajana” in support of his
contention,

Mr. P. Saukarayya Sasiri sang 2 GHa of Gurumartl  Sastri,
which favoured the saficira, sa r ga ma pa dha ni sa,

After some further discussion, the meeting adjourned to meet
next day.

THE FOURTH DAY,
26121938,
Nafa Conlinned.

The President took the chasr,

Further discussion on the laksana of Niita was resumed.

The following proposition was moved by T, V., Subba Rao.

The irchanam is ‘Sa ri ga ma pa dha Ni 82’ and «Sa ni pa
ma ri Sa” s the avarchanam,

This was seconded by Semmangudi Srinivasa Aiyar.

Muthia Bhagavathar sang ©Govinda” with “Sa 71 ga ma”
and supported T. V. Subba Rao,

There was a body of opinion of that Sa ri ga ma and Pa dha
Ni Sa are sparingly used in actual practice.
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Vasudevachariyar said it should be Sa ri ga ma pa dha Ni Sa
and Sa ni pa ma ri Sa, and sang a few Tinas.

The conference decided that Nita was a Janya of 36th
Mela and its drohanam 1s Sa ri ga ma pa dha Ni Sa and
avarohanam is Sa ni pa ma ri Sa.

Though Prayogas like Sa ga, Sa ma, and Pa Ni are largely
used, Sa ri ga ma, and pa dha ni Sa should occur to show the
Sampirna Bhiva of the raga.

ASAVERI,

driyakkudi Ramanuja diyangdar sang “ Saranam Saranam
Raghurdma” and sang the raga.

Aro. Sa ri ma pa dha Sa.

Ava. Sa ni Sa pa dha ma pa ma ri ga 1 Sa.

Muthiah Bhagavathar sang “Lekhana” and said that the
avarohanam was Sa ni dha pa ma ga ri Sa,

Vasudevacharivar said that some persons said it was a Janya
of Ratnangl but he was of opinion that it was a Janya of Todi,
He was for Sa nit Sa pa dha ma pa gari Sa.

Sabheshier said that in Ri ma pa Catudsruti Risabha occurred,

Prof. Sambamurii sasid that the avarchanam was Sa ri ga
pa dha ma pa ri ga i Sa.

T. L. Venkatarama diyar stated that the Avarohanam is Sa
ni dha pa ma ga ri Sa, and quoted Sampradiyapradarsini and
sang “Candram Bhaja” and “Kumdrasvdminam,”

Muthia Bhagavathar said thut Sa ni Sa pa dha ma pa ma i
ga ri Sa, Ri ga ri Sq, are prayogas; and the avarchanam is Sa ni
dha pa ma ga ri.  Catusiruti Risabha occurs in “Rj ma pa” in
the madhyama Sthiyl; but “Ri ma’ in the Tira Sthavi should be
«Suddha Risabha.”

Musiri Subrahmanya Jdiyar was for adopting «Sa ni dha pa
ma ga ri Sa.”’

i"asudevachariyar was for Sani Sa pa dha pa ma ga ri Sa,
Prof. Sambamurti, Mr. Lakshmana Pillai and Sabhesier agreed
with this view.

T. V. Subba Rao suggusted Sa ni Sa pa dha ni dha pa
Sa ri Sa, with a note that Sa ni dha pa was admissible,

ma

Subrahmanya Sastri was for Sani dha pa dha Sa rj Sa
Sundaram Atyar was for Sa ni ma pa dha ri ga rj S
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The conference decided that it was a Janya of the 8th Mela,
and its irohanam is Sa ri ma pa dha Sa; and its avarohanam is
Sa ni dha pa ma ga ri Sa; that the following are the characteristic
prayogas Sa ni Sa pa dha ma pa mari ga r1 Sa;

pa dha ma pa ri ga ri Sa;
Sa ni pa dha ni dha pa dha ma pa ma gari
ma ri ga ri Sa.

Ri ga ri sa are characteristic Vasesa Prayogas. Catuséruti
Risabha occurs in Ri ma pa ni madhayama sthiyil and it is a
Bhisanga,

THE FIFTH DAY.
27--12--1938,
Bhasravi

The proceedings began with the President in the Chair.

Bhaivavi raiga was taken up for consideration. The discus.-
sion was as to the admissibility of Catudéruti Dhaivata, P, S,
Sundaram Aivar wanied to have the meaning  of ‘Bhasanga’
cleared,  The president ruled that the discussion of the meaning
of the word “Bhasinga” was not relevant,

K. Vasudeva Sastri said that for understanding the face of the
raga, we must know will the ‘Marcchanas.”  Their importance
is recognised in the ancient works, and in the Caturdandi~
prakadikd. There ar¢  seven mircchands in a M.e.la.
The main mircchand for Bhairavl is to commence from
Dhuvata, and end in the Paficama. There is another
miurcchani with Ri as the starting svara, and ending with Sa.

P. S. Rrishnaswami diyar stated that the use of «Catuééruti
Dhaivata’ cannot be exactly defined and limited. [t must
be learnt only by practice. He sang «Viribhoni’ and said that
in “Nj dha N1” Catuséruti Dhaivata was used by some.

L. Muthial Blhagavathar said that he was not for defining
the exact prayogas in which the two Dhaivatas occurred.

Musiri Subrahmanya diyar was for rctaining the decision
alrcady come to, and permit Catussruti Dhaivata only in the
Prayoga Dha Ni Sa, and thal in other prayogas only Suddha
Dhaivata should occur,

Semmangudi Srinivasicr agreed with this view,

Jalatharangam Ramanayya Chetty was of the same opinion,

3
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Lakshmana Pillai was of the same opinion, but he said that
in “Ni dha Ni” both the Dhaivatas occur.

Syama Sastri slated that the simple rule ought to be that in
avarchanam alone “Suddha Dhaivata’ should be used.

T. K. Jayarama Adiyar stated when Nisada is emphasised
the Dhaivata will be Catuééruti; and when the Nisada’ is
short, the Dbaivata will be Sudda.

M. S. Ramaswami Adiyar, said that in archa in Dhaivata it
1s Catudsruti, in avaroha it is Suddha Dhaivata.

Vasudevachariar agreed with the view of T. K. Jayarama
Aiyar.

Umayalpuram Venkataramicr and Rughaza diyangar agreed
with the above.

ni Sa Sa it is Catussruti; otherwise it is Suddha.,

T. 1. Subba Rao agreed with this addition that in « Ni dha
ma” Catussruti was also permissible,

The conference was opinion that in arohanam Catuésruti
Dhaivata occurred when the Saficira was Dha ni S4, when the
Sa’ 1s long, and in all othcr Saficiras, and in avarchanam,
Suddha Dhaivatha occurred,

Discussion of other aspects of Riga Bhairavi was

adjourned
to the next day.

PAPER ON HARIKATIHA.

Srimafi C. Saraswati Bai then

read a  paper on
«Kilaksepams.”

THE SINTH DAY,
281238,
A NEwW VINA CALLED Visvavina,

Mr. Hulugur Krishnachar gave a demonstration o
invention of his of a Vini called the Vidy
stringed instruments in one,

{a new
a Vind which was many
He explained his invention thus:—
The present one which I have invented s not
instrument of u perticular sort but it is 3 combination
scientific instruments, ancient and modern,
me to suil demonstration purposes in g |

as well as for practical performance b

any single
of many
It 1s deviced by
aboratory by a scientist
¥ professional musicians,
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The shape and the size of the instrument are of the usual type 1n
our country. In quick succession, without the need of elaborate
adjustments, the instrument can be used (o demon_strate Dhruva
and Cala Vinds (mentioned in the Sangita Ratnaka_ra?, Gotu-
Vadyam, Sarasvati Vind of the Deccan: f{udra Vm'a ot _the
north, Citrd, Vipaficl, NisSanka Vind and -Fambura..
It furnishes all kinds of instruments on the basis of a
scientific classification, ziz. stringed instruments for the purpose
of theoretic demonstration and those meant for the practice of art.
These latter have sympathetic strings and strings to keep time.
Of these both the fretted and the uniretted variety could be
demonstrated. Each of them could either be played with the
plectrum or by the bow.

Another aspect of this instrument deserves to be noticed.
How all stringed instruments whether ancient or modern
are capable of being tuned to the $uddha, madhya, Acyuta rdja-
Mela and Raghunatha Bhipa-Mecla; but never has any instru-
ment been invented which can serve the purpose of so many
different kinds of instruments in one. All these needs could be
met by very simple adjustments.

I have named the instrument as the fFAafmM—“ Universal
Lute.” The tuning, fretting and playing of the various incorpo-
rated instruments have been named, after the ancient manner,

= N o~
mﬁiﬁa after the glorious name of H. H. WU eyl

A€, G. C. S. 1., G. B. E,, Maharaja of Mysore, who is well
kno“jn to the world as a great patron of Oriental arts and
sciences, Thus the instrument is A with FOITSEHE.,

The Academy thanked Mr. Krishnachar for his demonstra-
tion, expressing the hope that the practicability of such an instru-
ment would be demonstrated by future use of that instrument.

ORCHESTRAL DEMONSTRATION.

Mr. Venkatagiriyappa and his party then gave their orchestral
demonstration. A piano, a violin, several vinds and a tal?ela
were (he insiruments used. The following gentlemen comprised
the party: Messrs V. Narasinga Rao, Venka.tanara_yan? Rao,
S. Sundara Rao, V. Venkatasubba Rao, V. Doraiswami Aiyangar
and Seshappa.
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Songs by Messrs, L. Muthiah Bhagavathar, Vasudevachar
and by Mr. Venkatagirivappa himself were the main pieces
flemonstrated. §ri Tydgaraja’s «Vipatd Sula” was also
included.

% £ 7 vt . $
| Mr. Venkatagiriyappa prefaced the demonstration by a specch
in which he stressed the utility of statf notation and the possibility
of introducing harmony in Carnatic music.

Appreciative speeches regarding the demonstration were
made by Messrs. Vasudevachar and Muthiah Bhagavathar.

THE SEVENTH DAY.
29—12—-1938,

The proceedings of the conference began with the President
in the chair. Pandit S. Subralmanya  Saslri stated  that
“Bhasinga” has been used in current practice n the sense of
a Riga taking «Svaras” other than those pertaining to the mela in
which it is «Janya.”  That may be adopted unless a contrary
meaning is clearly established.

> QS . et R

P, b Sumlmfim Aivar prl‘i_’_md the meaning of ‘Bhasinga
as used in the ancient texts of Sarfigadera, Govinda Diksita and
Venkatamakhin.

RITIGATLA,

Then “Ritigaula” was taken up for discussion.

Piratla Sankarayya Sastri sang “ cherara ™ with “dha pa ma
ga ri Sa” and *ma dha Ni Sa.”

1cle TS Pr— NP
, The president sang “Sadguru” of Ramnad  Srinivisa
Aiyangar.

The above kirtanashowed “Sari ga ma” «“Pa Ni dha ma”

“ma ni dha ni Sa”, “Sa ni pa ni Sa” in the Mudhvamasth iy
. : - . Slatdiyamasthavi

«Sa ni dha ni pa ma”, “Sa ni pa ma ga’” and “pa dha ng dii ,
-~ = N 4 nt K

ma’’ (the sancara). '

Piratia San ya S o

iratla Sankarayya Saslri sang “Kanikaramuleda’’

of Muthialpet Thyagayyier. akirtana

S ) It showed “ma dha ni Sa.”
yama Sastri sang “Janani Ninuvina” i
S Y «p ) ,,%' J . vina , 11. sh()wedunm dha ni
a’’ and “Pa dha ni Sa ni dha.
P. S. Krishnaswami Ai
. D mwar sang NS , v .o
. ted ont ©S: y g the Varna Vanajiksi and
pointed ont “Sa ma pa dha pa ma ga ri Sa” and «Su ni dhe :
dha Ni,” and “ni dha dha Ni.” >t dha Ni pa

He showed also a Prayoga “Sa ni dha N pa dha ni dha ma.”
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Prof. Sambamurii:

Aro. Sa ga ri ga ma Ni dha ma Ni Ni Sa.

Ava., Sa ni dha maga ma pa ma ga ri Sa.
Sabhesicr.

Aro. Sa gari ga ma Ni dha Ni Sa.

Ava. Sa ni dha ma ga ma pa ma ga ri Sa.

T. V. Subba Rao.

Aro. Sa gar gama Ni Ni Sa would be :ippropriate and the
other saficaras must be noted as Prayogas. “Ga ga” should be
Suddha and not «Salaga." As for the mela, 22nd would be the
most appropriate.

Sabliesicr,  Ariyakkudi Ramanuja Adiyangar, Muthial
Bhagavathar and Semmangudi Srinwasicr.

«Ni pa NiSa’ occurrs in the Mandrasthiyl. The Prayoga
«Pa dha ni Sa” should be discarded. .

‘The luksanam ought to be Sa ga ri ga ma Ni dha Ni Sa
and Sa ni dha ma ga ma pa ma g ri Sa,” and «Ma Ni Ni,” and
«Pa dha pa ma ga ri Sa”’ must be noted as Prayogas.

The mela of the Riga is 22,

P.S. Sundaram Jdivar referred to Venkatamakhin’s classifica -
tion “Nari Ritigaula” as the 20th mela, Mr. T. L. Venkatarama
Aiyar explained the Listorical evolution of the Riga and said
that it changed later.

p.S. Sundaram diyar referred {o Govinda Diksita des-
cribing “Ritiganla” as a Janya of $ri riga.  Suddha Dhaivata is
the older svara, and Catussruti Dhaivata was a later one,  So it is
a Janya of the 20th mela.

Syama Sastri was for sctting this down as a Janya of the 22nd
mela.

Subrahmanya Sastri was for adopting the 20nd mcla.

Anantha Krishna diyar was for 20th mela.

T. K. Jayarama Aiyar was for putting sang the raga in the
22nd mela. The Kirtanas of Diksitar were rendered in
«Non'-Ritigaula.”

T. L. Venkalarama Aiyar was for putting it under the 20th
mela.

The conference was of opinion was that it wasa Janya of the
22nd mela; that &uddha Dhaivata also occurs, that originally
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it was in the 20th mela but according to the current practice it is
the 22nd mela.

THE EIGHTH DAY.
30—12—1938.

During the unavoidable absence of Ariyakkudi Ramanuja
Aiyzmgar, it was proposced by T. V. Subba Rao and seconded by
E. Sunkaranarayana Aiyar that Gayakasikhamani L. Muthiah
Bhagavathar do take the chair. It was unanimously passed and
Muthiah Bhagavathar took the chair.

A point was raised about the meaning of “Bhasinga.”
Muthiah Bhagavathar stated that a discussion on the meaning of
“Bhisinga” according to the texts might be taken up on a
separate occasion and in a sinall committee of Vidvans learned in
Sanskrit; for the present they might proceed on the lines hitherto
adopted and take it to mcan Ragas where foreign notes also
occurred. This was agreed to.

ANANDA BHaIRAVL

Then Ananda Bhairavi was taken up for consideration,

Piratla Sankarayya Sastri sang « Minasa guruguha ” of
Diksitar and a song of Kuppier.

k4 . N 4 . .

T. L. Venkatarama Adiyar sang ¢“Minasa guruguha” and
“Kamalimba Samraksatu.”

Tiger Varadacariyar sang “Q jagadamba,”

) P.S. Krishnaswami divar sang a gita which was said to be in
Ananda Bhairavi and which had the Prayoga «Pa dha Ni Sa.”»
H_e also sang “minasa guruguha” with “Sa ni dha ni Su” and
Kikali Nisada,

N ] ; “nariveres’’ Q .

G. N. Balasubrahmanyan sang “marivere” of Syama Sastri.

) ba{t'ur Subramanva Aiyar sang “Nille Theliyaga”  of
Tyagaraja.

M. Rajagopalicr sang ““Ni mathi.”

) 1 S “I rnaciita’? : .

I.,a.kshmana vaIIat ' Song Krpasata”  with Cittasvara
containing “Pa ni dha Ni Sa.”

R o,

Mannargudi Krishnaniurthi diyar sang «Sadbhakthi.”

Bharatham Narayanaswami Aiyay sang a “Padavarnam,”
Muthiah Bhagavnthar sang a

o hag kirtana of Lakshmanga Pillaj
in Ananda Bliairavi “urukiyo man

ame.” He said that the song

presented a variety of prayogams. _ ptior
«Sa ga ri ga ma pa Sa” and “Sa ni dha pa ma ga ri Sa” as
avarohanam and “Pa dha pa,” and “pa dha ni” may be noted as

special Safiadras.
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He suggested the adoption of

Piratla Sankarayya Sasiri wanted on the authorily of

Thiruvoltiyur Thyagayyier “Sa ga ri ga ma pa dha pa Ni Sa” as
the arohanam. -

P.S. Krishnaswami Aiyar prelerred «Sa ga ri ga ma pa dha
pa pa Ni dha Ni Sa.”

Al this stage further discussion was adjourned to the next
day.

THE NINTH DAY.
21—12—1938.

The proceedings began with the President in the c‘}lair.

Aiyaswami Aiyar sing amanchidinamu” of Kscfmjni. '

Ariyakkudi Ramanuja Jdiyangar sang «Sadbhakti”  with
«Pa Ni Sa” and “Sa ni dha ni Sa.”

Tholadri Aiyangar sang «Vasudeva” \vi'th_ “Pa n.i Sa ri Sa ni
Sa,” with anthara Gangidhara and Kikali Nxsud'u.; with “Pa dha
ni Sa,” “Sari ga ma ga ri Sa” ‘The composition was one by
Vinamiamalai Mathadhipati.

Adiyaswami Adiyar sang «Indra”  of P"ur;mdarad;t? v.vith
Anthara gandhira; and with Prayogas «Pa Ni 8a,” and “Sa ri ga
ma.”

Lakshmana Pillai sang “LIEngutrai-ena.”

M. Sabbapathi Aiyar sang “Nirapiyam” with Kikali
Nisida; and with Pa Ni 8a, and ‘Sa ni dha ni Sa.’

Sabhesa Aiyar stated that «Sa ga ri ga ma pa 8a” include
«Pa dha pa” and “Sa ni Sa”; and that Sudda Dhaivata was
admissible in “Pa dha pa ma ga ri Sa”; and that Anthara
Gandhira and Kikali Nisida were not admissible.

There was a discussion as to whether “Pa dha ni” was

possible. Sabhesicr was of opinton that “Pa dha ni” was not

admissible.
After some discussion the full consideration of the Riga
was anjourned. '
At this stagel on the motion of Ariyakkudi Ramanuja

Aiyangar, Vidvan Sabhesa Aiyar took the chair,
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MODERN MUSIC.

Dr, Kuppuswami Aiyar gave a talk an “Modern Music from
a layman’s point of view.” He said that there was deterioration;
that many Vidvans discorded the Tambira Sasuti; that in
Nagasvara, Tambura is not appropriate, as Nigasvara is majestic
and dignified and drowned the tambiira, He suggested various
improvements.

PAPER oN RaGas AXD Rasas.
S. R. Kuppuswami of Hyderabad read a paper on “Ragas

and Rasas,”

THE LAST DAY.
1—1--1930.
Music AcapsMy COMPETITIONS,
Prize Distribulion.

Prizes and medals for the successtul candidates in the music
competitions conducted under the auspices of the Music Academy
were distributed in the moraing by Sic Alladi Krishnaswumi Aiyar
in the special pandalat s Woodlands,” Royapettah. Mr, Ariyakkudi
Ramanuja Aiyangar, President ot the Conference presided.

\ir. E. Krishna Aiyar, extending a welcome to Sie Alladi
Krishnaswami Aiyar, referred to the running of the Teachers
College of Indian Masic by the Academy and stated that all the
candidates passed out of that institution were employed. The
College was recogmsed by the Government st year, One
feature of the institution was the personal touch between the
teachers and the tanght.  ln the near future, with the helpor the
public, Mr. Krishna Aivar said, they hoped to make provision for
the teaching of instrumental music also.  So far as the Academy
was concerned, he said that its object was 6 restore Carnatic
music to its pristine glory. He also referred to the award of two
gold medals, onc on the name of Rajah St Annamalai Chettiyar
and another in the name of the Iate Vinu Dhanammal.

Sir Alladi Krishnaswami Aiyar then gave away the prizes to
the following successful competitors,

SUCCESSFUL COMPETITORS,

Teachers’ Certificate Examinuation in Indian Music held in
April (diploma): Mr. P. Balakrishoan (IT class), Mr. G.
Hariharan (11 class), and Srimati B, Indira (111 class).
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Certificate of Merit (in Vipa): Srimati R. Kamala and
Srimati S, Vidya,

Vinai Dhanammal Gold Medal (for proficiency in Vina):
Mr. K. P, Stvanandam,

Rajah Sir Annamalai Chettiyar Gold Medal (for vocal music):
Mr. P. Balakrishnan.

Vocal Music competitions conducted by the Academy: (for
Ladies) Srimati A. Susila, First Prize: Srimati M. K. Rajam,
Second Prize; (for Men): Mr. 8, Balasubrahmanyam,

Sir Alladi Krishnaswami Aiyar said that he deemed it a great
privilege to take part in the function. Music, he said, was
as ancient a< human nature itself. It was by the histrionic art
that man was able to capture the imagination of others.  Music
need not be ¢ the same type for all imes, There was as much
music in the recitation of the Vedas as in the songs sung by the
great Vidvans. One peculiarity of Indian culture and music, he
added, was there was no compartmentalisation in them. A
layman like himselt listening to Hindustani and Carnatic music,
would find that there wasa great similarity between them. There
was something characteristic of music all over India. Westerners
had as much to learn from Eastern music as in other depart-
ments of knowledge and culture, Prof. Radhakrishnan  preached
to the western world that Indian philosophy had much to contri-
bute to the solution of the problems of the West. Connoisseurs of
music and of art had to educate the people of the West in the
musical Literature of India.  Unless Western ears were entively
dead—he did not believe it was so—he wassure that music of the
East would be appreciated by them.

If they read the Dialogues of Plato or portions from
Aristotle, they would find that great sections of these were
devoted to musical art,  Plato’s conception of music was much
more universal than that of later writers.

STRENGTHEN THE MUSIC ACADEMY.

Stressing the need for further strengthening the Music
Academy, Sir Alladi Krishnaswami Aiyar appreciated the work of
Rao Bahadur K. V. Krishnaswami Aiyar. It was only through
institutions like the Music Academy that they could bring the art
into intimate touch with the people, while keeping to its higher
ideals.

4
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Alter wt-lcmmn;; Hhie paticpaion f women i the pcr(ur‘
m:mccs conducted by the Conterenes, Sie Allads Krishnaswanm
Alyar referred o tie use of hatmomum tor Srufe.  Musical
eXperts, he <aid, sheoukd discourage the use of thas wnstrument in
MUSIC and iaist upon the tse ot the “Tambuara’ tor Sruli purposes.
CFambura’ was much sene COTILIC L0 our mustc.

St Aedi Keishnaswane  Sivar alluded o the Teachers’
College of Music run by the Academy and said that he was very
slad that the Government had 1ecozmsed it. He said he looked
foraacd (o the time when there would be a craze unong artists
for recognition by academies. 1 they went 1o Londen, they
would know whitt i acadeiny of art meant to the artisis,

He then cimphasised the need tor maimtaining disciphne in
running public institut;ons and added that they wianied dictator-
ship of the 1ype whics would be responsive to public upinion,
HL’ dld l‘l()t mean to hil}’ [hnt i\‘,’{l) L)v Ah:’l()“f }\' \... l\’fiﬁhnllb\\'aln.l
Aivar was a dictator, He possessed the gnaliny 7 unparting his
individuality to cthers. Sic Alladt Keishnaswan Aar,
1nd1Yldll dity to ctherse Si \‘H Wit Reizhnaswann Anvar, in con-
clusion, congratulated the recipients o the prizes and medals

£ " L J - . v . 5 .
My, T. I, Venkatarama \yar propo ed a vote of thapks 1)

Sir Alladi Krishnaswami Aryar and the tunction came 1o 4 close

CONCLUDING SESSION--EFXPERTS DISCUSSION
Me, T L, VenKatwawe Avir, on behalr of the Experts?
Committee, annouaced Gt further  discussions on th ‘IP, °

- . “yt ) ' ¢
«Anmanda Bhairaei” hud becoadyourned o the )
Conference.

aga,
next session of the

Mrc Posc Keshinaswaem Arvae observed (g

. the w - .
Academy had set betore itself wa- vork the

dreal andd every

tound thal it had not been possible }) g,)“:}:h::f}r-‘ year they
prepared tor the Coniercnce. He suggtstcﬁ that d‘ : lh”,lc ltgc.ndu
of five or seven experts wight be “4ppoin wh: l_l “eommittee
number of times during the year and Sormylag -) pould meet o
tions regarding Ragas and other kKindreg "
mittee could wlso have ready the necess

1(.‘(!,
certiain sugges-
atters, The come-
4ry wuthorities supporting
rinved. The  work done by
SO year could be discussed and

In this
way e Cousnterenc 2
be able 10 turn out 4 larger vol v, the Conterence would

the conciustons to which they had
the comuutice i the ooy <
vatined at the Conterence,
Wiite

HIC O business than at present.

The Acadeny ¢ Vi
yocould provide  the becessary  tacihitics tor the
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meeting of the Vidvans and also supply the necessary reference
books.  This procedure would also bring about a continuity
the work of the Conference,

The next suggestion made by the speaker was the starting of
branches of the Academy in b least thirty  centres. By
preseribing o svlinbus and o dandard  of instruction, those
branches conld give prefiminary training o music  students,
helove they wore admitted it the College conductled by the
Acad myv.  The branches would aiso be in a position to make a
monetary contribntion 1o the Academy,  The <peaker hoped that
thix idea would be worked up and that musicians wounld co-
operate with the Academy for raising the necessary funds,

On behall of the Academy, Mr. T. L. Venkataramit Atyar
said that the Exceative Committee of  the  Academy  would
examnine the suggestions,

On the motion of Mr. T, 1 Venkatarama Avar, a resolution
expressing sincere condolences at the demise of Mr, Sripada
Ramamurti  who had rendered valuable  assistance to  the
Acylemy by reporting the proceedings of the Conference during
the past years, was carricd, all standing.

Rao Bahadur K. V. Krishnaswami Aiyar cxpressed the thanks
of the Academy to Mr. Ramanuja Alyangar {or having presided
over the Cenference and for having conducted its  deliberations
successfully.  They did not consider that they had conferred any
javour upon M Ramanujra Alyangar by electing him as
President.  The Presidentship was his by right and people would
have blamed the Academy if they had not elected him as
President. The Conference was particularly successiul this year
and Mr. Krishnaswatui Aivar hooed that Mr. Ramanuja Alyangar
and other musicians would continue {o extend their co-operation

1o the Academy i future years.

NEED FOR A PERMANENT HABITATION,

Continuing Mr. Krishnaswami Aryar said that he had been
keenly feching the absence of a permanent habstation for the
Academy.  FLe wonld be contoad with holding  the annual
(j(mf()rcﬁa: in a pandal; but he desired that they should have at
least A large plece of land with a small bulding to call their own,
‘The office of the Academy and the Cotlege, conducted by it,
could be located in that puilding. It was also s ambition to
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accommodate in that place all musicians coming to Madras,
whether to give performance at the Academy or elsewhere. All
musicians should be the Academy’s guests while in Madras. The
place should be equipped with a music library and other
amenities, so that, if his ideas took shape, vne musician or
another would be always in residence at the place. This would
help the frequent meeting of musicians and further the objects
of the Academy. Money was required for all those purposes and
he hoped that musicians would votunteer to help the Academy
by taking part in the benefit performances that would be arranged
for the purposc.

Proceeding Mr. K. V. Krishnaswami Aiyar thanked the
Indian Fine Arts Society for co-operating with the Academy, the
vidvans of Mysore who had so kindly taken part in the Con-
ference, and all those who had in one way or other helped in the
success of the Conference. H. H. the Maharaja of Travancore
had sanctioned an annual contribution to the Academy and H,
H. the Maharaja of Cochin had also done likewise. Mr. Krishna-
swami Aiyar thanked them and the Dewans of the two States for
this help. He also expressed the belief that they could also look
to the Mysore State to help them in the coming years. The
speaker next thanked Mr. Victor Paranjoti and the authorities of
the Ali-India Radio {or arranging to broadcast the opening day’s
proceedings on shortwave. After thanking various other indivi-
duals and bodies, Mr. Krishnaswami Aiyar pointed out that the
success of a Conference like that depended on the willing CG~
operation of 4 number of persons and public bodies and, 1f there
was a shight friction anywhere, the whole Conference would be
spoiled.

APPEAL TO MUSICIANS,

He had becn given to understand, Mr., Krishnaswam; A
continued, that the decisions, arrived by the Acade
regard to the Rigas had been followed by (he
performances.  This was indeed

yar
my in
vidvans who gave
tRreat thing and he thanked the

) ' bt conge o s knowledge
that some vidvans did not participate e Conterence because

they had no part m the entertainment g ol the Conference.
This was indeed regrettable.  The Lonference belonged to the
musicians and 1t was his Sncere

musicians tor their co-operation,

: hope that more and more
musicians would take part in it g help the Academy. Another
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thing he would like to mention was that musicians should not
deal with the Academy in a bargaining spirit in the matter of
remuncration for their performances. If the Academy was able
to pay more, it would certainly do so, ior those “connected with
the Academy were aware that musicians deserved to be paid
more. His request, therefore, was to treat the amount paid by the
Academy as an honorarium and not as the correct remuneration,
He would also like to mention, Mr. Krishnaswami Aiyar added,
that laymen connected with the Academy had nothing to gain
from the Academy. In fact, some of them were working at a
considerable sacrifice of their time and ¢nergy. In return they
expected the vidvans to treat the Academy as their own and co-
operate with them in all the work.

A complaint had been made that complimentary tickets had
not been issued to all vidvans. They followed certain principles
in this matter. He had issued 110 season tickets, 40 compli-
mentary season tickets to musicians and in addition, issued 600
free daily tickets. This worked out at a little over 200 free seats
per day. The pandal was capable of seating 1,168 persons and
they had to look to the convenience of those who paid for the
entertainment. Could it be said, he asked, that the Academy had
not issued a sufficient number of complimentary tickets? In the
case of students of music and Vidvans not well known to them,
they had made it a point to issue free tickets to them on all the
days on which they attended the conference. These facts, Mr.
Krishnaswami Aiyar hoped, would convince every one that the
Academy had not even the slightest intention to show disrespect
to any one.

Concluding Mr. Krishnaswami Aiyar thanked the public who
attended the performances, for the wonderful order and discipline
they maintained and The HINDU and other papers for the help
rendered to the Academy in various ways.

A silver cup and saucer were presented to Mr. Meenakshi-
sundaram who had helped in the design and construction of the
pandal.

Gayakasikhamani L. Muthia Bhagavathar thanked My,
Krishnaswami Aiyar and others on behall of the musicians. He
commended the suggestions of Mr. P.S. Krishnaswami Aiyar and
vr, K. V. Krishnaswami Aiyar and assured the Ilatter that he

could expect the hearty co-operation of the musicians in the
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tormances alone would not bring then the
therciore, suggested that Mr, K, v,
¢xamine the pissibility of starting o |
Dr. S;mkuramrayan:l :
regard tne Academy

housmg the
adras, would
al benefit per-
: fequired 1y, He
rishiasye Arvar

Wit Ay, night

DHery for the DUIPose

\iyar said that ¢

as his own angd work for .
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T MADRAS MUSIC CONFERENCI:,
1939
OrFriciaL REPORT.
tfHE OPENING Day.
21—12—1939.

The Thirteenth Music Conference conducted by the Madr.as
Music Academy vras held in the Senate Hot;l«e of the Umverstty
of Madras. Sir R. K. Shanmukham Che.m, Dewan. gf Cc})chltr:,
opened the Conference and San;_?rlta \/"1dvan Musiri Subrah-
manya Alyar presided over the dehberatlo'ns. o

After prayer, Rao Bahadur K. V., I‘(.rlshnasvaml Alyaéiltttf
Presiient of the Academy, welcomed Sir Shanmukham ftt_:l
and referred in thic course of his welcome address to the acti-
vities of tie Academy cnd said: o

“The Academy is especially beholden tg the‘ Rulmg' House
of Cochin for the patronage Lh.at‘it h.as received in a?vTeral. way's—.
His Highness the Maharaja of Cochin has on a pII'L.V‘l(J)—Ub ??Cdl
sion done to tie Academy the supreme 11()11.0111' of )exy‘ug, prcl.ben
at one of its annual sessions, and to-day in the l)rebefrigc?l{]'e(;e,
of vou, his trusted Dewan, wc. ha\'fe a'nother proo{ f)_f 1,1? .1b.:--.
nes‘s’s great affection for this istitution, .zmvd .soha.t‘tj(‘ (.U or 1{12
progress and welfare. Furtherr{mre, 'Hls l}lghl’lﬁs%s ?)ra}mf)si
permission accorded to his dear mf:ce, iier Highness t}te x;gml;: :
Manku Thampuran, to honour the Acad?my t'o-dalylin ’ned
esteemed presence and 10 confer pr‘on us tnlelg‘re(%t ie;.a:: .L”s
privilege of listening 10 her exposition of, the music , ha
placed us under a deep debt of gratltudt.‘.' o |

Declaring  the Conference open Sir R. K. Shanmukhain
Chetti said :

SIR SHANMUKHAM CHETTU'S QPENING ADDRESS,

I thank you sincerely for the h()n.(;ur‘ thz_lt you have done me
iniuviting me U open this year's Mu‘~1c" L,(?ntcrencc. When your
President, Ra « Bahadur Krishnaswami Alyal:, s.em 1‘ric th‘c l_nvx’-
tation i wondered i1 there was any c.atch in it. Xo.uré, is 3
gathering of experts, of critics and artists and of thosc learne
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in the art and science of music, and I was a little suspiciou‘s why
a layman like myself should be invited to perform the opening
ceremony of such a conference. When I looked into the list
of those who have been invited to this task in previous years, I
found that it has been your invariable practice to invite a
layman for these functions. Whether this is the result of a
subtle policy of the pundits to know at firsthand the depth of
the ignorance of the general public in matters musical, or
whether it is 2 concession from the wise to the ignorant, I
certainly welcome this practice. While I am free to conf?ss
that I am very much of a layman in matters connected with
music, I am not so free to admit that I and my like have not
our own poiats of view an! our own ways of understanding
and appreciating music. After all, it is the layman in the
ultimate who subtly influences the growth and development of
any fine art. No doubt, all immortal works of art are imper-
sonal and above popular praise or applause. Nevertheless, it is
an acknowledged fact that arts and artists do thrive on public
patronage and are extremely sensitive to popular criticism.
An appreciative audience or an admiring crowd is certainly a
source of inspiration to musicians, and very often the future of
a genius depends upon the attitude of the so-called man-in-the-
street. It would, therefore, follow that the experts in music
should not ignore the point of view of the layman for whom the
ultimate appeal has to be made. In making this observation I
do not mean o suggest that the art of music should be “stepped
down” and brought to the level of the multitude, though such a
phenomenon is not uncommon in our music world. \What |
intend to suggest is that the layman has his ownattitude towards
things, his own reactions to life and art, and it is wise on the
part of the expert to recognise this factor.

In the course of my travels in India and my visits t, some
of the countries in the West, [ have had occasions not nerely to
listen to various kinds of music, but I have made it 4 point to
observe the part that music plays in everyduy life of peoples of
many countries. The cultural level o 4 people is 1o be judged
not so much by the great productions of a few masters but |y
the extent to which the art has permeated the life of the peupl-c
at large. Judged from this point of view, | am iichined to
think that the cultural level attained in this respect in many of

the conntries in the West ts much higher than i oy country
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Though the theory of music is studied in the academies and
schools by specialists, the art of music and its practice are very
much wider and more general than what one sees in our
country. I have no doubt in my mind that our music heritage is
as great as any in the world and, probably in certain respects,
subtler and more spiritual. We are naturally proud of this
heritage. In spite of the havoc played by time, conquests and
clash of cultures, we have not proved unworthy guardians of
what we have inherited, and we have preserved it to some ex-
tent. To what extent the succeeding generations have contri-
buted anything of their own to this inheritance is a matter
about which I am not competent to express an opinion. We
have lived on our heritage, exploited it, and, to a considerable
extent, we have hoarded it in dark chambers to take selfish
delight in our possessions. I have a feeling that we have not
been magnanimous enough in sharing this heritage with the
masses of our people. I take it that the growth of institutions
like the Music Academy of Madras is the result of a genuine
desire to improve upon our heritage and to bring it to the doors
of the ordinary citizen. Though the Academy has got very
good work to its credit, there is need for work on a very much
wider scale. Not merely should there be more arts schools,
music academies and cultural centres, but the activities of these
institutions should be considerably enlarged.

MustcaL CULTURE NEEDED.

Annual conferences like these might give a fillip to and
create a passing exhilaration in a few art enthusiasts. But
work of a very much more varied character is necessary to
produce lasting results. Culture must not be like a feast to be
gorged in a goodly «uantity on a wedding day; but to beof any
value to a nation, culture must pervade the activities of the
everyday life of the people. Organisations like the Music
Academy and the Music Conference ought to become live forces
in the lives of our people. It is not merely enough for a body
like yours to encourage individual artists by arranging recitals
for them or getting up annual festivals during the Christmas
week or inaugurating academic discussions on the theory of
music.  All these are necessary, but much more has to be done.,
The main aim of the Academy must be, in my opinion, the
general diffusion of knowledge of music among the people by

5
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opening more branches in some of the important cities and
starting music centres in towns and villages, by supplying cheap
literature on music to schools and colleges, by holding art festi-
vals in different parts of the country, by sponsoring new talents
and encouraging anateurs, by acting as advisers and critics to
the University, the Radio, the sound films, and thus acting as
an unofficial cultural bureau. I have heard the criticism that
amateur artists do not get the same encouragement that they
deserve. While the professional musician has to be encouraged,
a more generous gesture must be shown to the amateurs. W ith-
out any disrespcet to the professional musicians it might be said
that the amateur has his part to play in the music renaissance
of this country. The fact that amateurs are not generully
slaves to traditions and styles to the same degree as a proies-
sional is of tremendous value for original research. e
re-earch side of our music has cerlainly received great attention
at the hands of the Academy. . Apart from the theorctici]
discussions which are a leading feature of your conlcerenee,
thiere must be provision for allround experiments in voc:l ind
instrumental music.  The spell of old traditions is grear. |y
must be the function of this institution to encourge new ;g
daring developments in the realm of music.  HMus there fep
sufficient activity in adding to the richness and variciv of
the theory and practice of Indian music? I ds not know 3y
many there are in the Indian musical world who have d iped
be themselves'’, to be unique in their own way, to hiv aiallen-
ged the past and created something that would |)e SIGsestive of
their genius.  Year after year and in place after plice one liears
the same songs and the same themes.  There must certtinly
be wonderful possibilities in our music for new expe fincuis ;m;l
for newer modes of expression.

I)“‘nil

(]

Speaking of newer modes of expres-ion, It o t.e, for
instance, orchestration. It may be true that our nu-is Jdoe- ot
lend itself easily [or orchestration in the Fauropean scase, !»cinv;
niore of melodic nature. It must still be possible, [ think :h,
produce grand orchestral composition out of onr ‘
Though a complete stranger to the technique of w
I have felt on sonie occasions the thrill of the wusic ¢ the
orchestra.  There must certainly be any anount i 1o . o
wealth of beauty lying hidden in our music :x\\.‘,li[iq’:-‘l_}.‘:l;ucu’t'
of a master. Only patient research and bolq C-‘I’ R

X.Aclq ”lit.*.

Cstern s,

wrintents ol
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reveal it.  Attempts in this direction have of late been made in
Dengal and Bombay and, to some extent, in Madras. 1 hope
that these efforts will get encouragement and guidance from
an expert hody like yours. It is needless for me to Pt?sel've
that orchestration does not mean either the multiplicity of
instruments or the mere increase of volume and tone. It is
a complex structure like :1rchitectm:e, d.emu.nding not .onlyr
planning and designing, but creative imagination and skill oi

joint action.
RevivaL oF FoLK SONGS

\[usic academies and associations at present mainly concern
themselves with the fostering and development of classical
music.  This mav be aatural, but does it not stand to reason
that these learned bodies should show an ejjual interest in the
revival of our folk arts, especially folk music? In the simple
tunes and light melodies of our folk music we have a rare
treasure which has an universal appeal. Learned bodies like
the Academy seem to show only a patronising attitude towards
them and some of the great Vidvans seem to consider it almost
beneath their dignity to show any acquaintance with this type
of music. In the musical recitals organised by learned bodies
like vours, such folk songs are given the last place, il at all they
find ':my place. Tam not ashamed to confess that some of
these simple songs make an irresistible appeal to me. I am
free to confess that I am moved very much more by a simple
inspiring piece of Subrahmanya Bharati than by _some of . the
great clissical tunes and songs. A friend of mine who 1s a
cort of a pundit in music attributed this to the imperfect
{raining of my ears. The vast majority of people who atfend
a music performence are persons with such imperfectly trained
cars like mine. I think it isnot an unreasonable demand to
make that the greatness of a master-singer is to be measured by
the appeal that he can make to such an avdience.  Secret of
the appeal of such simple songs lies partly in the sentiments
that they convey.  Apart from the effect of rhythmic sound as
such, the meaning of asong has a great deal to do in the
appeal that it makes. A master-musician may evolve supreme
melody when he sings a song in a language which neither he
nor the audience understands, but its effect on folks like meis
certainly not so great as the rendering of a piece in a familiar
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practice. I refuse to believe that a tortured facial exprc~‘~i‘ N
is an inevitable concomitart of rociting a zreat picee.  The art
of singing does noi consist of mere technique and cleverness,
Mathematics in music is all right inits place, but ¢ ¢ art and
beauty of music lies in its expression. A well informed musical
critic has observed: “One of the wost serious faults that has
crept into our music is the deadweight o f technique, the physi-
cal and facial gymnastics and contortions which even some of
our best singers indulge in. Lf our music is to make a universal
appeal it should be purged of these faults. Steady attention
must be paid to the cultivation of sweetness of voice and
accuracy and gracefulness of notes. It is astounding and
shocking to find that even some of the front-rank singers in this
country are indiffere it to the art-side of music. Their singin:s
then not only ceases to appeal even to trained ears 'mt often
becomes positively jarrinz.  Music, above all things, shoull he
sweet and agrecable even o untrained ears.”  This criticism
sums up the attitude of a lavman like myself 1y our music,
You must pardon m: for the frank wav in which | have
expressed these lay thoughts. 1 honestly feel that a realisation
must conte to our people that in matters hike nusic it is not
mere tradition and technigue that eounts so much as the subject
and beauty of expression.  Music, like life, must be experienced
and enjoyed with one’s whole being. [t cannot he a matter of
mere intellectual or emotional theill. I hope that the work of
this Academy will result in purifving aud ennobling the art side
of music so that it may truly enrich our cultaral [ife,

Vote oF Tiravks

Thanking Sir Shanmukham Chetti, Lad. \enkatas<ubbu
Rao said that the Music Festival orzanizel by the Madras
Music Academy had hecome an anunual function ‘;m«l lovers of
music from one end of South Indin 10 the 0
to this event with joyous anticipation,
most aptly described these celehrations
great treat to listen to some of the lnest exponents of music
The Academy owed Sir Shs ha - S
for havi )t k lbr Shanmukham , deep debt of gratitude
or having 1 ; .

r 15' aker tle trfouble of coming over v Aladras to
perform this ceremony. They could not, Lady \enk:tasubba
Rao said, forget the he nde T o
\a : C, : rget ’;e help readgrc.d tothem by {1 1. The Maha-
raja ol Cochin. The fact that Sir Rk, K. Shanmukham Chetu

t looked forward
Foe term -iestival”
10T 1o everyone it was a
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was participating in this function made them hope that help
would be forthcoming from that State in yet more abundant
measure. There was another matter full of significance whizh
oladdened their hearts. All of them knew that Her Highness
?he Princess Manku Thampuran of Cochin Royal Family, by
agrecing to sing at the Conference, was l)reakil-)g with t.hc tradi-
tion of ages. This constituted a land-mark in thc‘ history of
the social development of the ancient State of Cochin.

LLECTION oF PRESIDENT

Vidvan L. Muthia Bhagavatar proposing Vidvan Musiri
Subrahmanya Aiyar as President of the Conference, said that he
came of a high “Sisya Parampara” and was like himself, the
pupil of Sabliesa Sivan, a disciple of Doraiswami {’&iyar, a greal
exponent of music, patronised by Raja Tulajarama Rao,
Vidvan Muthia Bhagavatar also referred to the fact that the
Conference was being held in the University buildings and hoped
that it was significant of the co-operation between the Academy
and the University in matters relating to the promotion of music.

PRESIDENT’S ADDRESS

Sangita Vidvan Musiri Subrahmanya Aiyar theu delivered
his presidential address in Tamil.

Vidvan Musiri Subrabhmanya Aiyar thanked the organisers
of the Conference for clecting him President of the session
and said that he took it not as a personal distinction conferred
on liim but s an honour done to the entirc hody of musicans. The
Academy had heen doing very praiseworthy work for the pro-
motion of music and the fine arts and it was a matter for con-
gratulation that it had had the services of E successifm of
enthusiastic and able Presidents and  Managing Committees.
jao Dahadur K. V. Krishnaswami Aiyar, its present President,
had a repuatation for earncst and h;;r'd \York fur such causes and
the Library Association and the Music Academy to-day hore
testimony to the amoust of cmhu)iu:\m and :strenuous effort he
liad brought o bear on the task of spreading knowledge and
developing arts.

()a behalf of musicians, Mr. Subramh'anyn Aiyar assured
the Aecademy and all Jovers of mu-ic that musiclais were ever
ready ex{end the utmost co-operation t‘hey could.to the work
of p’rmnutiug music.  He added that 1t would increase the
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weight and usefulness of the Committee if musicians were more
fully represented on that body.

The importance of annual confercaces such as the present
one, Mr. Subrahmanya Aiyar continued, could not be over-
cmphasised.  They helped to canalise and sustain public
enthusiasm and love for the art. They provided valuable
opportunities for discussions on matters connected with the
practice and the technique of the art. They enabled lovers of
music to consider how best its development could be fostcred.
The performances which formed such a welcome adjunct to the
Conference stimulated interest in music. It was, thus, a mutter
for little surprise that the Annual Conference of the Academy
had come to be looked forward to not only by laymen intercslca
in music but by vidvans also. Besides, the Academy offered
enormous scope for the discovery of fresh talent, indced it
was one of the duties of such a body to do its best to disco’ver
and encourage promising young musicians, for it was only then
that the development of the art could be ensured. He was glad
to be able to say that the Academy had taken special painz in
this direction this year and they could all look to the Academy
for continued endeavour to foster rising musicians in the \'car‘:
to come. ’

ENCOURNGEMENT To NEw ey
1 l,'\iIr(.1 Subrahm:lmya. Alyar sugrested  that
shoukl draw up a definite scheme and : :
for the encouquemem of young l;lll:;:i,::‘,”p; d_ CIL:;ll'-Cllt policy
the coming gencration of 'nnlsicizln; m;t t\l“f IHU[TH?C' .M.'my (ff
classes organised by l)ul)lic I)Odi-c\h ' Jlur lrimng i mustc
: ed by S osueh as the Madras and
Ann;{nal&l Ulll\'C.r:SltleS and the Music Acadeny, and the old
tradition of getting training under '
exponents ol music was slowly weqri
men so trained is also dwindling.

the Academy

sonie ot the master-
17 out.  The number of
e X To approach these Univer-
sities and secure their co-operation for (]c selection of proficient
men for the pcffnnnnnccs organised by the Academy would be
an casy way of fostering talent. "This would result in maintain-
ing contact between the University-r

ained men and the training
centres. It would alo

satisfy Vidvans trained otherwise and
help to establish closer relations between the Academy and the
Ulli\'erSltlcS-' "[‘he Academy would also do well to keep an eye
on persons giving performances on the Radio with a view t,
encouraging the deserving among them.
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At the successive annual conferences, Mr. Subrahmanya
Aliyar continued, learned discussions were conducted on the tech-
nique of Rayas and Rdga Laksanas. But it would be so much
effort wasted if the conclusions reached by learned and able
musicians as a result of such discussions were not translated into
practice by cxponents of the art. Unless steps were taken to
revise instructional methods in accordance with these decisions, it
would be very difficult, almost impossible, to give effect to those
considered resolutions in the practice of the art. In this con-
nection, they should seek the co-operation of the Universities
and other bodies engaged in the work of instructions. Their
representatives might be invited to the discussions in the
Subjects’ Committee and efforts should he made to persuade
them to give effect to the resolutions adopted in  their instruc-
Gonal classes. There was, thus, great need and scope for co-
operative work as between the Academy and the Universities in
the field of music and other fine arts.

[ndian music had developed along two parallel lines into two
schools, South Indian and North Indian, and Mr. Subrahmanya
Ajvar observed, it almost looked as if there was no place in
cither for the other. While indulging in conventional praise,
the votaries of neither school seemed to enjoy music belonging
to the other system. Many persons held the view that in these
davs when they were striving for national unity in all direc-
tions. such 2 distinction in the field of music was inappropriate.
But ﬁu advocate of this view had yet evolved any workable
scheme for a synthesis.  Without a conscious effort no
reform, however welcome, could he brought about. The first
step towards this objective, he thought, would be to initiate
<tudents of music in the primary Laksanas of the iwo systems
.nd enable them to practise them. They should urge the
\Madras and the Annamalai Universities to introduce such a
reform in the teaching of music in the classes conducted by
therm.  Masic schools in North India should also move in this
direction and introduce teaching of South Indian Music in their
classes.  When it was realised that the two systems of music
were alike offsprings of the Indian genius and were closely
associated, despite apparent diversities due to local conditions,
hev would find that there could be no insuperable difficulty in
e.\'p'uncms ol music becoming equally proficient in both systems
and North Indians enjoying South Indian Music as their own

v
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an.d vice versa.  South India had to some extent gone ahead in
this matter and many North Indian tunes had been adopted in
S.ou.th Indian musical compositions. e would plead for a
similar adoption of South Indian tunes for North Indian
musical pieces.

South Indian Music, the President continued, was rich in
its Sahitya and he doubted if the treasures of Jayadeva,
Kshetrajna, Tyagayyar, Dikshitar and Syama Sastri could
ever be excelled or new Varna-mettus devised. But unless they
kept on striving in this direction, they might cease to progress.
The example of learned composers like Mr. Muthia Bhagavatar,
Mr. Papanasam Sivan, Mr. Vasudevachar and the late Mr.
Kotiswara Aiyar should encourage and spur them to activity in
this respect.

Porurar axp Crassicar Music,

The essential ditference between popular and classical music
was that while the one merely pleased by its melody the other
pleased also by its technical perfection. People not conversaut
with technique might not enjoy the tcechnical elaboration of
music as they did the Sakitya. But technique elaboration was
an essential aspect of classical music and rdgas. That was the
reason why ancie it masters and authors of treatises on classical
music took great pains to conserve the distinctive characteristics
of ragas. Their music was woven round rdyas and all their
ramifications, which in turn were made up of combinations of
svaras. Each musician could multiply these combinations and
elaborate the rdya according to his manodharma and the scope
for such elaboration was unlintited.

Sdhitya was an importaut aspect, though only one of the
aspects, of music. Indifference in the matter of Sdhitya was
due, in his opinion, to the fact that musicians were apt to rel
for effect more on their rendering of rdgas. This seemed t():
accord with the attitude of hearers of music also, who enjoved
music albeit they understood very little of the :S'd/zitya ifyth
piece .rendered. This was not peculiar to South India; he h'(cl
noticed a similar tendency in the North also, : d
a WCI%:ne featurc that this drawback was slowl

ere were otliers, the Presi onti
clined to look upon S(ih;'t a as L lden-t LOr"t“mCd; 'Who were in-
k up ya as all that mattered in music and
that Pallavis, Svaras and other such “musical astics”
gymnastics

It was no doubt

y being reinoved.
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should be eliminated altogether. Undue emphasis on Sdhitya
to the exclusion of other aspects of music was as undesirable
as stressing the technical aspect to the detriment of Sahsitye.
In the best music, there was a harmonious balancing of these
varied attributes.

A new type of music was slowly developing, owing to
other influences, which helped to emphasise the importance of
Sahitya. Pieces designed to stir up man’s emotions, rouse his
patriotic fervour or stimulate his Bhakti were becoming popular.
Their appeal lay not in their misic but in their text. 1t would
be wrong to judge classical music by these standards. Theirs
was the transient brilliance of lightning and gave delight for
the moment while the pleasure that classical music could give
wvas more enduring and more substantial. This was due to the
perfection of their technigne and the scientific evolution of
their Laksanas. It was, therefor:, the duty of all lovers of
art to preserve and promote the study of these Laksamas. He
hoped the discussions at the Conference would help them in
this task.

The opening function came to a close with a concert by Her
Highness the Princess Manku Thampuran, niece of H. H, the
Maharaja of Cochin.

THE SECOND DAY.
DiscussioN oF RAGA LAKSANAS,
22-12-39.

The proceedings began with Vidvan Musiri Subrahmanya
Aiyar in the chair.

Dilipaka again.

Dr. Sankaranarayana Aiyar started with a question as to
the laksana of Dilipaka. The attention of the Conference
was drawn to the discussion of the Raga-laksana on
31-12-1937 and to the decision of the Conference. After some
discussion the matter was dropped.

Anandabhairait.

Then raga “Ananda Bhairavi” was taken up for discussion.

Prof. Sambamurti: The normal laksana is Sa ga ri ga
ma pa dha pa sa and Sa ni dha pa ma ga ri sa.
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But “Pa ni sa” is an ancient prayoga and is found in
Ramaswami Dikshitar’s Kirtana, and in the Gita of Guru-
murti Sastri.  Sama Sastri avoided Pa ni sa altogether. Pa
ni sa is admissible. Kakali Nisida, and Antara Gandhira
are also found. They are also admissible. In Sama Sastri’s
Kirtanas, either Antara Gandhara or Kakali Nisada is used.

Mr. G. V. Narayanaswami Aiyar stated that in Rigas
which take Pa sa, the Prayoga Sa ni sa occurs with Kikali
Nisada.

Mr. Semmangudi Srinicasa Aiyar sang the Varnam
“Sami Ninne” wherein neither Antara Gindhira nor Kakali
Nisada occurs, and Pa ni sa also occurs. He said without
Antara Gandhira, or Kakali Nisid:, the riga bhiva is well
produced.

Mr. Valadi Krishnier stated that Antara Gindhiara and
Kakali Nigida also occured.

Dy. Srinivasa Raghaven sang a piece of Tyagaraja
“Rima.” He was for Sidhirana Giandhara and Kaidiki
Nisada.

Mr. Venkatesa Aiyar said that Sudda Dhaivata was
admissible.  Sua ni sa is Kakali; otherwise it is Kaiéiki
Nisada.

Pandit Subrahmanya Sustri stated that occasional foreign
notes may be admitted when they do not mar the rigabhiva.

Vidvan Ponniah Pillai: Antara Giandhira occurs oceca-
sionally; also Kikall Nisada. [n Sua ni sa, Kakali Nisida
occurs. They are admissible. '

Vidvan Ramakrishnayyae Pantulu:  Antara Gindhira
and Kikali Nisada are not sanctioned by the laksanas; and
appear to be recent innovations. Suddha Dhaivata occurs;
and Pa ni sa is also admissible.

Vidvan T. K. Jayarama Aigar: It is an ancient raga.
Antara Gandbara and Kakali Nisida also occur;

and they
are not wrong.

Mr. T. V. Subba Rao: It has two phases; a classical
phase and a popular phase. In the classic phase it has neither
Antara Gandhara nor Kakali Nisada.
phrase.

Pa ni sa is an archaic
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Mr. T. L. Venkatarama Aiyar was for avoiding Antara
Gandhira and Kakali Nisada; and sang “Manasa Guruguha”
and “Kamalamba Samraksatu.”

Further discussion was adjourned to the next day.

A CONDOLENCE RESOLUTION,

The following resslition was moved from the chair, and
unanimously passed, all the members standing.

«The conference records its sense of deep sorrow at the
demise of Mr. P. 5. Krishnaswami Aivar, a member of the
expert committee.”

THFE THIRD DAY
23—12-'39

The proceedings were resumed with Vidvan Musiri Subrah-

manya Aiyar in the chair.
Anandabhairai--(Continued).

Further discussion ¢n the laksana of Anandabhairavi
commenced with a demonstration by Vidvan Tiger Varada-
chariar. He said that Antara Gandhara was admissible; and
that Kakall Nisada was found in the prayoga Ni dha ni sa
but that prayoga should be used only when the Raga Alapana
is concluded. He said that hoth Pa dha pa sa and Pa dha pa
ni sa were admissible.

Videan Muthial Bhagacathar drew the attention to the
prayoga “Sa ri ga” in “Manchi dinamu’ and to prayogas like
«Sa ni dha ni sa”’, “Pa dha ni dha ni sa”; and said that it ought
to be determined that the laksana is Sa ga ri ga ma pa dha pa
sa and Sa nidka pa ma ga ri sa, that Antara Gandhara and
Kikali Nisida ought to be avoided; that both the Dhaivatas
are admissible and that it is a fanya of the 20th mela.

Videan Sama Sastrt said that Antara Gindhira was
admissible ; but Pa ni sa is not admissible; nor Kikall Nisada.
It does not show auy saficiun below Nisada in the mandra
Sthayi.

1e Chatrman said that Sa ga ri ga ma pa dha pa sa, and
bl te )
Sa ni dha pa ma ga ri sa is the better liksana. Antara
Gandhira occurs in Ma ga ma and Kakali Nisada occurs in Sa
ni sd,
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Vidvan Tiger Varadachariar proposed the following for
acceptance.
Aroh. Sa ga ri ga ma pa dha pa sa
Sa ni dha pa ma ga ri sa.
Pa ni sais admissible.
Antara Gandhara occurs in Ma ga ma prayoga.
Both the Dhaivatas occur.
It isa Janya of the 20th mela.
There is 4 very rare Alpa prayo:a of Kakall Nisada.

THE FOURTH DAY
24--12-39
READING OF PAPERS.

Mr. M. S. Natarajan read a paper on “Carnatic Music and
Tamil Nad.”

DiscussioN oF RAGA LLAKSANA,
Vasanta.

Vidvan Tiger Varadachariar. Both Vasanti and Lalita
are Janya of the I5th mela. Vasanti has also a Tivra
dhaivata.

Aro. Sa ga ma dha ni sa.

Ava. Sa nidha ma ga ri sa,

Alpa Paficama is admissible.

Laliti has only a Suddha Dhaivata. Occasionally a
Catus$ruti Dhaivata is used by some. It is Sa ri ga ma dha
ni sa.

There is a body of opinion that Vasanta should come under
the 17th mela. But it is more uppropriately put under
mela 15. That is the tradition.

Vidvan Piratla Sankarayva Sastri.  Visanti is a Janva of
the 15th mela. Its laksana is Sa ga ma dha ni sa; Sa nj dh'a ma
ga ri sa. Sudda Dhaivata is the predominant note.

Paficama is not admissible.

Vidvan T. K. Jayaramier. Vasanti is classed in the
15th mela.  DBut in practice onlv (atusiruti
occurs.

I am not aware of any Carnatic composition in Labitd;
nor have I heard that riga renderecd,

Dhaivata
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Dr. Sankaranarayana Aiyar was for placing this in the
17th Mela.

Vidvan Venkatesa Aiyar sang “lLitla Dorikituvo” and said
that Sa ri ga ma dha ni sa and Sani dha ma ga ri sa are the
Arohana and Avarohana.

Videan Muthiah Bhagavatlar said that it must be deter- .
mined whether “Sa ga ma” or “Sa ma ga ma” is the proper
Arohana.

Vidvan M. Rajagopala Aiyar (Gopu) sang “Sltamma
Miyamma.” He said it was Laliti.

Vidoan Krishnamachari sang a Tamil piece of Subbaraya
Sastri in Vasanti «Sri Kamaksi.”

Prof. P. Sambamurti was for putting Vasantd in the
17th mela. In the Avarohana the Catus$ruti is not full-
fledged.  So it might have been classed under the 15th mela.
«Sitamma Mayamma” is Vasantd. Lalita has Sa ri ga ma dha
ni sa and Sa ni dha ma ga ri sa and it has CatusSruti
Dhaivata; and it also comes under the 17th mela,

Videan Valadi Krishnier sang “Natanamadiniar’’ in
Vasanta.

Sa ma ga ma dha ni sa
Sa ni dha ma ga ri sa.

Miss. Vidya sang “Nannu Brova Lalita” without any
¢Sa ri ga ma’ prayoga.

Vidiun Rajagopala cliyar sang the Varna «Ninnu
Kori.”

Videan Muthiah Bhagavathar said that in [Lalita the
Dhaivata is Suddha and so it ought to be a Janya of 15th mela.
In Vasantd Suddha Dhaivata is also admissible.

Further discussion was adjourned to the next day.

THIE FIFTH DAY.
25—-15—-'39,
Vasanta.

The proceedings began with Mr. Muthiah Bhagavathar in
the chair, during the temporary absence of Vidvan Musiri
Subrahmanya Aiyar.
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Mr. Sundaram Aiyar. In the body of the Caturdandi
Prakasika, only Lalita is mentioned, and not Vasanta. In the
Anubandha both arc mentioned.  Some think that Anubandha
is written by Muthu Venkatamakhin,

At this stage Pandit Subrahmanya Sustri intervened and
wanted (o have this doubt clearcd as to whether the 72 melas
were created by Venkatamakhin or by Muthu Venkatamakhin.

Videan Musiri Subrahimanya liyar took the chair at this
stage.

Videan Tiger Varadachariar said that in Lalita only
Suddha Dhaivata occurs, In Vasanti most of the Saficiras
take Catussrati Dhaivata.  Sa ga ma is also admissible.

Videan Muthiah Bhagavathar sang the gitas “Re Re Nila-
ghana’ and “Ravikoti”.

My, Suindaram Aiyar said that on the question of Muthu
Venkatamakhin’s authorship, there is no evidence of such a
person in the genealogy of that family.

The President ruled that the question be considered fully
later on, after due publication in the agenda.

Vidvan Ariyakudi Ramanuja Aityangar.  Now both
Lalitd and Vasanti are practically the same; but they ought to be
different. Lalitd has only Catuséruti Dhaivata,  Vasanta
should be sung in the 15th mela; but owing to the difficulty of
handling both Ikakali Nisida and Suddha Dhaivata, Suddha
Dhaivata has became Catusiruti.  Arohana of Vasanta is
«Sa ga madha ni sa” Lalitd is a Janya of the 17th mela.

Vidvan Sama Sastri:  Lalitd has Sa ga ma dha ni sa and
Sani dha ma ga risa; and takes out Catussruti Dhaivata.
There is no Kirtana in Vasanta of the Sama Sastri school.

Vidian Bharatam Narayanaszeami Aiyar said that Vasanta
should take Catussruti Dhaivata,

Vidoan Muthiah Bhagavathar said that for Vasanta the
laksana is Sa g madha ni sa and Saoni dha o ga i osa
Catussruti Dhaivata s used but Suddha Dhaivata also ocenrs,
So it 1> a Bhasanga raga, coming under the 13th mela.

Mr. Sundaram Aiyar wanted to know whether Cvuta-
madhyama or VP‘r:ltlm:xdh_v;una. occurred in Vasantd: he said
he had heurd “Ramacandra” with Pratimadhyama.
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Vidoan Tiger Varadachariar said that Alpa Paficama is
used, not Pratimadhyama.

Lalitd takes only Suddha Dhaivata.

Dr. T. Srinivaseraghavan stated that in Lalita Catus-
Sruti occurs; and in Vasantd it is TriSruti Dhaivata.

Prof. P. Sumbamurti: The two rigas are distinct. Both
are to be placed in the 17th mela. Trisruti Dhaivata occurs
in Vasanii.

Vidvan Rajemanickem Pillai stated that in Vasanta
Suddha Dhaivata occurs and in Laliti, Catus$ruti Dhaivata
occurs.

Further discussion was adjourncd to the next day.

THE SIXTH DAY
26—12—"39
Vasanta (continued)

Iidvan Musiri Subrahmanya Aiyar took the chair. Dis-
cussion on the Laksana of ragas Vasanti and Lalita was
resumed.

Vid=an Ramakrishna Pantuly. Vasanta is a Janya of
the 15th mela, ©Sitamma Mayamma” is set down by some as
Vasanti and by some as Lalitd. For Vasanti the Dhai-
vata is higher than Suddha Dhaivata. Dut in Laliti “Sa
gari ga ma” is used. The texts say that “Sa ri ga ma”
is admissible for Lalitd. Tt is also set down in the 15th mela.
«Etladorugithivo™ i in Laliti but here also Catussruti
Dhaivata occurs.

Videan Piratle Sankarayye. He sang a varnam in which
Sa ri ga ma occurred.

Vilean Venkatesa diyar.  According to me Vasanta
takes Sa ri ga ma dha ni ra and Sanidbamagarisa. It
takes  Catusirnti  Dhaivata only. He has not heard
Lalita rendered.

Prof. Sumbanurti said that even though Vasantid is set
down in the 15th mela it should not be taken as necessarily
suggesting  Catus‘ruti Dhaivata; in Lalita  only Tivra
Catusiruti occurs.

Vidvan Muthiah Bhayavathar: In Vasantd, though the
Dhaivata is higher than Suddha Dhaivata, it is sung in
conjunction with Suddha Dhaivata.

7
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Mr. T. L. Venkatqgrama Aivar stated that Catus-
$ruti is found in use; but Suddha Dhaivata is also used. It
is a Bhasinga. It has been classed under the 15th mela.
That might be retained but it should he emphasised that

Catuséruti Dhaivata is the predominant note. Alpa paii-
cama is used.

Vidvan Muthiah Bhagavathar wanted that Alpa paficama
should be taken as a species of (Gamaka; and should not be
regarded as a distinct note. Tt should not be classed under the
17th mela when Suddha is admissible.

The President said that the laksauna is Sa ga ma dha ni sa
and Sa ni dhama gari sa; it is a Bhasanga raga; and isa
Janya of the 15th mela. Catuséruti Dhaivata largelv occurs.

This was accepted by the conference.

Lalita

- Then Lalita was taken up for further consideration,

Vidvan Tiyer Varadachariar said that Lalita has only
Suddha Dhaivata; that he sang “Sitamma” only in Vasanti.

Vidvan Valadi Krishnaier said that Lalita is a Janya of
the 15th mela; an Upinga: riga; and its laksana is Sa ri ga
ma dha ni sa and Sa ni dha ma ga ri sa.

Vidvan Ramakrishna Pantuln sang © Iitla Dorikithive”
as a piece in Lalitd; its laksana is Sa ri ¢ ma dha ni sa and
Sa nt dha ma ga ri sa. It takes only Suddha Dhaivata.

Vidvan Muthiah Dhayacathar:  Lalita is  un Upanga
raga; only Suddha Dhaivata is admissible. It takes a long
Dhaivata and its Chiya becomes different from that of
Vasanta.

A pada of Svati Tirunal “Heminga™ in
sung.

Lalita was

Vidvan Ariyakudi Ramanujag Aiyangar stated th

at his
view was that it should take Catus<ruti Dhaivata.

Pandit Subrahmanya Sastri stated that \"enkatamakhin
and Sangita Sirimrta support Suddha Dhaivata; but Aka-

lanka’s work supports Catusiruti Dhujva

A ta (Sangita Sara
Sangrahamu).
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Mr. T. L. Venkatarama Aiyar stated that according to
Sangita Sudhi, Venkatamakhin, and Tu}ajzl it was ”only
Suddha Dhaivata. He sung “Hiranmaylm Laksmim” of
Dikshita with only Suddha Dhaivata.

Vidan Tiger Varadachariar stated that Suiidha Dhajyata
should be adopted; that Singarachariar, and Sangraha Cada-
mani supported the same position.

The President said that Laliti should be put under the
15¢th mela and should take only the Suddha Dhaivata.

Pidean Senunangudi Srintcasa Aiyur stated that if two
rigas Vasanta and Lalitit are to be distinctly sung the distincti.on
mentioned by ['idvan Tiger Varadachariar and Muthiah

Bhagavatar should be accepted. ’ | ,.-;Mm
The majority was of opinion that Suddha f)hiﬂva

the proper svary, and not Catus$ruti Dhai%{ 1s an

Upanga Raga. It is a Janya c.)f the 15th mela. ﬁ(ﬂi a ma dha
i sa and Sa ni dha ma ga r1 sa. : ]

ni sa an a o s ﬂg’g\*

THE SEVENTH DAY 3 .

27—12—39

The proceedings began with idvan Musiri qutah

e,
Aiyar in the chair. b
LECTURE AND DEMONSTRATION OF A 22-SRUTIS-HARMONIUM.

-

- e

Mr. Lingappa, brother of Mr. Chowdiah, the Palace Vidvan, Lqa M ﬁ,‘.

Mysore, read a paper on 22 Srutis. He stated that Fhehw ok
current practice of adopting 12 notef hu(.l brought' about de_clme J
in music. The same svara, appearing in two dxﬁe_rent_ragaS, ) L,
has different values. For example’ the /_\ntara Gandhira of H:}kq 4y :
Nita is different from that of Saﬁkarabharaura_, He gave
similar instances of Madhyama in Kaly;‘mi‘ and Kamavardhani
and of Rsabha in Miyamilavagoula and Goula.

The lecturer demonstrated the statements by playing ona
Harmonium specially constructed for that purpose.

The DPresident thanked the lecturer on be?mlf of .the
Academy. The President announced that a cgmmlttee con.slst-
ing of himself, Mr. T. V. Subba Rao, Mr. Sundar.am Alyar,
P. Sambamurti Aiyar, T. L. Venka.tarama Aiyar, and
T. K. Jayarama Aiyar will examine the instrument and send a

report to the Acadeniy.
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A LECTURE 0N RAGAS AND TANAS,

) Then Vidvan Tiger Varadachariar delivered a lecture on
Ragas and Tanas. He explained the meaning< of “Svara”,
“Varna” and “Pada”. “Varna” means the giving of coating of
Anusvaras to the Svaras, such as will give the distinct colour.
Svaras without the “Anusvara-gamakas” lack life. He sang
“Vanajaksi” Varnam in Kalyani and illustrated Svaras without
Anusvaras, and then Svaras with Anusvaras, Ragas are created
out of these Svaravarnas.

He sang several pieces to illustrate the Riga—¢Rama-
chandram Bhavayami”; “Ippudu’; some folk-songs: “Siva
dikshaparu”.

.Tanas are very mmportant; the gitas can properly be
rendered only by knowledge of Tinas. He sans Tanas in
Tadi, Kanada, Varili, and Sri rigas.

Videan Muthiah  Bhagavathar thanked Tiger |arada-

chariar on behalf of the Music Academy.

THE EIGHTH DAY
28--12—"39
Vidvan Musiri Subrahmanya Aiyar took the chair.
A LeCTURE ON TrRaADITION AL MET!0DS,

Vidvan Gayakasikhamani L. Muthiah [ hagavathar then
gave a discourse on “Traditional methods” in Carnatic Music.
In Carnatic system cxcepting Sadja and Paicama, the other
Vikrta Svaras were defined in various razas, In Hindustani
Music variety of notes is admissible but not in the Carnatic
system except in Bhisanga ragas. In the Carnatic ~ystem an
elaborate system of Ragas, Kartis and Tianas has been
developed. We have Upingas, Bhisingus, Krivingas ete. We
have even DeSfiIlgaS, that 15 riwas taking the names of coun-
tries, like Gurjari. In the old Teviram davs, there were Pans
corresponding to Melas and Thirams, corresponding to J
These were evolved out of 6 major melas, and there w
Pans.

) _In I\nyangz} _r.:tgas,_ the Dbhiva is rendered by Vakra
saficiras. In Bhisanga riigas there is an admixture of notes,
' After ths days of _Sarngafleva, Mayimilavagoula came
into vogue. Purandaradis mentions this as :\di-xn;n’xga]a-rﬁg:l.
One of the features of this mela is the use of minor notes, Ri

anyas.
cre 32
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and Dha, and the nearness of Sa and Ri, Ga and Ma, Pa and
Dha, Ni and Sa is another feature.

The Alarikiras illustrate the Talas, and contribute to the
beauty of Rigas. The Adi Tilais only an adaptation of the
«Jampata Tala” of Maharashtra.

Gitas bring out the Riigabhiva; and they follow the tanas.

He sang «Vijitamadana” and illustrated how it brings out
Tana-bhiva. There are Gitas which illustrate Ta@na, some
illustrate Madhyama and some illustrate Ghana. He sang
Gitas in Nata and Sri Rigas.

The st portion of a Riiga is called Udgridha and the second
is called Abhoga. If there are three Kandikas, the first is
called “Dhruva”.

In the Gitas, the ragi-phases ought to be brought out in
accordance with the Vadi-Samividi rule. The best Kirtanas
are based on these principles. He sang “Vacam-agocara” of
Sri Tyagarija;“Mamava Miniks1” of Dikshitar, and “Noremi”
of Tyagaraja; “Pariyasakama” of Tyigardja.

He sang some Padams. Vidvan Tiger Varadachariar
thanked AMuthiah Bhagavathar on behalf of the Music
Academy.

THE NINTH DAY
29—-12—'39
A Lecture oN SvaTi TIRUNAL.

Owing to the unavoidable absence of Vidvan Musiri

Subrahmanya Aiyar, Mr. T. V. Subba Rao took the chair.

Then Gayakusikhumnni Muthiah Bhagavathar gave a discourse
on the life of Svati Tirunal, the Royal composer of Travancore.
A PRESENTATION oF SVATI TIRUNAL’S COMPOSITIONS,

Vidvan Semmangudi Srinivasa Iyer sang «Pahi parvata

A H T T I R

Nandini” in Arabhi, “Sr1 Ramachandra” in Todi.

Vidvan Kalyanakrishna Iyer sang “Smara sadd miinasa” in
Bilahari and rendered «Sri Kumara” in Athani on the Vina.

Srimati Sarasvati Bai sang “Jaya jagadisa” in Yamund
Kalyani.

Vidvan Srinivasan, disciple of Gayaka Sikhamani Muthiah
Bhagavathar sang «P3hi tarakshupuralaya” in Anandabhairavi.
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Sri T. L. Venkatarama Iyer sang “Mimava Ananta-
padmandbha” in Gaulipantu.

Srimati Pattammal sang “Paripalava mim” i Ritigaula
and “Mandaradhara” in Todi.

Vidvan A. Narayana Iyer rendered on the gottu vadya
“Adri Sutavara” in Kalyani.

Gayakasikhamani Muthiabh Bhagavatar sang “Rajiviksa”
in Sankarabharana, a composition in Kannada language,
“Valapu tala vasama” in Athani, in Telugu language and
“Srita ganga” in Hindiand “Bhujagadayi” a mangalam.

THE LAST DAY
30—12—"39

In the absence of Vidvan Musiri Subrahmanva \ivar, Mr.
T. V. Subba Rao tuok the chair.

A LECTURE ON VARN AL

Vidvan Piratla Sankara Sastri thea gave a discourse on
Varna. Riga is adorned with svara varni. \arna is of four
kinds, Arohi, Avarohi, Sthiyi and Saficiri. When all these
four kinds are used in a raga it is pleasing to the hearers.

A LECTURE ON SAHITYA,

Then Vidvan Musiri Subrahmanya Aiyar took the chair.
Mr. P. Sambamurti then gave a discourse on “Sihitya in
Musical Composition.” He pointed out that the «Prisa” in the
second Aksara is peculiar to South Indian Music; it is to be
found in the Composition of Talappakkam Chinnavya. In
the kirtanas of Tyigarija, we sometimes find the old readings
altered. But Tydgarija ~ometimes used colloquial or
provincial expression for effect. Sometimes the substituted
words, though grammatical, are not musical.

Sometimes, only to Tila Prasthiram, words are hroken.
He illustated the subject by reference to Krtis,
the rules of Prasa justify the PPada-Cheda.

Dr. Sankaranarayana Aiyar followed with an exposition
of the rule of Prisa and yati, and sang “Chintaya makanda”
for illustration. In the Hindustani music, only Antya Pr
observed. Sahitya is the life of compositions, )

With a vote of thanks the proceedings came to

In such cases,

asa 1s

i close.

THIE SEVEN LAMPS OF SANGITA®
By
T. V. Sussa Rao.

The first condition of good music is that it shall be pleas-
ing to the ear. 1t may perhaps be urged that what is agreeable
to a certain person may not please another. The ear I speak
of is, of course, the ear of & person who has cultivated it and
has thus developed it to a fair degree of sensitiveness and has
further accustomed himself to the right type of traditional
music.

What then is it that will please the ear? It is concord,
the ultimate basis of all music systems. The value of tones in
music is entirely relative. A simple tone by itself has little or
nothing to please; but in combination with or in close succession
to, certain other tones, its power to delight is high. A com-
pound tone is always agreeable on account of the presence of
the upper partials, These upper partials are produced by the
vibration of the string in aliquot parts along with the
vibration of the whole string; and these notes agree with the
note of the entire string.  In this agrecment lies the secret of
the pleasurable sensation in music.

In making the distinction between <ruti and svara you
ought to remember a very important point which is commonly
overlooked. When o svara is said to comprise several Srutis,
the meaning is not that sruti is a small interval and svara is a
big interval, but that svara has components. When a string
vibrates the note that is immediately heard as hrasva or short is
{ruti; the prolonged note which is heard together with its
harmonies is svara. The difference is not one of pitch at all.
The Sruti is a simple tone and svara is a compound tone. The
difference, therefore, is one of quality or timbre. This is why
a svara by itself is said to be pleasing; and the pleasure is due
to the circumstance of the presence of upper partials which
have varying degrees of agreement with the primary tone.

*An abridged version of one of the Readership lectures deli-
vered under the auspices of the Madras University in December,
1939. ‘
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Every note that is used in music must have at least a fair
measure of concord with the fundamental. It must also agree
with the note that precedes it and the note that succeeds it.
Though our system of music is essentially melodic and produces
its effects by a succession of notes rather than by a super-impo-
sition of them, yet it must so far be conceded that the foundation
of meludy is harmony. The notes are derived on the basis of
harmony ; hut they are applied on the principle of melody. That
the pleasure of harmony may be sensed by the ear the sadja
and paficama are always sounded in the drone ) that all the
notes used may be perceived to agree with them.

There is another form of agreement of notes which is
somewhat subtle. Every note must have a relation ol concord
to the note that imm :diately precedes it. Though the previous
note does not actually sound when the other note is rendered,
yet the impression or auditory persistence continues so that the
concord is perceived. You will find here the most remarkable
inter-relation of melody and harmony.  In making use of this
principle of concord, the bhiava or relation of madhyama and
paficama to the sadja is emphasised and brought freely into
play between note and note. This is known as vadi-siwivaditva
and all good musicians and composers make the greatest use of
this high degree of concord. There are lesser degrees of har-
mony which are also employved with exccllent results. You
will thus find that the first essential of good music is it must
use notes which are srutisuddha and thereby possess pleasing
degrees of concord.

The quality next in importance is rasa. The riga forms
the very soul of the South Indian music. Every riga in the
proper sense of the termis a distinctive, colour ful, melodic
expression of a certain muod or moods of mind. It is the most
fascinating creation of imagination and emotion inspired by a
sense of beauty. It is a sort of personality transcending the notes
composing it much in the same way as the human personality
transcends the anatomy. Itis a living form of imperishable
sweetness, a living force miking a passionate appeal to your
emotions. When you are deeply moved by a riga you no
more think of its svaras than of paint and canvass when you
behold a master-piece of Turner or Hogarth. It is no raga

that is devoid of colourful emotional contents. The merit of
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a4 raga lies in its richness of feeling and sentiment and in its
capacity to stir our spirits profoundly. One may almost say
where there is no rasa there is no raga.

A raga can properly express rasa only when the artiste
feels within himself the emotion he seeks to convey and
employs his notes and phrases as vehicles for this purpose. [
cannot in this connexion avoid 1naking a reference to a sense
of dryness and dullness which too often overcomes you in many
of the concerts at the present day. I have no hesitation in
attributing this defect to the neglect of the very essence of all
art which is rasanubhava. As if to make up for this defi-
ciency the musician of the mechanical type who has neither
emotion nor imagination loses himself in the endless maze
and tangle of lifeless svara combination and invites you to
wonder at his laborious efforts to come back to the starting
point at the proper moment. I am sure you do not understand
me to condemn the classic mode of svara singing where the
scintillating notes are exquisitely patterned (o form a brilliant
ornament to a picce.  You have only to turn to the paficaratna
kirtanas of Tyagaraja and some of the compositions of
Subbardya Sastri to perceive the beauty of svara appendages
What is objectional is that mode of svara singing where the
notes divorced from their proper sthinas and altogether estran-
ged from raga affinities, resemble in the group combinations
the sollus, sahdas and jatis of a talavadya. To sing a raga
and sustain interest in 1t requires creative talent and refined
taste which are more inborn than acquired. Skill in mere svara
singing i~ attamned by repeated efforts. ‘The musician, there-
fore, pursues the mechanical course of discharging volleys of
numbered svaras and kills time by the endless rounds of time-
measures.

In so far as there has been, of late, a falling off from the
classic standards of the past, the deterioration is to be imputed
to the sacrifice of the bhava and raga aspects of safgita and
over-emphasis of tala. Laya is indeed an essential element of
good music s | shall presently advert to; but it must be
put into its proper place, That which should dominate 1is

melody 5 and rhithm must be subordinate. U our artistes
are only brought to realize that the aim of Art as an end in
o]



58 THE JOURNAL O T MUSIC \CADEMY

itself s rasanubbiva, they will not fail to canvass this aspect
of sangita.

Though 1t 15 the tyranny of rhythm that nust be avoided,
yet laya is an indispensable element of good music in all irs
phases.  Rhythm in music 1~ but a rellection of the order that
pervades the whole universe and our being in particular; ani
nothing, thercfore, can more commonly appeal to us, from tie
most primitive to the most cultured, than the time element in
sangita. Tala in dance and compositions, laya in riaga and
rhythm in every aspect including abhinaya are inalienable atri-
butes of beauty. Without a regnlated time clement in music there
1s bound to be chaos.  No musician can be oo careful of bis
kalapramana.  The least luxity of 1t will lead to acceleration
or retardation of tali.  \Vhile the standard compositions should
conform to the tala and kil approprinte to them,  paliavi-
singer should choose simpler tias so that fancy may be allow-
ed the freest play unhindered hy the complexities of intricate
time-measures. Thus rhythimie power and beauty  should
characterise music.

The next essential of  good music is sampradaya or faith-
fulness 1o tradition. Our systewn of music has a long aud glori-
ous past. By tradition | mean the rich heritage of composi-
tions and raga renderings as passed on from gencration (o
generation in the authentic  guru-Sisyaparampari. It i,
impossible to over-estimate the importance of learning music
by the ear. Mustc ust be neard as it comes from the mouth
of tie teacher and the exact form as presented should be grasp-
ed. Indian music is always @ matter of personal and indjvi-
dualistic interpretation.  If a student should benefit, it can only
be by means oi direct contact with the teacher. The uriginu']
safngatis should -~ufier no distortion.  This however does not
mean there i> no scope for mdividuality. The artiste mu
always claborate according to his lights without \‘iolcnc-c
to the design of the composer. In the dlapana of a raga the
artiste has the amplest room for the display { his manodharina.
The raga must be conceived in its entircty and every part
should Lo so reliuied to the others that the :
harmonious whole mav he conveved.
must illumine the ragiowhose

impression o1 a
Every note employed
tdentity nust he preserved througin-
out the dapana.  Nowhere must a raga appear a patchwora
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of shreds and bits. 1 think it may not be out of place if 1
snund 2 note of warning against the growing practice of learn-
ing songs {from hooks and manuscripts. This vicious device is
responsible for the shapeless, grotesque and almost monstrous
renderings that assault our ears. Good music must therefore
be sampradayika.

o presentation will be considered worthy if it is devoid
of power, beauty and effect. Embellishments of alankara,
gamaka and anusvira will indeed enhance the charm of render-
ings, but their introduction must be governed by taste and
economy. The artiste must be conscious of his powers and
limitations and render only such pieces as the range or quality
of his voice will permit. If his éarira is of the gamaka type,
he should avoid ravajati renderings. The great composer
Tyagarija is well known for the care he -took' in the selectfon
of his compositions for being taught to his disciples according
to their voice and capacity.

In the raga alapana only the prescribed and appropriate
vowels and consonants should be used. The deepest and the
most resonant vowel “A”" and the consonants “ N, «M ”, and
« T should be employed. The fundamental vowel referred to
is the most magnificent sound that the larynx, the divine vocal
instrument, can produce. By a profundity that is almost
mysterious it is best calculated to stir us to our very depths.
No consonant serves to begin or terminate a pada better than
«T”: and the liquid sounds *“N"" and “M” furnish an easy tran-
sition from the vowel to the consonant.  You will now perceive
the great wisdom that lies behind the selection of these sounds
jor ragilipana, which when put together form the word
«Apanta”. It is often amusing to find how when the vocalist
discards thesc chosen sounds, he takes to uncouth utterances
and ludicrous explosions that mock and parady musical expres-
sion. It is deplorable to find that of late the sound “ya” has
heen usurpin-; the place of ¢A” in the alapana.

Whatever mayv be the natural endowment of a singer he
must cultivate his voice so that the mandra and tira saficaras
may be rendered in their proper saptakas. A systematic course
of voice-culture will improve the swecetness, richness, depth and
range of tones.  There is a technique of voice production that
should he studied and practised if the voice should command
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power and stability. It is regrettable to note that some of our
best musicians lose their voice even before they ure middle aged.
[ feel hound to observe that South Indian musicians should pay
particular attention to voice training. Tones -re produced by
the vibration of the chords in the larynx, but no note can he
pleasing unless it is rich in its components.  To secure this end
the note must be fully resonated.  The cavitics of the chest an.!
the abdomen should he made to ke their part as sound boxes
for the note. A course of exercise in deep und rhyvthmic
breathing would be very heneficial in increasing the lung capa-
city and the power to regulate the flow of hreath and in impar-
ting a silver quality to the voice. [f expression und presentu

tion should be effective the toice should be putent and well
cultivated.  Considerations situilar 1o these will apply to instru-
mental music regarding finger 1echnique and ton. production,

When compositions are recited the language must he
rendered clearly so as to express the bhiva, but not however, at
the expensc of music.  The artiste must be familiar with the
language of the song he sings and understand the. full signiti-
cance of the words employed. But in music of the classic type
it must always be borne in mind that sangita is more important
than sihitya and if there is a conflict between the two in the
sense that if onc is to be rendered effectively  the other cannot,
the preference must indeed go to sangita.  In so far, however,
as both can be harmonised it should be the ende

avour of the
artists to do justice to hoth equally.

I need hardly say that luksana or regard

for Sastra is an
essential of pood music.

As art is a living and growing force,
laksana in conformity with the taste and spirit of the times will
be changing. Yet it i~ fairly casy to ascertain in every epoch
how the laksana stands, even as it is possible to learn the ever-
changing grammar and idiom of a living lainguage.  Further
there are fundamental laws in music which will holl good for
all time.  No inusic which has any preientions i,
can afford (o discard laksana in
aspects.

cliassicism
I~ permanent - \‘h;mgin;

The next requisite of good nusic
musician presents may be excellent: hut jt will fail to produce
effect if the manner of presentation is not attractive. You
know full well what style in literature i, Suppose a speaker

1> ~tyle.  The matter a
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said “Rama too thinks so"” it wi_ll be correct l::’nglish but inj
elegant. If instead he said “So thinks R'axjna too tbe languaglc
is improved by beauty of style. A musician who aims at style
must not only choose his phrases and sangatis but their proper
sequence also. Fachpida or phrase must na?urally lead to thf:
one following o that the final expressions are in the naFure of a
climax and form the summit of interest; A sense o.f unity shou!d
prevail throughout a raga rendering. lven as in hiterature s0 in
music the defects of diffuseness und re(llfndancy should ])e avo;fl_
ed. Quality, not quantity should he the ideal of the artiste. '0
the musician who has his mind on the notes of the scale, mecha-
nical combinations comne easily but they are us colourless a,s:dry,
But he who realizes the riga form first is never at a loss for a
true and faithful expression of ideas. Do not take hold of the
wvaras and then try to reach u raga.. Qn the u'thcr hand grasp
the riga in its full and concrete form fiest and if necessary you‘
may go to its svaras. Raga is not df%duced from svaras at al.l,
but svaras may in a way be derived from riga. It will
not he out of place here to caution vyou aga}nst a comn?on
blunder which some of the so-called purists fall-mto, of -settlmg
the svaras of a riga first and naking the riga conform to
them. To grasp the riga form thoro.ughly and t1"u1y the ogly
way is to study a number of S‘umposxtxons of the grci;f\t. master
composers in the particular raga. And these compositions are
the best models to fashion your styvle after. '

To my mind the guality that impart? the highest mex:n" t9
art is inspiration. [t is difficult to explain w.hat exactly inspi-
ration is. [t is indeed more a thing to cxperience than to des-
cribe.  But perhaps some idea of it may be conveyed to make
its character comprehensible. Tt is a faculty.mor'e qften than
not unconsciously derived, of heing able to visualize 1deas‘and
express them with power and beauty l?eyon(l the. reacll"(?-f (.or'n-
mon human intelligence however Eramed. ' It is a \r1>1o'n, an
intuitive perception or insight irom which nature cann((i)t
withold her =sccrets.  This super-huma.n power transc.en s
all limitations of time and space and percetves objects ajmd u,lez.ls
of truth and beauty of eternal value. Its [)l’(’)fil{CthI_l?‘ will
appeal to all men in all times. Shz_ikespeare and [yagdm)akflr(el
universal masters who will please, instruct and ermof)le mankin
ax long as the world endures. Le? r-lot my -me'ntlon of these
names make you despair of ever deriving inspiration. I should
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never have made mention of 1t as a greot quality in art if it
were altogether impossible  of attainment. Fven as greu
gettiu~es olten lo-e their inspiration, so is it dikely that commeon
people may have their moments of nspiration. s it not with
our experience e ordinary individuals  occasionally e.‘(f‘(‘l
themselves and reach heights i excellence unattainable with
their normal capacity? It follows then that if great men are
on oceasions off the rrack of inspiv tion, lesser men get on the
track in their rave noments. Fo the foraer 1t comes naturally
and frequently; to the latier 1t comes occasionally and in
exceptional way. it iundeu’ ted, however, that whosoever 1s the
:lrti:s-tc. genius or medioere, the presentation wiiteh is inspired i
of supreme excellence.

Is it possitde for wnardsie to derive inspiration when L
wants it?  Perbaps not for the mere wish for it.  Perhaps, ves,
it he has purged his mind of all impurities and made it radiant
with truth and Iove. You may nov order inspiration when
vou please, but it is certainly open to vou to put vourself in «
~tate fit to receive inspiration. The mind of man i- like the
receiving set of a radio which when properlyv tuned enables u-
to hear the transaission from a broadcasting centre.  The
Zternal is for ever radiating knowledge and blis- for those who
by self-discipline have made themselves worthy to receive themn.
[nspiration is the reception of message of the Universal spirit
by the self of an individual attuned to i, How 1s the self (.
be tuned 7 By obliterating from it all traces of |
sivcerity and charging it with forces of humility, peace anid
harmony. I i~ then very sy for us to establish a CONti i
with the lufinite. Al around us  the Gireat Light for ever
shines. 1f we but keep the wmirror of our saind clean and
polished we should reflect the Radiance sl
little sphere.

1te and in-

Hlumine our ow s,

There is another virtue which thoy h

Hov on apar with
mspiration is yer near allied (o i and

animates all creations o
artc Ttis the sense of costasy or OV Ol ereation which tin
seti-expression and
of the author, the
Of view of techni-
It is now nnfurtumtely S
with us thar

artist feels in expressing himsell, \r
unless life i imparted 1o it by (i

}.\
~piri:
production however perfect trom (he noint
que. is apt to be dull and inspired.

COTING A COMMON  experience we have to i

THE SEVEN LAMPS OF SANGITA 03

through a long concert and hear music whicjh to all al)[)cefrangre'ts
is Hawless and vet lcaves us cold. We ‘lmd tl?a't an essential
sometliing is missing in it, @iz, the :u::thc.tlc sensibility. As the
artiste himseli does not feel it, his auditors oo .do 'not expe-
rience it. Tt may not be given to a'll to hflvc ms.pn'atlon.- ’Bu.t
it is possible for all o take delitht m 'thcn' creation, and trcms—‘
mit the happy seisation through their works. \Yhatevcr be
the rasa of a piece of ariistic creation, there must firl.sc a serene
aesthetic enjoyment as the result of our appreciation. Th(:‘
source of that feeling is the delight which tne. :trtxst. lumse(iih
experiences. 1l ever you heard rapturous music whlcl;l)mva L
you forget yoursell an all around vou and nay, even the very
music itself, o that in vour consciousne-s one and o.nly one.
remained, e boundless inmensity of st:premﬁa dchgh.t -;)1
Ananda, then inded you have l}?cdl‘d guod mui,xlc.,.(flj si,rll)gl. a,
illumined by the seven Lamps ran,uzmt \Vlth_the (]Uc: 1?135 0:" -im,g
Sratisudding, rasapradbana, lay:uud(%ha, sampradayika, sahitya-
Juddha. gmn;\k:ilaflkilraéol)‘r\it;\ and Anundamava.

Mustc ano DIGESTION

The Kasvapiya sawmhita or the Vrddha Jivakiya Tantra, a
text of incedicine, says that one who sits at ease after food and
enjoys inteiesting talks, music of the Vima, Venu, vocal singing
and the display ot dances has his Too,d digested easily and has
his physical strength increased.

QrH@E goarmasad Tesa |

foagaanan Az ey

AR 41 YT gEal 3937 939 1|

(P, 226 Nirnaya Sagar Fress, cdn. ),



PALLAVI DORAISWAMY IYER OF TANJORE.

Four compositi s, all in Telugy, of Pallavi Doraiswamy
tyver, a court musician of Tanjore, are publisihed here with
svaras.  He probably lived from 1782 (7) to 1816 (7) A.D.
No horoscope i~ available in the familv,  He was & contempo-
rary of Thiagaraja, and his two sons, Sabhapatt Sivan and
Govinda Sivan were. later, disciples of Thiagarajar. Doradswami
Iver was the grandson, by the daughter, of Nayam
Venkatasubba lver. Vina musician of the Tanjore Court.
Pallavi Doraiswami lyer was brought up in his carly vears
by his maternal grandfather. who after return from Tanjore
settled down at Madras; so he had his education in Telugu at
Madras, which accounts for his remarkabl: poetic expression
in that language. Our composcer’s younger bhrother wits adopted
by Venkatasubba lyer.  The dates of the composer have been
approximately fixed from twoland documents of gifts, one, dated
corresponding to 1th October, 1791 AD. lunar cclipse day, 1o
Doraiswami lyer’s tather and the other. corresponding 1o 7th
April, 1804 A.D., a gift to the composer at the sapindilarana
of hi~ maternal grandfather by the adopted son. These detail
have been kindly  furnished by Vidvan Sabhesa 1ver, the
composer’s greal grandson and the st principal ’..1 the
Annamalait Music College. The texts were obtuined from the
illustrated mnuscripts of the composer himself (who was also
a painter) and the grantha palm leaf manuscripts of Govinda
Sivan, the grand uncle of Vidvan Sabhesa Iyer. 1le composed
inall 49 pieces. and more than 1 dozen are current in the family.
It is proposed' t<.) pu!)lish them with svaras at a later dat;-.
The composer, it is said, met also Bobbili Kesavivya and won
him in‘u contest of Pallavi singing. The words of the pallavi
were Chelu ufz[aru mm:h m I‘untuvar&li riga, -\Iiir«!chapu tala,
and start with 9 matras left our of 14, to bhe sung in
2 kalas, and later, with an addition of 4 Vakuta of 16 sszrm‘.
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“ This song was sung to humble the Vina players, of the

Tanjore Court, who could not play the sound 7 ‘Ghir' on the
Vinas.
9
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Note. This song has been written in Nayika-Nayaka Bhava.
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Note. This song has been composed in ‘Ninddstuti’, “praise

through censure”’, style on Paramastva.
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THE TEACHING OF MUSIC
BY
Prov. P. Sampayurr,
Head of the Music Departrient, Unizersity of Madras.

The i s
teaching of music is one of the noblest of [rofessions

It is i
ca”yﬂ:zl::g;y lout (-)]f thre. nlus1c.t?zlcher to discover the musi-
o mllSiCi'lagpn';}] ;,'x\.'c tr:fmmg to them and make them
e s “;h r ! ev m their turn shed lustre and happiness
o the o ,e“f\.er they go. .\ music teacher is an asset
ecping With_t.] dL _er'nolumcnts offered to him are rurely in
[ g 1e dignity and greatness of his calling.
em.(,u:a:;.”,lsu:::;);, f)t the b!u.te and the Society at large to
oarage ;” @ ls ar{d misic teachers and place them fur
b mL;SiC t]:.‘lc)ha.t fu'r‘m singer m‘crn_-ly pleases his audience
tenching o m( C(:rl)h c;ngagml n the <ull nobler sk of
s ! ;md‘ ’ [)) .E’k'ﬂ'n( the.rch,\' help in the creation of an
;mdic: nt; ,p'; recrative auwdience. Through his effores the
" ce 1s gradually enabled v enjov and undersiznd
tnnf’r of the musicians’ lofiy ilights in the <ph v ative
ing v oilig e <phere of creative
[hcreAi: Szt:;'ij)x;tlil!l::rteachcr of music and the concedt periormer
here sputing the fact thet the former renders 4 sreater
bcr\"xce. to the Society than the latter. Both \)~n¢l( 'h'u‘ "
equipping themselves for their relitive tasks l-‘llnL l .-“c‘f“ i
the concert'performcr is relati ely ea\icr’ lI) "“L l"hk s
c(;ndc.emed with pleasing his ad lzoc’audicnc.cs “\;:]ie‘:(':m‘"”l:"
concerned » s b .o es are
of div Sherlu,n‘lds and tastes and the. successful performer is he
hrew enough to study beforehand the pevehol
::_i!;n;zxcszl l;vel of the audience and suitahlv ;(ij:sg't}1c ro
K maXimutmatp]tclle;'lr?afy hive the feeling of having (Icrﬁ'e(l
oy iU Pl ;he 'rom the ?«mccrr. He may commit a
forgotton, Ait e v \Vll! be noticed only by a few and s
; ‘ conclusion of the conc d
the audience part with mutya] < tisf _LCN, o performer and
has justly enemed. bis . ‘a, (.la 1; acf:on——the former that he
adequate retarn for. (o t‘k] Jt)e .lattcr that they had an
Ickets’ price. But the teacher of

I8y and
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music has to face a permanent audience day in and day out,
often for some years. He may “be teaching individuals
or large classes. in institutions. His repertoire must be exten-
sive. He must be in touch with the latest developments in
music and the newest compositions that have been composed
and published. He must be ever ready to answer the ques-
tions of his pupils, He should never hore the students with
teaching the same old stale songs. The teacher of music has
however the satisfaction of discovering talented pupils and give
special training to them and these may prove later on as star
singers and performers. 1t is his unique privilege to infuse life
into the otherwise routine school programme. Unlike the
other members of the staff, he comes into contact with pupils of
all the classes.

Some of the teachers of music who are also good per-
formers are not enabled to take concert engagements for
various causes. Service regulations may not permit them or
they may not he able to take leave frequently and attend to
mofussil engagements.  One of the ways of keeping a music
teacher in good form is by encourazing him to accept as many
cincert engagements as possible without prejudice to his own
work in the Institution. .\ music teacher heing a musician plus
« teacher, if he is not made to avail himself of opportunities to
<hine in the former role also, he is likely to beconie a mere fossi-
lised teacher. The managements of musical conservatories in
Furope and other countries have appreciated the importance of
this privilege and they allow their staff to enjoy the same.

It sometimes happens that those who fail to make a decent
living by giving concerts and who nevertheless possess the
site talents for that career arc unhappily lured to the pro-
fession of music teaching. The temptation that one can make
a comfortalle living by staying in a single pla e and also be free
irom the worries of going from place to place to keep concert
, proves too strong for them to resist. Soon after
career he discovers that he has actually
anced things that he has learnt and
form any longer. His time

requi

engagements
embarking upon the new
no use for most of the adv

practised. He ceases to be in concert
is wholly swallowed up with the daily preparation for his work

and he becomes primarily concerned with the task of the
¢fficient discharge of his own duties. He will have no hope of
reverting back to his former profession and- his career as a con-
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cert performer becomes seiled. A concert performer must
therefore think thrice before changing his career. Many
instrumentalists arc at present attracted to cinema jobs on
account of hanls ‘me salaries. Thev also share the same fate.

It is desirable that schools should engage qualified teachers
of music to teach the subject. These teachers should not be
asked to teach other subjects even if they are qualified to teach
those subjects.  "T'his will help the music teachers to give their
undivided attention to the teaching of music.

They will also
have suilicient leisure to practice music.

If necessary, schools
may engage music teachers on a part-time basi<. A music
teacher can easily manage three schools on a part-time basis.

Special classes in instrumental music during out of school
hours may be organised for the henclit of students desiring to
learn an instrument.  The fee-income derived from <uch classes
may be paid wholly to the teicher or shared between him and
the scliool.

The school pupils may be encouraged to give concerts and
operas and the income derived from such performances may be
utilised to equip the school with a Radio -<et, Gramophone,
Music Books ete.

THE MUSIC TEACHEK.

Llis qualifications, rospousihiliiics aiid Juties.

An ideal music teacher i~ one who s a Lorn aptitude and
taste for the art. e must be genuinely interesied in Music and
it is only then that he will be able tn inspire

enthusiasin for
musical studies i his pupils.

People with acquired taste {or
the art rarcly prove as successiul music weaciiers. He must feel
the competency for the task. To make or mar the singing as
well as the speaking voice of the next generation of men and
women is virtually in his hands.

A music teacher must possess a commanding and
personality.  He must have a strong and healt]
robust appearance. e must be clean in his haligs and put on 4
neat dress.  He must be humble, knowing full well his limit
tions. He must be constantly alive (o the
had learnt is after all very little compared to what he has yet to
learn in music. e must be calm and must not lose his préacncc
of mind even under trying circumstances.  Even if jt i, pis lot

a \‘v'inning
1y bodv and a

a.
act that what he
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1o teach dull and un-musical pupils, he must, \Yithout losing
patience carry on the work most cheerfully. It 1’5 not .unusual
in a class to sec some pupilz putting the .teacher’s patience to
test by asking all sorts of vexatious questions.  iven on such
occasions, the teacher, without losing l.(:i.]l!)(’,i', mu.st Sll‘l)VC t'o
give convincing answers to those mqmsxtlv'c. pupils. 1ﬁ)y.hxs
conduct, interesting presentation of the SUI)]%‘Ct and f_‘xﬁClent
teaching, he must endear himself unto them. Ifis entx:_v into tl'le
class-room must be eagerly awaited by the students. . I‘I}& pupils
must get to like him and become mtenscily f.ond of him. Fn?-
stead of inspiring a feeliug of awe in their n’nnds.he must strive
to create an atmosphere of love.  The relationship l?et?\'een the
teacher and the taught should be one of I)ercht chdlah.ty. He
hould endeavour to azhicve good results with his pupils. I.-Ie
must be an impressive teacher and must be able to estz.xbh%h
contact with his class quickly. H.e mus't be al?le 1..0 mamt.am
discipline in the class. Petty C(,JﬂSldCI‘ZLUOHS- lllfe insufficient
salary being offered to him sh.ould not stand in the way of the
efficient discharge of his duties. He must have the power of
accurate judgment of the pupil's-work. e must be Z}ﬂ a.ccurate
singer and possess sympathy with the need and aspirations of
his pupils.

He must be a painstaking and spirited teacher. He must
infuse life into the class.  He must ever strive to promote the
cause of musical l:arning. ‘ '

A music teacher should possess a fine .\'rut.i-laya S;’irir?
i ¢. a voice which naturally and easily blends with the Sruti.
The possession of an attr;xctiﬁve. sweet, graceful':m.d pleas'ant
voice on the part of a teacher is a helpful factor in 1ntercst1}1g
the pupils in their music lcssons: It -makes them learn th.h
attention and concentration. sttracu?n fr(_)m the lcs.son 1s
casily prevented. [le must be :x.ble to sing \\’_rnh expres§1on on
his face—the expression suggestive of t}}e bha.va unde'rlymg the
piece. He must be able to render the pieces ina pohshe_d and
artistic manner and according to the corre?t' sty%e a.nd Pitham.
He mu-t be able to sing without effort. ' While singing he must
carefully avoid all mannerisms, contortions of the fsfce, ges-
tures ofl the hand and other unseemly mov‘ements (?f the hm.bs
and the body. Failure to observe these W}ll result in 'the pupils
unconsciously copying these ugly mannerisms. It will become
very difficult to eradicate these defects later on.
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' ‘The Music Teacher must be of active habits and must
strive to create a good impression of himself in the mind of his
pupils. He must always put on a smiling appearance and
address the pupils with & cheerful face. Hebmust maintain the
equanimity of temper at all times. His entry into the class
must be eagerly awaited by the pupils. Du—rin-'I the music
period, his entire attention ought to be on the cla:s. He must
see tl.mt the class is brisk, disciplined and active. Otherwise
the smging will tend to become insipid, dull and uninteresting.
G -od music classes ~ing with energy and force. ’

The music class-room must be kept tidy and auractive
The.\\.mlls of the room should be adorned with pictures of ';real.
musicians and composers and pictures of musical instrumbem’
charts, plans of famous concert-halls and opera hou;es seatina‘
plan of school Orchestra and & map of South lndi-'_t :ho i g'
the principal scats of music. o

Th?re must be tie unquenchable thirst within him to im-
prove his knowledge every time and make himself more efficient
and fit for his task. He must utilise his holiday~ and vacation
to learn new picces and thus increase his rcpértoire. He wilbl
find from experience that a song taught to one class comes 1o
be learnt by the whole school.  This is especially true of hoard
ing schools. s the pupils of the cla~ Dractice—singinu during
out of the school hours every other pupil hears the nz\\' pic 5
and learns it automatically, so that the teacher cannot hope t:
teach the same plece as a wei song to some other class ¢ :
even to the same class the following year.  Hence the ”(‘Ce‘- ;r
on the part of the music teacher to add to his re )er:n‘t.‘
irequently. [f he persists in teaching the old o]q fl'in 'Cl’_lre
pieces, they will fall flat on the pupils’ minds and thcir( ‘11}:ar
siasm for musical lessons will descend to a low epl H enthy-
thoroughly master all the pieces and teuch songs t-'r'om e must
and not by looking intu a book.  If however the stude mf:mor)
printed music books before them, then the te students hyve

well to have a copy of the book before him acher would do

. and teach.
The music teacher should make jt point to ;
music conference, meeting, festival or concert dltenq every
with the latest developments in the ap Shoi?d be in touch
' accounts of

such fgstivals, conferences, concerts and meetine- :
fit be given to the pupils afterwards Ings can with pro-
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The music teacher must never shirk extra work. He must
co-operate with the school authorities in making the periodical
school functions a real success. He must also infuse a spirit
of confidence in his pupils.

Once a month at least, the more talented pupils or groups
of pupils of a class should be induced to take part in school
concerts, admission to which may be restricted to the staff,
students and other invitees. At the end of every term or at
the end of the school year, the music teacher must get up a
public demonstration of music.

Extra-curricular activities —

In addition to the routine class teaching and the school
concerts, the music teacher :nust be able to arrange for a num-
ber of extra-curricular activities. He must be able to organise
school choirs (junior and senior), orchestras (junior and
senior), percussion bands for children, music clubs, musical
evenings, musical competitions and festivals, periodical demon-
strations of music, lectures and lecture-recitals and children’s
concerts excursions to places of musical interest and impor-
tance. An exhibition of musical instruments, musical works,
m-nuscripts, charts and other teachii.g devices can he arranged
once a vear. Voices which are clear and even throughout one
and a half octaves should be preferred for school choirs. They

can lead in prayers.

For inter-school competitions, a piece may he prescribed
and the school that gives the best rendering may be award " a
prize. Or, the schools may be given the option of presentiﬁg
any krti of Tyagarajaor any krti ina raga like Sankarabharana,
Kambhoji, Kalyani, Todi or Bhairavi. Each school can send a
team of not less thun three and not more than twelve for the
competition. The winning school can be awarded a shield and
certificates of merit can he given to the members of the singing
team fromn the successful school. In the case of individual
competitions, graded certificates like: 1 Class Honours, II Class
Honours and Merit may be awarded on the recommendation
of the Judges. Activities like these promote the cause oi
musical education and culture.  They also make the school
life enjoyable. Pupils feel a new enthusiasm and joy while
participating in such activities. School life will pulsate with

a new joy.
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Lqmpared to Europe, the percentage of people in India,
Possessing a fair knowledge of the science and art of music 1S
very low. It is the fundamental right of every citizen to
receive education not only in the 3 R’s but also in music. In
addition to his routine school work, the music teacher will do
w.ell to organize music classes for :duli. There};v he can con-
tribute his share in the spread oi musical knowleilgc. During
summer holidays, he can inld vacation classes for the benefit

of t}}ose who otherwise will ot have an opporwnity of studying
music. )

The teacher can also train students to stage classical operas
or select portions of such operas to the accompaniment of the
school orchestra. He can also arrange to stage historic inusic
contests such as hetween Syama Sastri and Bobbili Kesavayya
and .Maha Vaidyanatha Aiyar and Venu as also incidents
centring round the “sa ri ga pa ga” pallavi Ksetraifia's
“Vadarakapove” padam and Tyagarija’s “Nannu P;‘lli;npa"J etc
The' teacher can also hold conversations on musical topics. The
pupils must become familiai with the names of musicians and
composers who flourished in and around their places.

NOTES OF LESsSONS AND RECORD oF WORK,

Every music teacher should carefully prepare his daily
notes of lessons and also maintain a detailed and careful record
of the work done.

Notes of lessons.  Details :—

In add’tion to the usual details tiguring in a model notes
of lessons like the name of the teacher, date, class, duration C;
the period, requirements, lesson and the procedure (o e folloi)v-
ed in teaching it, the object in teaching the lessop cte. the
following details must find a place in a music notes of Iessc;n;

The pitch of the class. -

Technical period or Melodic Period.

Name of the piece and its language and composer.
Its raga and tila.
The arobana and avarohana of the raga.

The name and serial number of its
1s in a janya raga (this detail to Je giv
option of the teacher).

Janaka raga if (he piece
en to the students at the
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A brief Saficira which the teacher proposes to sing in that
raga either in SOLF.A or as an dlapana; and the phrases which
the teacher proposcs to ask the students to repeat before teach-

ing the new piece.

Any interesting story or anecdote, or the circumstances
that occasioned the picce, or an account of the composer, or an
account of a musical Patron-relevant to the piece and which the
teacher proposes to tell at the beginning ot the new lesson.

Questioning the students if they have already heard this
new piece and also if they have heard or learnt other composi-
tions in the same riga and also heard or learnt compositions of
the same composer in this riga or in other ragas.

Prefatory remarks relevant to the piece.

i heory portion relevant to the piece.

The gist of the picce.

Constitutent angas of the piece: pallavi, anupallavi, one or
more caranas, citta-svara and other additional appendages if
any.

Notes on the composition and the composer.

(Questions to test their previous knowledge:

If a Gita is to be taught, then the pupils may be asked
what Gitas they have learnt belore and their ragas and talas.

Object underlying the teaching of this song.

Afier these preliminaries, the picce is to be taught accord-
ing to the procedure outlined in the chapter on AMethods.

In order to keep in touch with the songs already taught, it
is cssential that ahout 5 or /7 minutes of each period should he
atilised to the singing of such pieces.

Therefore the daily notes of lessons should also contain
ames of the revision songs and pieces belonging to the

Z‘Z;e:e of Abhyisa-gina (‘i echnical pieces).
Svarajnanam and Talajianam cxerci'ses:—Sight-singing
and ear-test exercises and passages for Musical Dictation.
Musical terms if any, proposed to be taught.
RECORD OF WORK DONE.
(Separate records for rechnical and melodic pieces to be
maintained.)
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CLaAss,
Pieces New Theory | Anecdot-| Remarks on the
Date. revised pleces portion |es, Stories | reception of the
' taught. taught. | etc. told. rnew piece.

| o

Pupils who have had their turn in (1) individual singing,
(2) in providing the Sruli accompanimeat ( Tambura or the
drone) and (3) in keeping talani.

Also the exerci-es given for dictation, the vocalises and
sight-singing exercises practised etc.

SINGING OUT 0F TUNE AND OUT OF TIME—( AUSES AND
REMEDIES,

It sometimes happens, that a class while engaged in
singing, goes unconsciously out of tune or out of time. The
pitch with which the pupils started is departed from and a
tendency to either sing below or above the original pitch is
noticed. The tempo also gets either slackened or accelerated.
When a departure from the original pitch or tempo is noticed.
the teacher should peremptorily -top all singing and after a few
moments of pause draw the uttention of the pupils 1o the
original pitch or tempo as the case may be.  The pupils may be
made to listen to the original $ruti for about half 4 minute and
then asked to proceed. [f the original tempo is departed from,
they should be asked to count a few dvartas of the tila
original tempo in silence. Then they should be 1 ’
with the song.

in the
sked t proceed

There are many causes which tend to make the class sing

out of tune and out of time. The pitch invarixbly tends 0 get
less in the following cases:

1. Inattentive singing on the part of even a few pupils
The rest of the class fall 2 prey to them and instea »
able to rectify those few pupils, are themselve

faulty pitch.

d of being
s led to sing in the
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2. The tambura not being correctly tuned. [f even one
of the strings is not in tune, then the students are misled
and they tend to sing out of tune.

3. If the $ruti was not sufficiently well impressed in the
minds of the pupils at the beginning of the lesson. (Itis
desirable that at the commencement of the lesson, the pupils
are made to listen to the $ruti attentively for a minute at least.
The 4ruti can also be kept sounding as the pupils enter the music
rocm. After listening attentively to the $ruti, the pupils should
be asked to sing the $ruti svaras : S p s p s and then asked
to begin singingj.

4 Continuous distraction. 1f the music room is situated
near the road-side, then any passing procession to the accom-
paniment of loud music, serves to distract the attention of the
pupils and detracts them from the class pitch.

Some loud music in a different pitch (e.g. Nagasvaram or
« Gramophone record or a Radio) freing played in the neigh-
bourhood also draws away students from the correct pitch.

3. Lf the pupils are asked to begin on a pitch far in excess
of their normal $ruti, then too the Sruti tends to go down.

6. Lf the students are asked to sing a piece with which
they are not thorough, then too the Sruti tends to get less on
account of the feeling of doubt in their minds.

7. Ill-health, weariness and laziness on the part of a few
students also results in the going down of the pitch.

8. Fatigue un the part of pupils. When tired children
sing, the pitch tends to go down.

9. The presence in the class of a few children with poor
ear.

10. Singing with inditference and singing without listen-
ing.

The pitch of the class tends to go «¢bove the original $ruti
in the following cases:

1. If the pupils are asked to begin on a pitch far below
their normal Sruti.

2. If the pupils. due to some cause, sing with extra-

ordinary enthusiasm,

The tempo or Kala-pramana (speed of singing) of the
pupil’s music gets slackened if :—
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(GRADED SYLLABUS.

At the beginning of the academic year the teacher will do
well to draw a well-planned, regularised, graduated and
detailed Syllabus along the lines mentioned Ielow :—

The principal aim to be kept in view in the teaching of
music in schools is to train the children to sing nicely and to
train their musical instincts, ultimately lcading them towards
appreciation of good music (Musicianship). This object is
attained by taking them simultaneously through the Technical
course, comprising the Svara exercises, Alankiras, Gitas,
Svarajatis and Varnas and through t.e Meloldic course com-
prising songs of recognised merit. The choice of suitable songs
is important, since the future taste of the child is dependunt
upon this. There must be great variety in regard to speed and
execution. The songs should include graded sclections from
Art music, Sacred music, Operas and Folk music—and als, a
few National songs, Bulla s, Musical Dialogues and songs of
local interest. Classical and difficult pieces snould be avoided
in the lower standards, for the simple reason that they will not
appeal to the imagination of the youny pupils. The compass o f
the pupil’s voice should be gradually extendeld through the use
of songs of progressive range.  “raded exercises in musical
dictation and graded sight-singing and ear-test exercises along
with short theory lessons centring round simple and common
musical terms should be given once a week.  Graded and plan-
ned out exercises in musical notation given once a week will
help the pupil in course of time to sing accurately
passages from sight.

musical

Very simple songs should he tatight m the 1st Standard.
From the 2nd Standard onwards, assuming  that three periods
per week will be available for music, one period should be
devoted to the Technical course (abhyisa-gdna) and the other
two te the teaching of songs proper. Where more periods are
available, they should be proportionately apportioned between
the Technical and Melodic courses. The utility of the
Abhydsa-gina course is that it gives training in the artistic and
polished rendering of picces and generally in musicianship.
Exclusive of the Technical course, on an average ahbout 15
to ?-0 Songs may be taught to a class in a vear. [In Schools
which are situated in prominent centres of music, it ought to be
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possible to cover more songs during a year. Only songs wx.th
beautiful melody combined with expressive words and consis-
tent with the state of the musical development of the chlldre.n
should be taught. The selected songs should have .good poet;1 y
in them and must be within the child’s comprehe?swn. lIn the
Primary Classes songs should be taught only by th'e zp-e[ar
method. Froai the 1st Form onwards, they may b)e tiaught by
rote or with Svaras at the option of the teacher. 1 L‘lplls s:hot.xldi
always sing the songs, counting the tila correctly. Solo singing
should be encouraged.

From the 3th Standard onwards graded exercises in
musical dictation and graded sight-singing an.d ear test exer-
cises as also well-planned-out Svarajfidnam and tilajndnam exer-
cises may be given. From the Ist F.orm or 2nd ?‘orm onwair'ds
pupils may be enccuraged to sing simple melodies themselves
from printed music books.

Ilach year select songs, verses and dialogues from well-
known operas should be taught, so that the opera.or sel.ect
scenes from it may be staged at the end of the year, if possible
to the accompanithent of the School Orchestra.

Each year the pupils should b? made familiar “(;it; at l;::tst
8 ragas, through pieces taught. . The teacher'woul 0 we tho
preface each song with a few sx‘mple melodic phrases 1'n 1 e
riga of the picce and ask the pupils to r§p§at them. . By inclu-
di:g in this preliminary exercise the.dtﬁlcglt musical phras.es
occurring in the song, as also phrases 131v01vmg the chcftr?cter;ls-
tic gamakas of the riiga, the teacher wtll pave the \yal)/ or ttl e
easier grasp and assimilation of the piece. ITl.each essoln rli
pupils should be asked to sing one or two familiar songs cl:land
either during the year or in the previous year. This will a1
in bringing them into form. A 1'nusxc lesson can profitably be
begun with some breathing exercises. Once a'we'ek at least a
portion of a period should be devoted to tf.le singing of Voca-
lises either collectively or in!ividually-qr in small groups. A
portion of the music period can be utilised to the teachm;?r of
Assembly songs.  Musical signs and terms should be'explamed
as they occur.  The teacher may now ar_ld then vxtr.lte on the
black-board simple melodic phrases in ragas familiar to the
pupils and ask the pupils by turn to sing one phrase e'alc_h. Tk}e
judicious adoption of this method will develop svarajfianam in
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pupils within a short space of time. The singing lesson
develops the memory and the power of concentration of the
child. Besides giving training to the eye, it also trains the ear
to recognise tonal and rhythmic effects.

Stories of music, spicy anecdotes about great musicians,
accounts of famous musical contests and glowing accounts of
musical patrons, their munificence and the honurs hestowed by
them on musical luminaries, given to pupils off and on will serve
to rouse their enthusiasm and kindle their imagination. From
the 1st Form onwards regular graded lessons on the theory of
music and short biographical accounts of great musicians and
composers might be given at the option of the teacher.

The syllabus outlined here is for pupils of average musical
ability. The teacher may make modifications here and there to
suit local needs. In each class a few songs of the same type as
the ones taught in the previous year but of a higher ordér may
be given. For each cluss some typical songs are given here
to indicate the standard. Syllabux is given up to 4th Form
after which students having special aptitude may take to
optional music in the 5th and 6th Forms, ’

From the 4th Standard onwards, the pupils may be
taught the meanings of the more important musical terms.
For this purpose, the musical terms have to Le graded and
taught.  About 20 technical terms may be taught to a class
during a vear. [o the higher classes, this number might be in-
creased.

MODEIL SYLIABUS,
STANDARD !,
Technical Conrse:—Nil.

Melodic Course :—

Very simple songs consisting of only stanzas i.e. without
the divisions: Pallavi, Anupallavi and Carana in' .S‘di 'ud
Riipaka talas characterised by easy rhythm un d <ama ;'du an
the stanzas being sung to the same music. The ran e- :fpu;‘-
songs should not exceed an octave and must be gref Le
between mandra paficama and madhya paficama szm:ra.l)
sangatis and gamakas and pieces in prati m(l('lhvam’ab :Vlth
should be avoided. Pieces in Saikaribharana, I*I‘arik"tmrl?hgoajsi
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and their derivatives may be chosen. Songs chosen should be
short and really easy.

Examples :—
Bhaktiyal Yanunai.
Kallarkkum.
Engaladu.
Vidiyile.
Nilamayil.
Gopika Ramana.
Napali Sri Rima.
Stanparp 1L
Technical :—Srutisvara exercises and Sarali varisais.
Melodic :—Songs of the same type as for Standard I, but

.

they may have the divisions: Pallavi, Anupallavi and Carana
and the range can be from madhya sadja to tira sadja.
Examples :—
Parayovendan mugam.
Ponnir meniyane.
Muttineri.
Pihi Ramachandra.
Gatamoha érita.
Sri Rama Sri Rama.
Paramatmuni.
Rara phanisayana.
Sri Raghuvara Dasarathe.
Todudaiya seviyan.
Staxparp 1.
Technical :—Hechu Sthiyi varisais and Janta varisais.
Melodic :—Easy songs in Adi and Ruapaka tidlas having a
few simple sangatis. Songs to be.in Sama eduppu and in easy
and familiar ragas. The range of the songs may extend up to

1} octaves.
Examples:—

Oka mata.

Vinave O manasi.
Sara sara samarai.
Madar pirai kanni.
Atti muganai.
Isainda erum.



9% THE JOURNAL OF THE MUSIC ACADEMY

Gitaminiya kuyile,
Syamale Miniksi.
Raminchuvi revarura.

Stanparn IV,
Technical :—Alankaras i f y
N i \lankara? in the saptatilas. | Practice of the
: ara exercises learnt during the previous vears in 2 Kilas or
degrees of spaed). T Malahari ra i Pura
D;gs' paed). The 4 Malahari raga ¢itas of Purandara
Melodic :—So?gs in’ Adi and Ripaka tilas involving simple
gamakas. Easy pieces in Capu tila. The range of the songs
may extend over 2 octaves. One or two pratimadhyamariga
pieces may be taught. &
Examples . —
Chudare Chelulara,
Adavirulella.
Abhiminamennadu ( Vivardhani).
Vedavakhyam.ni.
Paripilaya Dasarathe.
Kanikaramuleka poyena.
Rarid Rama.
Arukkuttin teriyum.
Matrariyada.
Arumarundoru,
Matrupatrena.
Papam seyyadiru.
STANDARD V.
Recognition of ragas when the drohana and avarchana are
sung by the teacher. .
Technical —Gitas in Mohana, Arabhi, Suddha Saveri and
Kalyani ragas: Bilahari Jatisvaram. ‘
Guessing the talas of new pieces sung by the teacher
Melodic :—Picces in Adi, Rupaka and Cipu talas invol-
ving simple gamakas and sangatis. A few pieces in anigata
eduppu (i.e. the music starting after 1/2 count etc.) may be
taught. A few songs with citta svaras may also be taught
Examples :—

Amba ni daranamu.
Ezhundal.
Na manavini.
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~ Sarasvati nannepudu.
Alokaye Rukmini.
Tillaiyambala.
Vinata suta.
Ento Brahmanandamu.
Anithudanuginu.
Koniyade.
Cidambara darisanama.
Paccai mamalai Pol.
Muttu Kumaraiyane.
Pitta Pirai Sudi.
Adala Sedanarada.
Toli ne jesina.

ForM 1.

Technical :— Gitas in Bhasanga ragas like Bhairavi and
Kambhoji: Khamas svarajati: Sankarabharana Adi tala varna:
GGuessing the talas of more new pieces sung by the teacher.

Melodic:—Lasy pieces in Desadi tilas and very simple
pieces in the Jhampa tila. More songs with Cittd svara.
Teviram in Ragamilikd form.

Examples —

Chinna ride nit.

Vina nisa koni.

Tillzivizhandanar.

Raghu Nayaka.

Sangita Sastra.

KKanugontint.

Guruleka.

$ri Rama Jaya Rama.

Entani ne.

Kanaka Sabhapati.

K alaharana. .

Tanavari tanam.

Bagumira gani.
Foru IL

Technical —Two: Aditala Varnas preferably in Kambhoji
and Hamsadhvani. Guessing the ragas of new pieces sung hy
the teacher, provided the rigas of the pieces sung are familiar
to them. Encouraging the students to - give simple phrases of
their own in familiar rigas. A Rég_g.méliki Kirtana.
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Melodic .—More pieces in Deadi and Jhampa taJas. Songs
with Madhyamakila Sahityas, Madhyamakila Krtis with
safngatis.

Examples: —

Marugelara.

Tolijanmamuna.

Tolinenujeyu.

Sri Sarasvati.

Kanna tandri napai.

Jaya Jaya Gokula.

Enakkuniru padam.

Paluku kanda.

Sri Raghu vara.

Nadamadi.

Raghuvariiasudhimbudhi.

Upaciramulanu.

Manasu karugademi Sri.

Raghuvara Nunnu.
Form 111

Technical —Navaragamilika Varna; Bhairavi Ata tala
Varna.  Guessing the ragas of further new pieces sung by the
teacher, the rigas of the chosen pieces being familiar to them.
Encouraging students to give simple musical sentences of their
own in ragas familiar to them.

Melodic:—Slightly difficult picces in Adi, Desadi, Rapaka,
Capu and Jhampa tilas. Easy picces in Triputa tala. Songs
with svara sdhitya. A few chowka-kila pieces.

Examples .—
Vanaja sana.
Santamuleka,
Lekana ninnu.
Upacaramu jeseva.
Devi Mindksi mudam.
Varamulosagi.

Forx 1V.

Technical :—Sankaribharana and Kimbhoji Ata
Varnas. The Nitya Kalydni Ragamiliki or Pa
$ayana Riagamaliki. Guessing the riga and tila of
sung by the teacher. Encouraging students to wri
passages of theirown in rigas familiar to them.

tala
nnagendra
new pieces
te musical
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Melodic:—Songs of an advanced nature in Ck.lowka an-d
Madhyama kalas, bristling with technical beauties. Krtis

with caranams in different dhatus.

Examples :—
$ri Raghuvaraprameya.
Enduku nirdaya.
Evarani.
Nidhi chala.

[t is desirable that all the songs taught in a school shorxld
have bLeen previously approved by .the Director of Musical
Education or other competent authority.

THE LANGUAGE PROBLEM.

[t is essential that the songs tau;;ht shoulfi be in the
mother-tongue of the pupils, as otherwnsfa they. will not bfe able
er into the spirit of the songs a{xd sing \.vxth expression on
their faces. DBut in bi-lingual areas Ilkerthe f:l[y of Madras for
example, songs in both Tetugu zmq [amil may be taught.
From | kForm onwards it is (.issentlal that whatever be the
regional language. at least half t;Y}c-nun:lPer of songs taught
should include selections from lyaga.raja and other classtcal
composers. A knowledge of thF meaniigs of these classical
songs is presumed on the part of the music teacher.' q

i the teacher intends teaching a song which is not in the
hen in order to save time, he can make cyclo-
the song in notation and circulate therp to tlfe

The pupils can copy the songs during their
d return the sheets back to their teacher. [f
rv. in bilingual areas, the teacher can \_zvr.ite the songs in
HCCCS§§ . ipts (SRGM P D N) with the Sahitya transliterat-
Eingxl:;nttslzrpipils can copy them in their own language.

to ent

printed hook, t
styled copies of
pupils beforehand.
leisure moments an

KuMMI AND KOLATTAM,

The teaching of Kummi and Kf)littam must find a-prom.i-
nent place in any scheme of musical .te.achmg, especially in
irls’ schools.  The pupils love to Partmpate i t.hem. This
f.xércise fosters active habits: It }a.capable of being don.e by
large groups of children. Besides gving strength to the limbs,
these folk dances develop the pupils’ powers of. thinking and
understanding and memory. [deas of.co-operatlon and‘a: feel-
ing of espirit-de-corps are engendered in them. The utility of

14
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the rhytl::?c Il\?lat.!ar.n in the direction of the development of

familbrics a Ibeﬂbe in children can hardly be overrated. After

varieties-ofggiflg pupils with the different steps and with the
i my, the teacher can take th a

tam and Plr_lr_lal-l\'o[éggam (with cords) em through Kolat-

There a any s
Fe tmany story songs and songs on secular themes

intended X i lola

nte chtivf:;z é;t;x:n: flf]d Kolittam. During the Village Fairs
With aits on ,'2 l;;e}arge groups of women participating
singing in e f lese danFes. One can hear autiphonal
o thebKum'ni gﬁeo htulk music. Very frequently the leader
e P! ,O;Ote}: t chparty ’t‘hrough a new set of songs on
epeats o t;t; tp :rr::e.‘ ulnlle gart}_:' caretully listens to and
time they beconie familiar with l:hey l:cfv Ies?:)egrs.. I’;hceoglrticm(:f

tion of Solo and Chorus
‘ 1 us on such occasions adds i
the interest of the performance, » considerably to

’ Music AND MaTERNITY,
The Kis’yftpiyasarhhilﬁ or Vrddha jivaki
:;;h(:fb:urt:;nty,'says .that during a lady's pregna
unding with chants and music ofgin:rc:!;:;: nouse
; s.

mediveaaAeiE e geny |

(P,

Ya tantra, a medieal

33, Nirnaya Sagar Press edn.)

THE CART BEFORE THE HORSE

R. SVAMINATHAN

The principle of cart before the horse has begun to be
adopted in our music, on a commercial basis and especially
in Tamil songs, owing to the increased demand for them to
meet the requirements of Tamil Talkies. There may be a
dramatic situation to be represented by a song. The Talkie
Director or Manager chooses a few of the gramaphone plates
for the Studio Composer and he is 10 compose a song conveying
as, and the composition is to be shoved into the

More often than not, the composer
printed matter and the song is made
to order. The composer of the song has no choice in the matter
of the tune; it is selected for him and he is not to judge whether
the tune is suitable to the sentiment. The result is that we
have many mushroom songs in strange tunes interspersed with
flat stilted words without any points for appreciation except
perhaps the voice of the artist who sings them. The pity of it
is that some of these songs are begun to be sung in music per-
formances also. Nobody is moved to any musical appreciation.
This method of departmental work in music is artificial.
Music is essentially subjective or personal. The author of
the song expresses himself in music. The sentiment or idea
expresssed is one that he feels and often he thinks out the idea
in music. First the idea is felt, then the particular raga most
appropriate is chosen and the particular tune and the text of
the song flow naturally into each other i.e. the words of the
song and the setting thercof in the frame of music merge their
individual existence into one for the listeners, as both tend to
the same effect. This we know was how the great masters

composed songs. Of course the urge for new songs is quite
commendable. But if the high standard of old tradition is to
e undertaken by first rate musicians

be maintained they must b firs|
well read in our literature so that good poetic ideas and words

may be well set in appropriate tunes.

the required ide
tune of the selected plate.
selects a piece from some

g——
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TrE XI ALi-Inpia ORIENTAL CONFERENCE.

The XTI All-India Oriental Conference was held during the
Easter of 1940 at Tirupati under the auspices of the
Venkatesvara Oriental Institute. The usual single Fine Arts
section was split this time into three sections, Painting and
Sculpture, Dance and Music. The Music Academy extended its
co-operation to the Music section. Mr. T. V. Subba Rao of the
Academy presided over the section and members of the
Academy deputed to the coniesence read papers:

Vidvan K. Ponnis Pilla;:

Some chief characteristics of
South Indian Music.

Dr. V. Raghavan: Sangita sara samhgrahamu,
Mr. T. L. Venkatarama Atyar: Venkatamakhin’s Melas.

Mr. C. S. Aiyar, another member of the Academy, contri-
buted a paper on “Pallavi Doraisvam; Aiyar,”

COLLECTION oF MANUSCRIPTS,

The Music Academy has started
Music Mapuscripts. Vidvan Sabhesa
in his possession from which the Acade
compositions of Pallavi Doraisvami
Tyagarija.

the work of collecting
Aiyar lent an old Ms.
my has made a copy of
Atyar as well as of

Descendants of Tyigaraja were kind enough to lend to the
Academy for copying a palm leaf Ms. in their family €ontaining
a rich collection of Tyagaraja's compositions, some with Svaras.
It is noted that in about fifteen cases, the Ms. chows differences
in specifying the Ragas of the Kirtanas,

The Academy has also secured Ms.
compositions of prince Pratipasirha of | a
is in Marathi and is accompanied by Svurys, The Rigas and
Talas are mentioned both in the texr and in an Index.

The Academy appeals to 4 those intererted in the preser-
vation of music materials to help the Academy to build up its
Mss. Library which would form the basis of jts publication
department and its deliberations on Riga Laksanas.

of two Rigamalika
njore. The Sahitya
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Dikgsitar Mvusic CIRCLE.

. L. Venkatarama Aiyar has startefi under the
auspibiz :; the Academy a Diksita..r. Study Cfrcle for thc':
teaching and learning of the compositions of Sri Muttusvami
Diksitar. The circle was started in :f\ugust '1940 and more
than fifteen persons are attending the circle, w.hnch meets every
Monday and Thursday at the Academy premises at 4—4Q p.m.
Admission to the circle is free. The following compositions
have been taught and learnt:

1. Karikalabhamukham Saveri Ripaka

2. Jambupate Yamunakalyani : K

3. Balasubrahmanyam Surathi Aﬁix

4. Kamalarbike Todi Ripaka

5. Santinarimasvaminam  Hindolavasanta A(}i

6. Sesicalanayakam Varali Ripaka ]
7. Srikamalambike Srirdga Khaqfi,a ekatila
8, Kamalimbi samraksatu Ananda bhairavi M‘lsra

9, Sriguruna palito’smi pPadi Rtfpakam
10. Bhaja re citta Kalyani Miéra
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Back Volumes
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1. Sangitasudha of King
" Raghunatha
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~of Venkatamakhin—
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‘Do. Tamil
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