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- OPINION

The Oriental Literary D;geat Posna,
writes : ~

‘A journal of all-India character,
solely devoted to music has been a
seriousandlong-standing desideratum.
Though the Sangita a quarterly pub.
lished from the Maris. College, Luck-
now, and the Journal of the Music
Academy, Madras (JMAM were
started in 1930), both had unfortu-
nately, to be suspended after issuing a
few excellant numbers. The reappear-
ance of the JMAM will therefore be °
welcomed by all thoughtful lovers of
Indian Music and culture with no
small amount of gratification. The
volume under review, though dated-
1934, was published only a few months
ago, and the promise of soon bringing
out the volumes due for each of the
years 1934 to 1938 resumes the thread
of its publicasion from twhere it was
broken.

Though naturally it is devoted chiefly
to South Indian Music, there are fea-
tures which make it in dispensuble for
serious students and lovers of music
throughout the length and breadth of
India. Publication of original articles
on music by experts, and of classical
works on Indian music are instances in
point. Authoritative reports of the
annual conferances of the Music Aca-
demy, Madras, are to be found only in
the pages of this journal, and embody-
ing as they do the discussion on import-
ant topics by experts and acknowledg-
ed authorites, they cannot be overlook-
ed by serious students of Indian music.

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

We wish the ]ournal a long and
brilliant career of service to the cause
of Indian music. Let all lovers of
Indian music make common cause
with those in charge of the journal
to see its growing prosperity. ”’

SELECT OPINIONS
The Indian Express: *The resump-
tion of the Jcurnal is an event of

the first magnitude in the musical
world. ” |

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

The Mardras 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)...... Fulfill-
ing as it does a real need of music
Jovers, we are sure all lovers of art
and culture will support it.”

H.H.The Maharajah of Dharampur :
“...His Highness is also delighte&
to read the articles in your magazin
which are undoubtedly very intereat-.
ing and instructive. He is also pleas-
ed to read the proceedings. of the
Aeademy’s Music Conference...”

The Adyor Bulletin : “The resump-
tion of the publication of this jouraal
devoted to the promotion of research
in the field of music must be welcomed,
by all lovers of Indian culture. The
Journal fulfils a real need as it is the
only Journal f its kind in India.”

S. N. Bhatlacharya, Benares Hindu .

University: ‘A glance at the Index
fur the last ten years’ articles in your
Magazine revels tome the keen interest
in Music taken by the South Indianu#
There is no such Journal in North.”

The Vigwa-Bharaths Quarterly, Santi-
rnikelan: *“The present issue of this
Journallike its prede:-cssors maintains
a uniformly high level of musical
research. The contributions exhibit
variety and present music as a rich
cultural pattern characteristic of the
genius of our country. Those who care
to study Indian music seriously, es-
pecially ita southern School, would be
happy to discover that each articlein
this journal embodics some aspect of
faithful research in the domain .ﬁ
Music......c.o...uee This Journal sho
inspire the lovers and patrons of
Hindusthani music tostart a simiar
magazine from the North.”
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van, Joint Editor, Journal of the Music Academy. :

Articles on musical subjects'are accepted for publication

ou the understanding. that they are contributed solely to the
Joutnél'of the Mudic Academy. )

Ml mandscripts shonld be legibly written or preferably
typewritteh (double-epaced—on one side-of the paper only)
and should be signed by the writer (giving his) address in full).
- Al]l articles and comfmusicationsintended for publication
should reach the office at least one month before the date of

publication (ordinarily the 15th of the lst month in each
quarter).
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The Ed'i;to.r of l;,he Journal is not responsible for the
views expressed by individaual contributors.

. All advertisements intended for puplication ¢bonld reach
tHe office' not later than the 1st of the first month of each
guarter.

All books, moneys and cheques due to and intended for
the Journal should be sent to Dr. Raghavan, Joint Editor.
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Muﬁi’ry for fucnishing a fairly detailed study of

Tyagaraja and his contribution to the music
world.

'The life-story of a Vaggeyakara is in a way
the personified history of the music of his days.
The present special number of the Madras Music
Academy not only supplies us with the dates
and facts of the great life of a saint and an
epoch-making musician but also presents to a
serious student of music, a model plan for taking
up the study of musioal compositions and their
anthors.

Let all lovers and students of music, both
in North and South India, derive inspiration
from & critical study of this commemoration
volume.
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Nt Svat Tirunol .\luh;truj:x.
Svati Tirunal's father.
Parvati bai, Svati Tirunal's nunt

Lakshmi Bar, Svat) Tirunad's mother.

THE XXII MADRAS MUSIC CONFERENCE, 1948
' OFFICIAL REPORT

THE OPENING DAY
24th December 1948

The Twenty-second session of the Annual Music Confer-
ence of the Madras Music Academy was held at the Sri
Sundareswarar Hall and the Lady Sivaswami Iyer Girls’
High Schoel, Mylapore, Madras, from December 24th 1948 to
1st January 1949. H E. the Maharajah of Bhavanagar,
Governor of Madras, opened the Conference and Travancore
Asthana Vidvan Kumbhakonam Rajamanikkam Pillai presided
over the deliberations of the Experts’ Committee. The
opening function was held in the Sri Sundareswarar Hall.

As usual, the Affiliated Institutions of the Academy also
gave their co operation in the bolding of the session.

A special feature of the 22nd Conference was the fact
that the Indian Branch of the International Society of
Contemporary Music held a joint session with the Academy’s
(‘onference and noteworthy music scholars and leading
Hinduethani vidvans from the North took part in the
deliberations and concerts.

A large and distinguished gathering of music-lovers
attended the Conference.

His Excellency, who was accompanied by Her Highness
the Maharani of Bhavanagar, was received on arrival by
Sri K. V. Krishnaswami Aiyar, President, and other office-
bearers of the Academy and led to the dais to the accompani-
ment of Nagaswarm music by Asthena Vidvan Tiruvida-
marudur Veeruswami Pillai.
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The proceedings began with prayer sung by two students
of the Academy’s Teachers’ College of Music.

Dr. V. Raghavan, Secretary, announced that mescages
wishing the function success had  heen received from
H. H. the Maharajah of Cochin, the Governors of Bitar,
Bombay and West Bengal, Hon. Sri B, o Kher, Premicr
of Bombay, Sri K. M. Mun«hi. Hon. Messrs M. Bhaktavatsalam
and K. Chandramauli. Minister= for Public Works und
Local Administrastion, Madras, Vidvan Ramakrishnayvya
Pantulu, Mr. Kurshid Ali Khan. President of the Lucknow
Branch of the International Society of Contemporary
Music, Mr. Humphrey Searle, CGencral Secretary of the
[nternational Socicty of Contemporary Music, London, the
Judges of the High Court, Mudras, the Mayor, the Rasika
Ranjani Sabha, Tiruchirapalli, and the Rasika Rapjani Sabha,
Mylapore.

Welcome Address

Sangita Kalanidhi T. V. Subba Rao, Vice-President,
read an address of welcome to the Governor, Sir Sri Krishna-
kumar Sinhji, K.C.S.T., Maharajah of Bhavanagar. In the
course of the adiress, he said: -

¢ SIR,

We esteem it o proud privilege fo have vou in our midst
this evening to open our T wvenly-second Coufrrence with its
connected activities. It i1s remarkable that this year the
International Soviety for Contemporary Mu-ic (Indian Scetion)
is baving its conference and concerts in joint sessions and
programme with ours and has for thix purposc dvputed
notable musicians and scholars from North India to collabo-
rate with us in matters of common intcrest. The meeting ot
the two systeme of Indian Music cannot but yicld fruigtful
results.

While it is satisfactory that the Government of our
country have, on the attainment of freedom by ug, become
properly alive to the importance of promoting the tine arts
and music in particular and have in thiz hehull gone ahead
with the development of the College of Hindusthaui music in
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Lucknow, it is disconcerting that their policy in respect of
Carnatic Music, however, is being deflected by considerations
altogether foreign to the high aims and ideals of the art.
Should the Government act with equal expedition in the
couth as they did in the north, they ought in fairness and
justice to have no hesitation in consulting and confiding in
the only institution which by solid and enduring work of more
than two decades has earned unquestioned right to lead in all
matters concerning ~angita.

If we may be permitted to recall to your Excellency, the
Music Academy owes its Cnstitution to the Madras Se-sion of
the Indian National Congress of 1927 and has from the
inception been strenuously working for the preservation and
advancement of classic music both on the professional and
academic sides.  As a pioneer institution it fosters the highest
traditions of Sangita and serves to chasten the public taste.
In the promotion of the art it is a University in itself,
comprehending such diverse activities as the holding of
Conferences, maintaining a College of Music, conducting a
Journal, publishing classic works and organising planned
competitions, educative concerts and refined Bharatanatya
performances.

We fervently hope, Sir, that you who are a prince in
culture and learning as in governance of state and province,
will, with your discerning taste and enlightened interest in
music, be able to exercise wholesome and effective influence on

H

the development of Carnatic music.’

He then requested the (lovernor to open the Twenty-
cecond Conference of the Academy.

Sri K. V. Krishnaswami Aiyar, President of the Academy,
then presented the address enclosed in a casket in the shape

of a beautiful silver Tamboor:.

Opening Address

His Excellency, opening the Conference, said :

My, President, Ladies and (i¢entlemen, [ am very grateful
to you all for giving me this opportunity to meet you and to
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open this Annual Music Conference and I would like to
express ou behalf of Her Highness and myself our warm
gratitude for the welcome you have given us.

To be frank, I hesitated a little before accepting this
invitation, as I felt that I would be quite out of place in the
sphere of music, much less to discuss it in the presence of
those so well versed in it. But though | am no systematic
student, T can, with a certain amount of pride, claim to have
inherited a natural tendency for music. My interess in it has
been very keen and my own Stute of Bhavanagar has been
known for generations for its patronase of eminent musicians.

My acquaintance so far has only been of cource with
North Indian music but ginco I have been in Madras I have
had many opportunities of hearing C'arnatic mueic. Tt is true
of course to say that there are, broadly speaking, two schools,
the North Indian and the Carnatic, bus fundamentally they
spring from the same root. Mclody i~ the fundamcnt:;l
principle of Indian music throughout. There are certain features
which are commion to both systems and which distinguish
them from music elsewhere. The ragas, the talas and the
swaras belong to both schools. Carnatic mucic however
retains its original character i~ 1s Nouth Indian dancing in
Bharata Natyaum has doro. un the other hand, niusie
in North India was . abject to various other influences espe-
cially from Persian and M lim scources, and the :r:uh.ml
changes which took place in it have produced fhe pre=ent
Hindnsthani style.  But there sould not Le anv  confliet
between the two and I should think that one .with trae
appreciation should be able to understand and vive equal
praise to both.

What we do need, however, is a more systematic studv
of both systems, cspecially the relation to each other and 1
am glad to see vhiat you have taken a right stip in this
direction and that the International Nociety f(,rAMusi‘. i;
having a joint conference with vou. You have invited famous
North Indian musicians to take part in this Conference. Our
great composers, Tukharam, Tulsidas, Mecera and Tyagaraja
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belong to the whole of India and not to any particular portion
of the country.

Another point that I would like to emphasise is the
necessity to promote an interest in the common people in
classical music. Music is inter-woven with Indian culture,
You will find it at every stage of our lite. 1t is a part of our
worship in the temple: it is an accomplishment in every
home: and on the ssage and, as a recreation, it is a universal.
But we have to guard against, what 1 may call, a cheapening
of Indian music and unfortunately there is a very regrettable
tendency in this direction with cheap films and gramophone
records. 'The only way to guard against it is by lessening the
gap between the music Pundit and the ordinary men. We
are going now through a period of revival of interest in our
arts and surely music shoutd have the foremost place in such

a re-birth.

T understand that these annual festivals are extremely
popular, but T would like to sce our copying the example of
some of the Westcrn ~ountries like Germany where good
clas ical music is provided for the public at very little cost.
The practice of people’s music festivals, and concerts and
operas at low cost, which are common in Europe and in
England, could very well be followed, not imerely at such
(Conferences but ail the year round.  This would be one of the
main funcsions of a Music Avademy ; not merely a scientific
study of the subjecs which of coursc is very necessary, but to
bring our best classic.] masic within reach of all. 1 am sure
thac the Government would always be ready to support any
steps taken in such revival of culture.

Again, Mr. President, we thank, vou for your welcome
and we wish this Conference and the Music Academy every
success and good fortune. [ have great pleasure now in
declaring this Conference open.

At the close of his address, His Excellency read the
me=sage of the Governor-General H.E. Sri C. Rajagopalachari,
conveving his very best wishes to the Conference. 'The

Maharajah then declared the Conference open.
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Election of the I'restdent

Sangita Kalanidhi Rajyasevanirata Semmangudi Srinivaea
Aiyar proposed Vidvan Rajamanikkam Pillai to preside over
the Conference. He paid a tribute to the attainments of
Vidvan Pillai as a violinist.

The motion was seconded and supported by Sangita
Kalanidhis T. L. Venkatarama Aiyar and Vidvan Tiger
K. Varadachariar.

Speech by the Secretary, [.S.C. M., Indian Branch

Dr. Narayana Menon. Secretary of the Indian Section
of the International Society for Contemporary Music, referred
to the aims and objects and functions of the Society and eaid
that it was so organised that it was like a federation of
various national sections, functioning independently as far
as their national activities were concerned. Tbe‘ Indian
Scetion of the Society, he said, was formedin Baroda in
January last on the occasion of the Baroda Radio Music
Festival at which many musicians from all over India had
gathered.

Sri K. V. Krishnaswami Aiyar then carlanded Vidvap
Rajaumanikkam Pillai.

Presidential Address

Vidvan Rajamanikkam Pillai then delivered his Presj.
dential address.

Sri Rajamanikkam Pillai thanked the members of the
Academy for having clected him as the President of the
Academy for the year and said that he owed that honour
largely to having been the disciple of the late Tirukkodilaval
Ramaswami Aiyar. Tt was a great responsibility to preside
over a Confercnce of great musicians and experts. He agreed
to undertake it in the fullest belicf thut he would gcti the
utmost co-operation in his cilorts from the organisers and
delegates and he was sure that that ('u.upu;moﬁ would be
forthcoming to make the dcliberations of the Confere
suCCess.

ncee a
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Paying a tribute to the good work done by the Academy
sri Rajamanikkam Pillai said that it was a pillar of the
music world. The members of the Academy had contributed
a great deal during the past two decades for the protection
and growth of Carnatic music. No praize would be adequate
for the Academy’s efforts in picking out from ancient records
such music treasures as Chaturdandy [’rakasika, Sangita-
Sudha and Sangita Saramrta and publishing them. It was
a praiseworthy eflort on the part of the Academy to run a
mueic journal with a view to propagating the truths relating
to music and to publicise the views held by vidvans on
certain moot points. Sri Rajamanikkam Pillai said that it
would be no exaggeration to mention that the Academy had
encouraged and brought to prominence several young
musicians.  With the same objeet in view, the Academy had
been arranging performances under its auspices by youngsters
and giving opportunitics for promising ones among them
for performances during the agnual Conference.  The annual
Conference of the Academy provided an excellent opportu-
nity for vidvans to cume together and serve the cause of the
art of music. It should he noted that the discussions in the
Conference and the resolutions adopted at the Conference
contributed a great deal towards the growth of Carnatic
music. Tt attracted a large gathering of music lovers {from
far and near. It was not surprizing therefore that the
Academy had come to cccupy an important place in the
music world. The credit for all this went to a large extent
to Sei K. V. Krishnaswami Aiyar, President of the Academy.
Manv Drinces and Zamindars were extending their support to
the Academy by donations and otherwise. This was not a
little due to the untiring and sclfiess work of the President
and other members of the Acadewmy who co-operated with
Lim in the work. The music world should express its
gratitude to them. It was a matter for gratification that
Sri K. V. Krichnaswami Aiyar hed heen appointed a member
ot the Committee formed in connnection with the establish-
ment of a University for Carnatic music. They could be
contident that Sri Krishnaswami Aiyar, having done so
much to further the interests of Sangita vidvans, woulw
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keep in mind their interests in hic work connected with the
propesed musio University.

Sri Rajamanikkam Pillai suggested that the proposed music
University must bave s wide scope of studies with compre-
hensive schemes covering the various branches of the ancient
art of music which had developed along different lines.
The courses of study should cover a sufficiently long period
s0 as to produce first class musicians. There was no use
introducing short courses of two or three years’ duration
which would provide only superficial knowledge for the
canditates. Provision should be made in the University for
instruction in handling tala vadyas and literature an( research
in matters relating to sound. The Head of this University
should be a prominent sangita vidvan.

Sri Rajamanikkawm Pillaj referred to royal patronage
under which music flourished in different States in India and
the great services rendered by the Rulers of Travancore :nd
Mysore to the cause of music, emphasising the important
place which the compositions of 8ri Swati Tirunal had come to
occupy in the repertoire of the present-day musicians, He
deplored that more such royal patrons were lacking in South
India and added that the work of the Music Academy zhould,

therefore, receive the co-operation of musicians and

music
lovers in an abundant measuyre.

Addressing himsclf to musicians and s
the President dwelt on the need for prese
style of rendering kritis and keeping as
the lines set down by the original or e
of the art. In this connection he re
of singing in high Sruti was falling into neglect even in the
case of vidvans at the present day. He emphasised the
importance of singing in the Mgndra Stayi especially now
when we had amplifying facflities to reach large audiences.

tudents of musie,
rving the traditional
close as possible to
xperienced practitioners
gretted thas the practice

Drawing attention to the need for keeping to accurate
Tala, the President observed that musicians should infuse
an interest in the people in the intricacies of Tala.
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Incidentally Sri Rajamanikkam Pillai disapproved of
the practice of some vidvans singing certain pieces in their
own and new ways when they had been once rendered and
popularised in particular mettus by prominent musicians.
Equally objectionable was the adoption of different Talas

for the same.

Music, Sri Rajamanikkam Pillai said, must be taught
and learnt in the anecient Guru Kulae method which alone
would ensure the proper handling of the art and guarantee
its keeping to original level. Institutions giving training in
music shuld as far as possible adopt only that metl.od,

The President then turned to instrumental musio and
gave salutary advicc to those accompanying vocal musicians
on different instruments. He said, these instrumentalists
should have a proper grounding in vocal music also and
practise singing as often as they could. When accompanying
vocal vidlvans during concerts they should give their maximum
co-operation and should not attempt to show themselves off
in any way detrimental to the performance of the vocalist.

The President, in conclusion, made a fervant appeal
for finding and encouraging new talent as much as they
could; and he appcaled to music students and aspiring Vidvans
to attend performances of eminent artistes in large numbers
for their own benefit. He added that unity should be empha-
sised in music as much as in politics and economics and
welcomed the participation of Hindusthani musicians in the

Academy’s Conference.
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Vote of Thanks

Sri T. T. Krishnamachari, proposing a vote of thanks
to the Governor, said that the Academy since its inception
had striven not merely to further the cause of Carnatic music
but to maintain its high standard. Carnatic music claimed
a heritage from the past: 1t was not merely ancient but was
live, original and soul-stirring and gripped the imagination
and intelligence of the South Indian mind. He hoped that
they would develop not only their school of music but also
contribute in some measure for the development of Hindus-
thani music.

The gathering was then entertained to a music perfor-
mance by Srimati V. R. Chandra Ramamurti accompanied
by Srimati Komalavalli Srinivasan on the Violin and Srimati
Ranganayaki on the Mridangam.

The Conference Souvenir

The Academy brought out a well-got-up souvenir in
connection with the Conference, containing an account of the
aims and achievements of the organisation, interesting
articles, portraits of South Indian composers, former
Presidents and Openers of the Academy Conference: and the
programme of music performances for the year.



20 THE JOURNAL OF THE MUSIC ACADEMY {voL. xx
THE SECOND DAY
25th December 1948

The meeting of the Experts of the Music Academy, Madras
convened in connection with the 22nd Annual Couference,
began its deliberations to-day at 12 noon in the Lady
Sivaswami Aiyar’s Girls’ High School Hall, Mylapore. Asthana
Vidvan Kumbhakonam Rajamanikkam Pillai, President of the
Conference, took the chair.

»

The following was the agenda of the Conference :—
1. Raga Lakshanas of: Manji, Suddhs Desi, Kannada,
Dvijavanti, Useni.

Z. Lectures and Demonstrations :
By Sangita Kalanidhi Mysore Vasudevachar.

. Maharajapuram Visvanatha Iyer.
Travancore Asthana Vidvans Alatoor Bros.— Pallavi.
Vidvans Valadi Krishna Iyer, Veenai

Kalidas Nilakanta Iyer, Piratla Sank
and Madura Subrahmanya iyer.

Varadaya,
ara Sastri

’

3. Reading of Papers:

‘Mela’ and “Tala’ by Sri P, G

Sundaresa Sastri,
Tiruchirapalli.

Asthana Vidvan Tiruvidaimarudur Vv

ceraswami Pillai
on Nagasvaram,

4. Other Subjects: Pallavis in unfamilar Talas; Tala
Prastara ; Silappadikaram : Bharata Natya.
Hindusthani :
Pandit Ratan Jankar:
(Dhrupad, Khyal eto.)

Srimati Gita Sarabhaj- Raga-development in Hindus.
thani and Carnatic music,

Pandit Ratan Jankar: What is Just Intonation in
singing Ragas ? ~Discussion.

(%4

Forms in Hindusthani Music
with demonstrations,
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6. Reseolutions: .
Recording of rare lakshyas—Prof. Vissa Appa Rao.

7. Any other subject that may be brought forward with the
permission of the President.

The proceedings began with singing of prayer, ‘‘Sri
Muladbara’ in Sri Raga, by Sri S. Srinivasa Rao.

Papers on Mela and Tala

Two papers in Tamil on Mela .and Tala sent by Sri
P. G. Sundaresa Sastrigal of Tiruchi were ﬁ.rst taken up.
These papers which clearly explained the history and the
systematisation of the seventy.two .Melakm“ta scheme and
nomenclature, as also the Tala with 1llt‘xstratxve‘ charts, erre?
read by Veena Vidvan Narayanaswa.ml. Sangita Kala:mdhl
Sri T. L. Venkatarama Aiyar spoke in fuf'ther elucidation of
the Mela names. Emphasising the historical value of such
inquiries for purposes of research, .he oxpressed thanks of the
Academy to Sri Sundaresa Sastrigal who had taken the
trouble of preparinyg these two learned papers. The full texts
of these papers are pubhished elsewhere in this volume.

Lecture and Demonstration on Ragn-alapana and keeping Tala.

Vidvan Valadi Krishna Aiyar, Principal_ of the Academ_y’s
Teachers’ College of Music, gave a leciure w'xt,h dexx'\onsbratxon
of certain aspects of Raga singing and 'keepl?g of l‘a.la. The
Vidvan taok the two ikagas, Tods and 'Ixalyam, and pointed ?ut
cettain defects in present-day rendering of thfase Ragas.whlch
students of music should avoid. He e‘mpbasxsed th.e im por-
tance of the correct Gandhara, Dbaivata and Nishada in
Todi. Sometimes, the Gandhara &s now rend?red was lowef'
than the proper Sadharana Gandham', smac.kmg of Aec'wen.
Explaining the nature of the appropru?te L.\h.shada he pointed
out the danger of erring into Dhanyass, 4hiri or Ghanta.

Taking up Kalyani, Vidvan Krishna Aiyar.explained the
ture of the Madhyama and Nishada of this Raga. Con-
nasur the Nishada of this Raga from the Nishada of
g::;::ibhamm. he pointed out how this note was prolonged
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in Kalyani to suit its nature of being Vadi to the Prati-

madhyama. Incidentally he warned the young musicians
against the display Graha bheda.

Regarding the Madhyama, he said that Suddha
Madhyama, which would bring in Yamuna Kalyani, is not
admissible in Kalyans. Even the Pratimadhyama of Kalyani

is distinct from the same note occurring in Yamusa Kalyani
or Hamir Kalyans.

Speaking on Tala the Vidvan mentioned three points:
(1) Musicians to-day did not keep the Tala steadily, the tempo
either quickening up or slackening down by degrees. (2) They
also tapped too heavily and inartistically. (3) They never
resorted to the rarer measures even for Pallavis, In this
connection he gave an exposition of a Pallavi in
Vikridita’ tala composed by Nagaswara Vidvan
Pillai of Nagapatnam.

‘Simha
Venugopala

In thanking the Vidvan for his instructive lecture and
demonstration, the President, Vidvan Rajamanikkam Pillai,
referred to the point that he had emphasised
dential address, namely, the need for adequate Sadkakam on
the part ot the young musicians and the importance of
imbibing the true forms of Ragas and the correct nature of

swaras of particular Ragas from Gurus of accredited tradi.
tional learning in the art.

in Lis presi-

Certain ragas may have certain
common swaras but their bhavas are distinct and these

bave to be learned from Gurus and not from mere books.

Young musicians should not fight shy of the need for

early
exercises.

THE THIRD DAY
26th December 1948

The Experts’ Committee of the Music
again to.day under <he presidentship of
Rajamanikkam Pillai.

Academy met
Asthana Vidvan

The discussions were attended by
Pandit Ratanjanker and other North Indian musicians.
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Lecture and Demonstration on Swara-ginging

Vidvan Kalidas Nilakanta Aiyar, Lecturer in' Vocal Music,
University of Madras, gave a lecture on .certam aspects oli:
swara-singing with demonstration. . I:Ie §ald that swlara.vall
should be so practised as to give training in all the .ta as E:.;(
they must alo be cast in the several melas Dwelling on the
several praetices obtaining now in the m?de of swara-s;]nimg%
the Vidvan offered many new suggestions and wet o. 80
manipulation intended for practice, as well ag for'producu':g a
striking effect. The 35 alankaras should be practxsed( to {i:;ie
mastery over talas having odd numbers (i1, 13 and 1J.). | e
times of these had to be varied and halved progressive y :;)
that mastery over the fractions may alst? be Obt;"HZ'.
Referring to the use of ending sxfmra—smgmg with Ta-Dhi- lz-
Na-Tom, he pointed out that this fal?ould be done not <.)f1 y
with an eye on mathematical precision but also on art%bt{c‘
effect ; this could be achieved by dovetailing characteristic

raga-prayogas in the sollukattu.

Taking ragas like Gowla and. Manirangu whe}r}e kirta:afs
begin on ri, Vidvan Nilakan.ta Ajyar adverted'to the 1‘)?:cdlce;
of ending a swara-kalpana wmh.a mqkutam whu?h cox?sm e (t)
arohana and avarohana swaras x‘n‘tf'xkala. He aau.g’sw';ras (;
illustrate this, in the piece Sri Mahaganapt‘xtl. 0 g}f

.ater congrol over both swaras and talas he suggested t. e
gn.'u'tc)r f practising swaras in a constant measuro but counting
f;; l::l: iri a progressively increasing mearure and vice versa.

He illustrated this with ata tala alankara. Another point the

Vidvan made out was that a variety of effect could also be
clhieved by singing swaras in more than one place in tala and
a

illustrated this by singing swaras in ‘Nadatanumanisam.’

Referring to ° Korappu’ or he.xlving, the Vi(.lvanhsaid that

this should be done in all the gatis, hand not in ¢ a.tura.sra,

is being done DOW. Here again he stressed tihe po}nt

only as 8 .. effect is a8 important as mathematics. The

that artlsfilcthc swaras should be so precise that the Vidvan

c;nt{(cllb(;V;;le to arrive at the eduppu without unnecessarily
shou

beating about and prolonging the avartanas needlessly. He
€8
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concluded by saying that the morc practice and control that
an artist achieved by dint of Sadhakam, the greater the ease
and beauty he oould achieve in his performance.

In thanking the Vidvan for his very valuable lecture and
demonstration, the President drew the attention of the
musicians to what he had already stated in his presidential
address regarding the need for giving scope to greater study
and exposition of aspects of tala in discussions in the
Academy’s Experts’ Committee meeting. Referring to some
of the important points in the lecture, the President con.
gratulated Sri Kalidas Nilakanta Aiyar for his painstaking

practice and wanted all younger musicians to profit by such
examples.

Ragalakshana
Reconsideration of ‘Manji’

The President then announced that the discussion of
Raga lakshanas be taken up and Manji be considered.

Sangita Kalanidhi T. L. Venkataramana Aiyar informed
the Committee that Manji had been discussed in 1931
Conference when Vidvan Pazhamaneri Swaminatha Aiyar
presided, He read out the proceedings of the discussion from

the Journal of the Music Academy and the decision arrived in
that Conference.

The raga had been taken up for reconsideration at the
instance of Sangita Kalanidhij Semmangudi Srinivasa Aiyar
who, in explaining his intention in Suggesting this Raga for
this year’s discussion said, that even eminent vidvans made
no difference between Bhasravs and Manji and gave rise to the
erroneous impression that there was no Manji distinet from
Bhairavi; they even sang Bhairavi raga and began singing
kritis like ‘Brova vamma’ which were known to be in Manji.
According to him mnot only in ‘Brova vamma’ of Syama
Sastri and the equally well-known * Varugalamo’ of Gapala-
krishna Bharati, but also in some other pieces like the one in
Tamil by Mazhavarayanendal Bharati, there was a distinot
Manpy with a form all its own which was algo seen in an
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Oonjal song familiar to us in our homes. ‘It. was necessary .to
preserve this distinot Manji by determining not only its
arohana and avarohana but also by specifying its other
details which would help younger musicians to preserve this

Raga for posterity.

Sangita Kalanidhi Venkatarama Aiyar read out the
earlier decision that Manji belonged to the 20th mela and its
arohana and avarohana were £a ri ga ma pa dha ni sa and sa
ni dha pa ma pa ga ri sa.

Sangita Kalanidhi Tiger Varadachariar agreed with the
above arohana and avarohana and after singing portions of
‘ Varugalamo’ and ‘ Brova vamma' added that some charac-
teristic prayogas like ma ga ma pa ga ri 82 ni ni d.ha, pa,
dha pa pa ma, and ma pa ga ma pa should be indicated ;
according to him, the gandhara was the most important note
in this Raga and that it was always higher, sometimes
touching antara gandhara itself occurred rarely for efiect and
in illustration he requested Mrs. Savitri Rajan to sing ‘Sri
Saraswati Hite’ of Dikshitar taught to her by Veena
Dhanammal, where this swara occurred at the place
‘Guruguhodaye’ as if to indicate its importance.

Sri T. L. Venkatarama Aiyar sang the same piece without
antara gandhara. He also sang the other piece o'f Diks.hitar
in Manj Ramachandrens’ where chatussruti dhaivata
occurred prominently. Both dhaiva.na.:‘s occurred a,nd. the
gandhara must be prolonged as evident in Prayogas sa ni dha
ni sa {(Ch. D.) and sa ui dha pa (Su.. D) He mamtam.ed t..he
distinctness of Manji from Bhairavs which depended primarily
upon the chaya rather than on the swaras.

Vidvan Nerur Srinivasachariar .h?ld that the twc?.ragas
were distinct and that the characteristic chaya of Manji was
to be achieved by adhering to the arohana and 'avarohana—sa
ga ri ga ma ni dha ni sa—sa ni dha pa ma ga ri sa. .He added
that pa ma nj dha pi sa, ma pa gari sa _and ma ni dha are
essential prayogas. At the instance of‘ Sri T. ‘L Venka.tarama,
Aiyar, Srimati Vidya gave & rexfd.ermg of Brov.e vamma.
She added that her late teacher Sri S8yama Bastri had told
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her that in prayogas like ma ga and ma Pa ga, the ga always
glided from ma, and that in the sangati, the Prayoga ‘ms pa

dha ni sa ri ga ri sa ni dha pa ga’ should not occur but only
‘ma pa ga ga ri sa ni dha pa ga’ should oceur.

Kumbhakonam Nagaraja Rao quoted from the book
Sangita Chandrika, and ‘Brova vamma’ and held the arohana
and avarohana as ‘sa ga ri ga ma-—pa ni dha nisa’ ‘sa pj dha
pa ma garisa.’ He also pointed out ‘sa nj %3 pa dha’ as a
special prayoga with which Tiger Varad.chariar agreed
Regarding the antara gandhara maintained by Tiger Varnda:
chariar, Sri Nagaraja Rao said that this occurred if at all
only as anuswara.

Sri T. L. Venkatarama Aiyar fang again the portion
‘Gurugubodaye’ from ‘Sri Saraswati’ with the prayoga pa m:
pa ni dha pa and while agreeing that the ga was 'sbar erd
did not concede that it was antara gandhara. per

Semmangudi Srinivasa Aiyar insisting again that the
points about Manji should be clearly laid down t, show jta
distinctness, desired that its limited range shoul s

d be .
and that it should not be elaborated. specified

Agreeing with the limited range and the origin in folk
music of this raga, Sri . L. Venkatarama Aivar eaid that
there should be no sancharas below mandra n.i,
should be higher, that tarasthayi sanchara sho
rarely resorted to.and that sa nisa pa was a ¢l
prayoga.

Madura Subramania Aiyar referred to the fact that there
was no kriti of Tyagaraja in Manji and that be recollected
that even in the dags of Maha Vaidyanatha Aigar the yiey
prevalent war that there was no Manji distinet from Bhairaei.

that the ga
uld only be
laracteristic

Ralapalli Anantakrishna Sarma said that Manji was not
dealt with by the text books, that the only reference he
could find was in the supplement to the Chaturdandi
Prakasika and the authoritative information iven by the
monumental work of Nri Subbarama Dikehitar, e .ndded
that ma was the nyasa swara of Manji, that ga together with
its samvadi dha, was important here but not so ip Bhairars,
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The President observed that ‘sa ga ri ga ma ni dha ni sa’
and ‘sa ni sa pa’ are essential and a little of antara gandhara

also occurred.

Veena Narayanaswami Aiyar objected to the prayoga
‘sa ga ri ga’ and maintained that ‘ri ga ma ma’ was more
characteristic of Manji.

The general sense of the Experts was that the old
decision should be accepted and that the following be noted
as characteristic prayogas—‘sa ga ri ga, ma ni dha ni, sa ni
sa pa dha pa’; the Raga had no sanchara below nishada in
the mandra sthayi and the sancharg in the tarasthayi should
be rare. This was unanimously agreed to.

THE FOURTH DAY
2Tth December 1948

The Experts’ Committee of the Madras Music Academy
met again yesterday under the presidentship of Asthana
Vidvan Rajamanikkam Pillai.

4 Lecture and Demonstration on Tala

Kandanallur Sri Bangaru Aiyar, Mirdanga Vidvan, gave
a lecture on Tala with demonstration. He traced the history
of mridangam and its structure and explained the fundamentals
of tala like the dasapranas, pallavi-singing in different kalas,
anuloma and pratiloma, etc. He insisted that in doing tisra
not only the nadai but the words of the pallavi also should be
rendered with the corresponding karvas. Referring to materi-
als available for extensive study and exposition of the
intricate ramifications of our tala system, like the charts left by
Sri Syama Sastri bimself, he pleaded that a8 much attention
should be devoted to tala discussions as to the raga discussions.
'The President thanked the Vidvan for his lucid lecture.

Ragalakshana—Suddha Desi

The raga Suddha Desi was then taken up for discussion.
This raga had been discussed in the 1933 Conference when
Vidvan K. Ponniah Pillai presided. It had been decided in
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that Conference that Suddha Desi was janya of the 22nd mela
and that its arohana and avarohana were ‘aa ri ma pa dha ni
ea, 8a ni dha pa ma ga ri sa.” It had been suggested for
reconsideration by Sangita Kalanidbi Semmangudi Srinivasa
Aiyar to clear the doubt regarding the real raga of the piece
of Tyagaraja, ‘ Raghunaudana.’ There were two pieces of
Tyagarajs labelled Suddhe Desi, ‘Endukaugalintura’ and
« Raghunandana’. While the former took the chatussrati
dhaivata, the latter took suddha dhaivata, according to some
renderings. Sri Srinivasa Aiyar said that his own renderin

learnt from the Umayalpuram school tcok suddhg dbaivat g
This rendering had its own distinct ranjakatva, and ag Pa: d!"t.
Ratanjankar who was present pointed out, this corres ondeld
to the North Indian Joanpuri and deserve to be diiin -t

preserved, if possible with a distinguishing vrefx or s cmy
added to its name to show its difference from ;he Suddha nD x
of ** Endukaugalintura”. oo

Kumbhakonam Nagaraja Rao sang *

g ‘ Enduk i ’
and said that Suddha Dess took only chatussrut; dn}:]:iih:wmd
this view accorded with the old suthorities, e

Madura Subramania Aiyar agreed with this viey

Valadi Krishna Aiyar said that he hag learnt ‘ Ragh
nandans’ with suddha dhaivata, but was himself of (h aghu-
that chatussruti dhaivata was largely in use and © hvxew
accepted. He added that actually the dhaivats in m;% t be
nandana’ was slightly higher than suddhg dhaivata Aaglu}.
stage Pandit Ratanjankar singing in illustration D' ; t this
Asavari That (20th) said that this practice of sip o of the
dhaivatas was in vogue in North Indian musie algg 8"1\5 bt?th
set of musicians would render a dhaivata which js ing' tl.urd
to both, this raising of the dhaivata being dye o ;rmedmte
nishads (kaishiki). the komala

Sri Nagaraja Rao, Budalur Krishnamurghi
Sri T. L. Venkatarama Aiyar said that the
‘ Ragbunandana’ with chatussrusi dhaivata,

Sasctrigal and
Y bad heard

Sri Apantakrishna Sarma said that

suddha dha;
an ancient usage according to the late Bi haivats way

daram Krisbnappa,
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Correcting an observation made by Sri Anantakrishna
Sarma, Sri T. L. Venkatarama Aiyar said that there wasa
lakshana gits of Venkatamakhi in Suddha Dess.

In support of the suddha dbaivata view, both Semman-
gudi Srinivasa Aiyar and Madura Srirangam Iyengar rendered
the piece ' Raghunandana * with that swara. Vidvan Piratla
Sankara Sastri sang ‘ Raghunandana’ with suddha dbaivata.
Semmangudi Srinivasa Aiyar con'ended that the Raga of
¢ Ragb\mnndana’ should be given a qualifying adjunct for the
sake of those who desired to render it with suddba dhaivata
and had good and authentic traditional authority for the
same. As against this, it was pointed out that one sahitya
could not have two Ragas, that there were different pathanta-
ras and sishyaparamparas and that the correct swara intended
by the original composer might not have always been imbibed

by the pupils.

Further disoussion was adjourned.
THE FIFTH DAY
28th December 1948

The Exports’ Committee of the Madras Music Academy
met to-day under the Presidentship of Asthana Vidvan Raja-

manikkam Pillai.

Lecture and Demonslration on North Indian end Carnatic
Raga—Alapa

Srimati Geeta Sarabai, Joint Secretary of the Indian
Scotion of the International Society for Contemporary Music,
gave o talk on the method of development of raga according
to the Hindusthani School and Ustad Ali Akbar Khan de-
monstrated the same on the Sarod. Oan behalf of the Academy,
Sangita Kalandhi T. L. Venkatarama Aiyar explained the
Carnatic mode of developing Raga and Vidvau Narayana
swami demonstrated the same on the Veena.

Both the lectures and demonstrations were appreciated
by a large gathering of musicians and music-lovers.
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Srimati Geeta Sarabai explained the formation of th
Indian Section of the Internationa] Society for Co ‘: o e
Music and shanked the Academy and its authol‘ilf.iesnfc\r“:lmll:“.y
possible a joint Session of the Sociey with the Musijc Ac:: ing
and thus giving an opportunity for bringing together ::z,
cians and scholars of both Hindusthani and Carnatic whoo!.
for the promotion of greater understanding and appreciati 8
of the two schools of music which were based pph iation
foundations. on the same

She chose for her talk the
(corresponding to our Tods) and
ing to our Kalyani) belonging respectively to Bhasrgy; d
Kalyani melas. Explaining briefly the classification ;l an
she said that though in the books one foung .
ragas by the Raga-Ragini scheme, Hindusthg
had adopted the 72 mela-karta scheme of Ven
did not have all the melas in vogue ;
fifty and odd ragas of their school were comprehended i
melas which were current. In the Nyrth they followed lﬁn l((;
time scheme for singing of ragas, particular ragas beiny :; :e
ed in particular parts of the day or night. Accordin: t.on ;r
classifioation, ragas were either purvangavad; ragax or t“ls
rangavadi ragas, saung from noon to widnight 4nd ;‘ a-
midnight to noon. [f the vadi swara was uttaranga iy wen lr;)t:
a morning raga and if it is purvanga it would be an uff:l (
raga. But Bhairavi was a raga which could be rond(':r:;m::

any time. Kalyani, which was a gandharvadi
r
at night. 2g%, Was sung

North Indian ragas, Bhasravi
Yaman or Kalyan (correspond.

ragas
t.he grouping of
Ol music to-day
katamahbi; they
all the one hundred and

Srimati Geeta Sarabai said that Hj .
developed raga followed a plan whii‘zﬁ:::::;lo\fngvans who
the sthayi, antara, sanchari and abhog. Bha‘-,::.r parts,
sampurna raga having all the swaras with suddha ma:jh"as a
as vadiswara and shadja as samvadi. Sthayi consisted f)';mn
phrases of two or three notes ending in sa an goin of s or.t
or sa. Antara which followed. developed the rq g upto nj
further from ga to pa; the third part, sanchari to kga o listlo
still further and it was abhog, the final part whic(t)x the raga
in the highest range and speed that t'orn;ed the o;::::::og
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The earlier part was always in vilambit (slow:tempo) and as
the artiste proceeded the tempo also increased. She also said
that for ragas with ma as vadi, the ma sruti was kept in tambur
for effect. When the musician came to the end of the
phrase, the tabala player marked this by his beat.

Pandit Ratanjankar, in further elucidation, said that the
development of raga was of two kinds, one for vocal music
and another for instrumental music, the raga alapana and the
rupaka alapana. The above mentioned plan in four parts
followed the plan of compositions, practically a song without
words. The instrumentalist, when he was playing a raga,
had in his mind halt a dozen dhrupads in the raga to guide
him in the form of the raga. [he sanchari was characterised
by the acceleration of the speed of the tempo and gamakas
also figured here. The development of the raga was done in
all the three kalas, vilamba, madhya and druta. Another
aspect of raga playing is the Jode which meant linking of
musical phrases. After the alapana, the musician would play
gat3; gat was a sot composition for instruments built on
syllable: of da and ra, da signifying ‘striking in’ and ra
‘striking out’, so far as Sarod was concerned.

The lectures were fullowed by a demonstration by Ustad
Ali Akbar Khan on the Sarod. The marvellous mastery and
display of the Ustad was listened to with rapt attention. He
first played Bhairavi according to the plan described by the
previous speaker. In Bhairavi he played alapana and in
Yaman (Kalyani) the gats in different talas, hike tritala and
dhamar (14 matras corresponding to our ata).

Sri T. L. Venkatarama Aiyar explained the mode and
development of raga in Carnatic musioc how the artiste first
gave a synoptic view of the whole raga and elaborating it then
with additional sancharas and sangatis singing it in different
stnayis and kalas, and following it with tana and pallavi.

Sri Venkatarama Aiyar’s lecture was followed by a de-
lightful rendering of 7T'odi and Kalyant by Vidvan Narayana-
swami Aiyar on the veena.

Vidvan Rajamanikkam Pillai, President, thanked the
speakers and the musicians who gave demoustrations,
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THE SIXTH DAY
29th December 1948
Hindusthani Music Compositions
The Experts’ Committe of the Madras Musie Academy

met to.day under the presidentshin of Ayt

1 .
Rajamanikkam Pillai. sans Vidvan

Pandit Ratanjankar gave talk o .
Hindusshani Music’ with demonstm;o:h;y (2_089‘1 forms of
pupil Ginde and Pandit Dilip Chandra Vedi I:Imeelf and his
history of ragas and musiocal compositions fr;)m t: traced the
Bharata's Natya Sastra downwards apg e V.edas and
peculiarities of the evolution and comporition ‘;Xplalned the
dhruvapada. The dhrupads, he said Weo the dhrupad,
respected’ form of Hindusthani music, ’the sil‘e the ‘most
could be counted on one’s fingers. He th;ng:rs of which
limbs of the dhrupad, the talas employed ang t;h ercribed the
singing them. Sri Ginde demonstrated a dhry 6 lfiethods of
Kanhada, in praise of Siva, in choutala (12 matf::; in Darbari

The lectarer, dealing with ‘ Hori’, saiq that
connected with the Holi festival, raea leela ang
usually in dhawar tala. Sri Ginde dem‘)“ﬂtrategmu.p dances,
Megh. Holi was another composititon cony a H‘ori ' in
Holi festival, generally in the tala Deepcbandiected with the

it was a song

Khial was the next composition ex
Ratanjankar. Khial in Urdu meant a ‘pags;
composition was found in all the three lay
khial, a modification of the dhrupad
popularised by Sadarang and Adaran
of Tansen.

plained by Pandit
ng thought’ and the
a8, and the vilambit
was composed and
g, two deecendants

Quowali, the leoturer said
by the well-known poet Au;i:v;?hz::'u pe c'xlfh,f,ng popularised
adaptation of the kirtan. It was from n.he Q i8 waf; a Muoslim
khials were believed to have originated. [y “Oyal‘x that drut.
khials was characterised by flights (; € ta : a:l:g‘ggb(ﬂ drut-
n anoed

rhythms. Sri Ginde then san i ;
. 8 a vil i)
Todi and drut khial in Darbars Ka“ an;blt kbial in Ghandhar

compositions for i

detail to the great work don
system on the basis of the

then sang some of the Laks
Srutis and Nada of Pandit Bhatkande.
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Pandit Ratanjankar explaining Taranas said that they
corresponded to Tillanas familiar in South India. Sri Ginde
sang & Tarans in Bohar. The next composition dealt with by

the lecturer was the fourlimbed Chataranga. Te said that
Tappa which was well known and owed its origin to Gulam
Nabi was an adaptation of the folk song of the camel-drivers
of the Punjab. A Khamaj Tappa was then demonstrated.

.T-humri, the lecturer said, was a composition suggesting
feminine grace, and having relation to Lasya dance; Kathak
dancers of North India resorted to it for facial and e:motioual
expression and Abhinaya. Pandit Dilip Chandra Vedi, who
was than requested to render a Thumri, gave an exq,uisite
exposition of a Thumri in Peelu, composed by King Wajid Ali
Shah of Lucknow, addressed to Rama as a last salute when he
was leaving Lucknow for good, and full of the rasa of

separation. [uandst Vedi also showed what prayogas brought
out the sentiment with dignsty and what spoiled the bhava.

Pandit Ratanjankar explaining next folk songs like Kajri

and Chaiti said they came under the Thumri style. Bhajans
were purely devotional songs. Ghazals, generally erotic, but
occasionally didatic, he added, were popular among lay
listeners. Pandit Vedi sang a Ghazal. He then dealt with

nstrumental musio like Gats.

Pandit Ratanjankar referred in
e in modern times by Pandit
Bhatkande and his reorganisation of the Hindusthani raga
73 mela scheme of Venkatamakhi
that he had composed. Sri Ginde
hana geetas and compositions on

Concluding his address,

and the Lakshana geetas

THE SEVENTH DAY
30th December 1948

Juat Intonation in Hindusthans Raga-singing

At to-day’s meeting of the Experts’ Committee of the
Madras Music Academy, Asthana Vidvan Rajamanikkam

3



34 THE JOURNAL OF THE MUSIC ACADEMY [VOL. XX

Pillai presiding, Pandit Ratanjankar read a paper on ‘Just
Intonation in Hindusthani Raga-singing’. Printed copies of
the paper were circulated among the members. The full text
of the paper is published elsewhere in this issue.

Pandit Ratanjankar referred to the earlier efforts at
bringing together scholars of both Carnatic and Hindusthanj
systems of music. The work began at the Baroda Conference
in 1916. Mr. K. B. Dewal had understood that our ancient
texts referred t0 harmonics or upper partials when they epoke
of “ Anuranana and Svayambhu”. The Pandit held that
our old books did not know harmonies. Referring to similar
efforts of modern scholars expounding the theory of Indian
music on the basis of scientific analysis of intervals and other
theories connected with lluruopean music, he warned
mathematical standardisation of what constituted a 8p
ous art depending upon the human ear’s ca
and reflect back artistic aural forms.

against
ontane-
Pacity to grasp
. ; . A passage of Indian
music was like a continuous flow linked up with tones,

semi-tones and even quarter-tones and its minute measure-
ments may divest it of its natural charm and make it a dead
model. While some sort of definition was necessary, he
added, we need not stretch the analysis of musical inte’rvals
to the breaking point. The Pandit pointed out that ancient
texts did not define ragas in terms of srutis.

Reviewing the literature on the subject from Samagana
down to Ahobala, Pandit Ratanjankar pointed out h
had not made mention of the sruti values. The swaras
moved up and down and had to be rendered with gamakas
which had well nigh eluded such mechanical analysis. The
Pandit then demonstrated this by intoning particular swar
in a number of ragas. He said that it was because of ch?s
that our books had always defined ragas by swaras is
practical training to perceive and reproduce the 1}
shades of the swaras could help at their true gr
Pandit exhorted singers to listen to the render
attentively and imbibe it correctly and le
swaras to take care of themselves.
throat will vote for any but ¢

ow they

and only
ighte and
- 88p. The
10g of a raga
ave individua)
** Neither the ear nor the
orrect intonations", He
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concluded by deolaring, ‘ This is not unsecientifioc for purposes
of art; it is scientific enough. Musical mathematics is like a
labyrinth *.

Sangita Kalanidhi T. L. Venkatarama Aiyar, in giving a
Tamil gist of the lecture, agreed with the Pandit that
according to the view of the Carnatic musicians also, though
srutis were the essence of the raga-features, it was correct
grasp of swaras by practice and listening to gurus that could
help in the proper delineation of a raga. He said that the
same swaras had to be rendered differently in different
ragas, and they varied even in the same raga. These could
not be mathematically defined.

Prof. P. Sambamurthi, while agreeing with Pandit
Ratanjankar’s main contention, thought that mathematical
values had their own place. In the past, pans were described
in terms of srutis.

Sri C. S. Aiyar who also spoke on the value of mathe.
matical analysis, agreeing with the opinion that our ragase
could not be written down in terms of srutis, pointed out that
we should go rather on music as obtaining now than delve
into old books containing fossilised theories’. He pleaded
that vielin should be practised for greater underatanding of
the grammar of swaras.

Dr. Narayana Menon, elucidating the exact scope of
Pandit Ratanjankar’s lecture, explained that the Pandit was
anxious that musicians should recognise the practical diffi-
culties of mathematical details. He also corrected certain
misconceptions about Western music expressed in the course
of the discussion.

Sangita Kalanidhi Tiger Varadachariar agreed with
Pandit Ratanjankar on this question thut correct intonation
of swaras was to be imbibed and understood directly by
practical training and demonstrated by singing the proper
intonation of particular swaras which always comprehended
a certain range this side and that, as also gamakas. Each
swara should be extended only over a particular range. In
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this connection he oriticised the way in which several singers
rendered swaras now, destroying the very form of the raga.

Asthana Vidvan Rajamanikkam Pillai thanked Pandit
Ratanjankar and other North Indian musicianas for their
learned and instructive papers and discussions and requested
on behalf of Carnatic musicians in general that these lectures
should be made available in all the local languages, by the
Music Academy. He cxpressed full agreement with most of
the points discussed at the meeting by Pandit Ratanjankar
and added that particular swaras like the gandhara of Tods
and nishada of Bhairavi had to be Practically learnt by
guramukha Ly a process of corroct intonation rather than from
books or mathematical analysis. To indicate a raga by a mere
arohana and avar ana, Viavan Rajamanikkam stated, was
as radiculous as defining a man by his mere height. Raga
swarupas must be imprinted in the mind of the students by a
strenuous practice at the feet of a guru.

THE EIGHTH DAY
3lat December 1948

The Experts’ Committco of the Madras Music Acalemy
met to-day under the Pro.ilwntship of Asthana \'idvu.n
Rajamanikkam Pillai.

Talk on Raga alapa paddhati

Vidvan Piratla Sankara Sastri gave a talk in Telugu on Ruga
Alapana Paddhati. The Vidvan explained with demonstra‘ion
how alapana of ragas should be developed through prathama,
dvitiya, tritiya and chaturtha Grahas through varnas and
alankaras. He mentioned that Tyagaraja’s kritis were a great
guide to raga delineation and illustrated this with reference
to Kharahrapriya and the kritis, ‘Nadachi’ and ‘Pakala’.
The President in thanking the lecturer explained the raga
alapana padhati handled by older musicians and again stressed
the point that over-anxiety to run to higher reaches and
inability to sing in the lower ones which Were common to-day
were conspicuous by their absence in the older style of
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renderings. Vidvan Rajamanikkam Pillai stated that alapana
ghould start in a broad-based Mandra-shadja and grow like
a tree to the madhys and tara sthayis dwelling on the jiva

8WAras.
Pallavi Demonstration

There was then a demonstration in Pallavi singing by
Asthana Vidvans Alathoor Brothers accompanied by . Palghalf
Mani Aiyarbn the mridangm. They sang tw.o palla:vxs, ‘Devi
Sri Tripura Sundari’ in Todi in tisrajati tnpu.ta in .kha,nd.a
nadai and in Bhairavi, ‘Parasakti janani’in tisrajati a.t:,a. in
chaturasra nadai. In thanking the Vidvans the President
appealed to the younger musicians to emulate tl?e -example of
the learned Vilvans who had given the brilliant palla',w
demonstration. He also paid & glo ving trib}lte to the -genlus
of Palghat Mani Aiyar and requested the Vidvans to impart

their knowledge to younger musicians,

Talk on Tana singing

Vidvan Madura Subrmania Aiyar, Violin Lecturer .in the
University of Madras, then gave a talk with demonstration on
tana singing :nl playing. He recollectt?d the style of the
tana playing of Tirukodikaval Krishna Aiyar and show’ed by
singing, ' Mariyada’, * Koluvai’, " I%oluv.a. maraga(.ia and
‘Bhajana seyave' how Sri I'yagaraja’s kritis embodied tana

style also.
Paper on Gopala Naik

Vidvan Hulugur Krishnachar of Dharwar read a paper
on Gopal Naik, the celebrated musician-composexj of the time
of Alaudin Kbilji on the basis of referenoe.as in works like
the commentary of Kallinatha on the ‘Sangita Ratnakara.’
sri Krishnachar referred to Gopal Naik as tﬁhe .father of
modern Hindusthani music, his gitas on Sarus‘w"abl being taught
pers even as the Pillayar gitas of Purandara Dasa,.

begin .
to bog Narahari Tirtha and composers

The lecturer referred also t0
f the Dasakuta as the faghers of modern Carnatic music.
0
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THE NINTH DAY
lat January 1949

The Experts’ Committee of the Madras Musio Academy

met to-day both in the morning and afternoon under the
Presidentship of Asthana Vidvan Rajamanikkam Pillai,

Pallavi Demonstration

At the morning session, Vidvan Manna.rgudn.l\'agaujan
accompanied by Sri Kandanur Bangaruswami Aiyar on the
mridangam, gave a demonstration of a difficult pallavi in the
rare Somadi tala of 52 akasharas, *“ Ma Maduraj Meonakshi”
in Bhairavi. In thanking the Vidvans, President Raja-
manikkam Pillai commended their strenous sadhakam. He
stressed that it was but appropriate that in the Academy and
its Experts’ Committee meeting, specialisation in such rare
aspects should be demonstrated.

Talk on Pallavi Singing

This was followed by a very interesting exposition of the
details of pallavi singing by Vidvan Srirangam Narasimha-
chariar. A noteworthy feature that he mentioned was that his
guru Namakkal Narasimba Iyengar used to do besides anuloma
and pratiloma, a further vinyasa called gatiloma, which also
Vidvan Narasimhachariar sang and explained. Expressing his
appreciation of the exposition, Vidvan Rajamanikkam Pillai
emphasised the importance of laya discussion. le pointed
out that laya should be kept in mind and indicated delicately

and not by crude and loud beatings, Laya was to be studied
if our music had to be safeguarded.

Lecture and Demonstration on Hindusthani Compositions

Pandit Dilip Chandra Vedi, representing the Lucknow
branch of the [.S.C.M. and the Bharat Gayan Samaj, Poona,
gave an exposition of Hindusthanij compositions and
fundamental ragas in Hindusthani music wh
appreciated. The full text of hijs
elsewhere in this issue.

the six
ich was greatly
lecture is reproduced
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Tracing the history of modern .Hindusthani musli!c, th2
leoturer said that Swami Haridae]e.e was the flet f;; ;)
Hindusthan ‘ Gayan paddhati’ an(.l his learned pu;n 8, ada
Ramdas, Bajju Bavre, Tansen, Diwakar and. o(ti ell']s m;;t;
outstanding contributions to it. He th?n explaln(? tdet(;lelrz
Hindusthanicompoeibions,Dhrupad,Khml, Thum(;n and o Ex.,
illustrating these with numerous excellent ren. clenl:lgs.h x
plaining the difference between Dhrupad and Ilihla , he show "
practically how the latter was only a dl'ﬁ”.erenlt Waykas
rendering, with an increased tempo and addhltxona g?mah.cﬁ
katkas and murkis. Speaking abo‘gt; Thumris, two g ;‘v ich
he sang, he referred to Bhayyaji G&I.‘Pat R‘?O: tIe .;’mzl
composer, a8 & great genius of North Indian mus.lc. no.u ent-

hasised that the better type of singers did flot
“'ny, e em*pof the concert the alankaras and other voice-
Bm.g ?8 pgr:vices which were like the bricks of a building. He
trammgl e" too much of graces which some North Indian
a'dded t;ab lower order resorted to and which some mistaken
L da'L ‘ imitated did not form part of genuine Hindus-
South Incians He then explained the six basic ragas of

i ic-—Bhi or Natt, Kad, Bhairavi, Kalyan,
Hindust'h:n]\l le:u%ul:!l (}XL‘::'Z::). These were interrelated and
gs:l:l;;.l‘: (’1::: v§ble by the change of the sha.dja, the key-note
and he <howed this with the help of harmonium.

thani music.

J’aper on Nagasvaram

In the afternoon session, Asthana Vidvan Veeruswami_
illai read a paper in Tamil on Nagasvara.. He plead'ed that
Pillai rea ns also should be considered an integral
sarnatic musicians and pointed out the

parf, of the :):d:’n:;f ((;:;:ributio“s of some of the Nagasvara
a(fhlevemell.lk Mannargudi Chinna Pakiria Pillai, Nallur
Vidvans i ePillai Koranad Natesa Pillai, Chidambaram
Vefaraswan}lll Pillai’ Madurai Ponnuswami Pillai and others.
Valdya!.lllb t:le . ,péal made by the President of the Conference
End?rsmg ";d t;%al address, the Vidvan emphasised the need
in his presiden ti in Nagasvaram also. The President
gher sru 8, vocalists and instrumenta-

Nagasvara Vidva

have hi
::;ponlod to rausicians of all classe

lists, to promote mutual contacts.
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Magnetic Wire Recording for the preservation of music

On the motion of Prof. Vissa Appa Rao, the Conference
adopted the following resolution. ‘‘This Conference recom-
mends that early steps be taken to preserve rare lakshyas of
Carnatic Music and special renderings of raga, tana, pallavi
etc., by outstanding Sangita Vidvans by means of the
magnetic wire-recorder and requests the Sangita Vidvans to
co-operate in the matter of preservation of the art.”

Speaking on the resolution, Prof. Appa Rao stressed the
need for such recording, especially in view of the fact that the
gurukula system was fast disappearing, and with the rapidly
widening popular interest, sampradaya was getting diluted,
standards were going down and very inadequate guides like
printed books had come to rule the field. Unfortunately
master singers had gone away without our taking any care to
preserve their music in the form of records. [t was accepted
on all hands that our music was such that it should be learnt
directly and without any more loss of time we should take
steps now to record typical renderings. He then gave an
account of the magnetic wire-recording method and showed
that considering the ease’.and the low cost, it should not be
difficult for the Academy’ 'to embark on this important work.
But such work, he pointed out, was difficult without the full
co-operation of the musisians themsclves who should come
forward to do this work for the sake of our great art.

Prof. R. Srinivasan spoke in support of the resolution.

The President supporting the resolution appealed to

musicians to co-operate wholeheartedly with the Academy in
such endeavour.

Ragalakshana-Decigion on Suddha Dess

The President proposed that the adjourned discussion on
Suddha Desi should be taken up. While it was accepted on
all hands that Suddha Desi as such should be rendered only
with chatussruti dhaivata, those who rendered the piece
Raghunandana with suddha dhaivata and desired to maintain
its raga as distinct might call that raga Desi.

‘This was
unanimously accepted.
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Swati Tirunal Day

The Academy then celebrated the Ma.ha.ra.,ja:h Swati
Tirunal Day. After a brief lecture by Prof. R. Srinivasan on
Maharajah Sri 3Jwati Tirunal a8 s composer., u‘lan ?nd- ruler,
leading vidvans rendered select pieces of Sl'l. Swati 'J:‘u'una,]:
eading Vidvans Semmangudi Srinivasa Aiyar, Ariyakudi
A“h&na' Il engar, G. N. Balasnbramaniam, Alathoor Brothers,
RamanslakZuragmi;h Rajamanikkam Pillai, Palghat Mani
P‘_’P“ P.:llani Subrau,lania. Pillai, Govindaraja Pillai, Raghu
:gla:l’eemswami Pillai took part.

Conclusion of the Session

Bringing the proceedings of t'he Experts’ Committee to a
close Vidvan Rajamanikkam Pillai gave a resume of the work
he committee during this Confercnce and thanked
d;)ln:hbyvti;dvans who had co-operated with him. He paid a
:ribu:e o the great work of the Academy.

Speech by Sri K. V. Krishnaswams lyer

Sri K. V. Krishnaswami Lyer said: ““ As President of the
Academy, it is now my pleasant duty to accord thanks to all
ca . ,ha.ve helped towards the success of the Conference.
tsci):;ov;tothe co-operation of the many ladies and gentlemen
ho have been with us in our endeavours, a successful
 ion i unthinkable. However to.day, I shall not tarry to
gession lsgeverany and individually a vote of thanks to each
P;iiiii from our Royal Patrons downwards, who have been
o " m,l helping us and co-operating with us, year after
e 'yf it were a matter of routine. Votes of thanks to
Zl(:::l :sh;u be taken as said. 1 propose to refer only to
in special features.
certa;n :;nnOt’ however, omit to refer spe’?iﬁcally. to ’tlfe
g¢ion of the press and amongst them .The Hindu’ in
e haular I must also acknowledge the services rendered by
partlculal’. f scouts and other voluntary helpers who gave
::zi:v::;?z:soat the Conference hall and at the concerts.

The first important feature to which I should refer is the

Royal patronage that has been given to us, by his Excellency
ya
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the Maharajah of Bavana :

. g gar, Governor
esteem it as his Highness is a scholar in mu;f: [ rse. We
grateful thanks are due to him. as well. Our

The next item I should refe i .

of Asthana Vidvan Rajamanikk:m:o Plislla‘:ihe \l;-l:mdentsh_ip
manikkam Pillai has not only brought to be.ar ;']Yan_ Raja.
conduct of the proceeding of the Conference bu: ;llty in the
his example and otherwise added dignity ;nd N as also by
office. A covetable honour has now been rend onour to t,.he
more covetable than ever. Our special thanks ar:l:t?e i’y hh.un

0 him,

Then we owe special thanks v o
co-operation in this year’s Coan:e::: I’i‘sh; W f0r.th'eir
has undoubtedly enhanced its value and nised’.assocmtxon
I trust this feeling is mutual and will lead tlts statu.re.
association and that their annual participatioo &'la.atmg
featu?e. In this regard, our special thanks n will be a
Pandit Ratanjankar, President, and Miss Gita ga"e dlfe to
Dr. Narayana Menon, Secretaries, but for Wt; "abm' z?nd
personal sacrifices and efforts, this happy co.ope 08? willing
no.t h_ave taken place. I must not omif ration cm.;ld
Sri Aiyadurai of us whose enthusiasm dto mention
endeavour alone made this achievement p(’:l:bl u .
also to oﬁ’er. thanks to the talented artists px’eg,:nte;i I wish
I.S..C: M.. in the concerts and Conference w} ed by t.h.e
participation helped to add to the import 10 by their
Conference. Herein I desire to tender the t;nce of this
Acaden?y to Messrs. Zakaria Sait and Moham &";" of t..he
and Sri .Nag“aja Rao who relieved us of a ) brahim
undertaking to be hosts to our North Indian great burd'en by
cost to the Academy. It was so generous fg“el!ts without
done so, and our special thanks are due to ahzm them to have

nceasing

Then I come to our domestic circle of the Musj

I am proud that we are a bappy family each Muaic.
best to the Academy with loyalty and with Cl(;]ntn
The success of the Conference and the concer:" less
T am sure that by our solidarity and the ros is
have been achieving, we have roused the gfee Wing success we
all around. It is impossible to think of such :u:;i::s mf":t'"

without

Academy,
buting his
devotion.
proof of it.
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ration of all concerned. But I shall
be failing in gratitude, if I do not refer to those few, but for
whose strenuous efforts and willing sacrifice and co-operation,
I would have been no where. I refer to the unequalled
gervices of Dr. Raghavan and the untiring efforts of
Sri K. R. Sundaram Iyer and Sri Soundararajan. I should say
that to them is due in the largest measure the successful
organisation of this year’s Conference and concerts. Per-
sonally, I am deeply obliged to them and the Academy ought

equally to be grateful to them.

The Academy is greatly obliged for the outside help also
in running the Conference and concerts. Amongst them,
I must mention the name of Sri N. Natesan of the Rasika

Ranjani Sabha who gave his unstinted help to us.

the sympathetic co-ope

Lastly, I wish to repeat an appeal to the Vidvans for
their sympathetic co-operation. There is no doubt that there
is already a growing sense of co-operation on the part of the
[ wish only to request them to change the angle

Vidvans.
of vision a bit to perceive that the Academy exists and works
for them and in fact, is theirs in every sense. I tender

thanks to all the members of the Expert committee, to the
Vidvans who acted as judges in the competitions and all other
Vidvans and Vidushis who have contributed to the success of

this Conference.”’
Sei K. V. Krishnaswami Aiyar, President of the Academy,

thanked the various institutions and individuals who had

helped the Academy in the successful conduct of the 2ind

Conference.
Speaking on behalf of the Vidvans, Sangita Kalanidhi

Semmangudi Srinivasa Aiyar expressed the thanks of the
musicians to the Academy which by the untiring and selfless
work of its members had earned for itself a unique place. He
assured the full co-operation of the Vidvans in making the
Academy the sole institution for Carnatic music.

pandit Ratanjankar, on behalf of the I.S.C.M., thanked
the Academy for affording North Indian musicians like himself
this unique opportunity. As one who had attended many
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the Sadas and award the Birudu of Sangita Kalanidhi and
present the insignia thereof to Vidvan Rajamanikkam Pillai.

Sangita Kalanidhi T. V. Subba Rao, Vice- Preeident
presented Asthana Vidvan Rajamanikkam Pillai to the ,g““'
and read the citiation,

Travancore Asthana Vidvan
KuMpaaxonam RAJAMANIKKAM PILLA}

The Citatson

Born in 1898 in a family of musicians; learnt his Violin
art from Tirukodikaval Ramaswami Iyer, the pupil of the
master Violinist, Tirukodikaval Krishna Iyer : began his career
in 1916 ; has been honoured at the Courts of Ettayapuram
Mysore and Travancore; a trained Vocalist, has also given'
vocal concerts when young; his Violin play is noted for
Karnataka Sampradaya and purity of Raga Bhava.

Sri Rajamannar, President of the Sadas, then presented
the Biridupatra and insignia and conferred the title of ~angita
Kalanidhi on the Vidvan amidst cheers. This was followed
by a chorus of tributes by musicians and music lovers.

Dr. Raghavan, Secretary, read congratulatory mersages
received on the occasion, which included those from the
minister Hon. M. Bhaktavatsalam and the Isai Vellalar
Sangham of Kumbhakonam.

PARTS I-IV] THB XXII MADRAS MDSIC CONFERRNOE, 1948 47

Speaking first, Sangita Kalanidhi Tiger Varadachariar
complimented Vidvan Rajamanikkam Pillai on his depth of
learning and devotion to Carnatic music. Dr. Alagappa
Chettiar stated that during the past 150 years, due to foreign
domination, India had lost the sense of real values. Only
politicians and those associated with politics were being
honoured and he therefore thought that honouring of
musicians who really were responsible for preserving India’s
great traditions, augured well for the future of this country.

Messrs. R. B. Ramakrishna Raju, President of the
Legislative Council, and S. Ramaswami Naidu, Mayor of
Madras, offered their congratulations to the Vidvan.

Congratulating Sri Rajamanikkam Pillai on behalf of the
1.S.C.M. and North Indian musicians, Pandit Ratanjankar
said :

“T have all these days been keenly watching Sri Raja-
manickam Pillai in bis chair at the theoretical discussions
that were held from day to day this whole week. It was a
revelation to me, T was delightfully surprised to see, how with
patience and good humour he conducted the meetings. It
was again a ncw experience to us northerners to see the presi-
dent of the conference himself joining the musiciana to
accompany them on the violin.

“ Music and musicians are much more respected and adored
in the South than in the North; that I must admit. The first
thing the 1.S.C.M. has to achieve in the North is restoring the
poble art of music and musicians to the respect and honour
they deserve. Musicians here are not 8o ignorant and ignored
socially as in the North. I find the musicians of the South
financially sound as well. All this shows that music is
looked upon with as much respect in the South as the
other learned professions such as the medical, legal, and
educational.

“The experiance I have gathered by my contact with
leading Vidvans of the Bouth will be a treasure upon which
I shall be constantly drawing.
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own magnificent performances om the instrument he truly
Joves which has been an object lesson for all—an example
which all accompanists will do well to emulate without
hoping to equal. Rarely has a title—Sangita Kalanidhi—
been applied more aptly. Let us hope he will be with us
for many years to come and help to keep alive our ancient
and noble tradition.

President’s Reply

Replying to the felicitations, Vidvan Rajamanikkam
Pillai stated that he thought that the authorities of the Music
Academy had considered him qualified for the evening’s honour
not because he had made any original contribution or service
to Carnatic Music as such, but perhaps because they recog-
nised shat he was one of the successful stshyas who had learnt
his music through the gurukula system, chracteristic of the
ancient days. The honour, he sincerely hoped, would infuse
more enthusiasm in him for his devoted service to Carnatic
Musio.

Vidvan Rajsmanikhkam Pillai made a reference to the
view that the violin was a foreign instrument and pointed out
that there were some indications in our old books and sastras
whieh suggested that the violin had been comceived in some
form or other by our ancient musicians. Controversy apart, the
violin had been found to be the instrumemt most suited te
accompany a vocalist in a concert. All the gamakas and
brigas of the vooalist could be reproduced with effect on the
violin. Instruments like the vina, flute, gotuvadyam and
others had certain limitations for accompanimens. It was for
shis reason that the violin had come to ocenpy its pre-eminent
place in concerts as & suitable accompaniment. It was
equally good for solo performances. Speaking for himself,
Vidvan Rsjamanikkam Pillai stated that although he had
been equipped well for solo performance from quite a young
age, he had chosen more to accompany vocalists because each
such concert performance had brought to him refreshing and

4
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useful experience and had contributed to

au ; .
knowledge of Carnatic music. gmenting his

Sukanya

In a moving reference to the several gurug a4 whose

he learnt music (mentioning in particular Spj Tirukodik oot
Ramaswami Aiyar, the pupil of the master Violin-l n;l-
Tirukodikaval Krishna Aiyar), Vidvan Rajam‘nikka ls;, . Sn.
recalled that though the training given him by his gu:, illai
rigorous, they had assured him of ultimate uuece.a‘. was
honour in life and it was only their good wishes and b and
that had enabled him to earn the title of Sangita Kala idhi
He exhorted young vidvans to get themselyes "&inu;“b hi, s
guru, for that alone he emphasised, would give them thy .t

due reward and honour and also afford them the heir
basis in their music. required

Srimati Mani Perundevi.

Srimati

Srimati A. Lakshmi.
S. R. Janakiraman.
Srimati S. Parvati.

Swaminathan.

WINNER.
Srimati Emani Saraswati

1Z€,

leﬂﬂin‘s

-nd Prize.
3rd Prize.
2nd Prize.

In conclusion Vidvan Rajamanikkam Pij),; 4
tribute to the Madras Music Academy for jq eﬁ‘!;a: a
promote Carnatic Music and pledged his Whole-hr 8 to
co-operation in its endeavours. earted

Doxor.

Distribution of Prizes

Competition Awards
by the Mylai Sangita Sabha.

sanam lyengar.

Dr. V. Raghavan, Secretary, then introduceq the win
in the music competitions of the Academy to the C::n
Justice who gave the prizes. He said that gg candidate hnef R
contested at the 10 competitions, The Chjef Justice‘ l&d
distributed prizes and certificates to the successfy| stud‘ "
of the Teachers’ College of Music run by the Academy onte

Iyer.
Dhanam Memorial Medal donated 1st Prize.

Medal donated by Sri M. Sudar. lst Prize.

T. A. Doraswami Aiyar Medal 1st Pri
donated by Sri T. D. Narayana

i

COMPETITION.

Vocal— Ladies
Vocal—Gents

Veena
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My. Justice Rajamannar’s Address
The President then delivered his address. Mr. Raja.

mannar was of opinion that the violin wag r
instrument which our musicians had adopted
ocentury. This fact gave the lie direct to the
levelled by some persons that in matters of a
we were incapable of assimilatin
media. However, it had to be said
violin we had made it our own in &
was an important difference
violin was tuned and the way
in the West,

eally a foreign
within the last
critisism often
rt and culture
g foreign materials and
that having adopted the
real sense, because there
between the way in which our
in which the violin was tuned

He paid his tribute to Vidvan Ra

jamanikkam’s bandling
of the violin.

Proceeding, Mr. Justice Rajamannar said that now that
there had been an undoubted revival of interes
our country, several problems confronted
learned academies like the Madras Music Academy which
merited serious attention. There could be nc doubt that
India should preserve, cherish and develop her culture, not
impervious to foreign influences, but always safeguarding iss
core and essence. Music, certainly, was an important facet of
culiure and was of very great significance because of igg
wniversality and common appeal to all sections of the
community. Music could be divided, first into two broad
divisions, namely religious and secular, the corresponding
nomenclature in the West being ‘sacred’ and ‘profane.’ The
chanting of the Vedas would fall under the religious diviion.
In this class of music there was no seope for change or new
influences. Its vital characteristic should be purity and
accuracy. He was not suggesting thereby that during the
Vedic period there was no secular musie. However, this type

of music could not obviously be included in a programme
of concerts.

t in music jn
the mugic lovers and

Secular music might again be djvi
serious music and lighter, includin
music covered ‘pure music’

ded into classical or
8 Incidental music. Claasjcal
which had no literary or other
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tever and music which had the cloth.lng of
g::;;ti:;:. w];]:th these classes had t.he coxlnmo‘nhqu‘ll_tyhﬁ
resulting in emotional experience whlo.h.a.t its h.lg est f"e‘;{" e
the sublime, the contemplative and lpll"lt“ﬂl height ‘; Ogl:"
In this class of music ananda was derived purely from :he
sruti and the swara but where there was sah;tyfz, ;
emotional experience was derived from both. the sa.nﬂta ap p
the sahitya. The bhajans of Northern In(.ila, the kl;tanas oh
Tyagarajs, Dikshitar and Sya.ma.. Sa.s.tn and other suhc.
Vaggeyakaras were eomprised within this category. In this
type of musical compositions the matu and the dhatu were

both important snd sogether they evoked rasa.

The lighter forms of music, the President obae.rved,
included compositions to be used in drama, ﬁlm.s, marriages,
inclu t festivals, war marches, victory celebrations and other
::::iine to expr'ess patriotic feelings. il’he type (‘i’f' musllcal
compositions which could be appropnately used in a play

be the same as might be appropriate for a learned
coud no; instange, there would be no scope for mere
sabha. . or lay T,he President stressed that music which
alapan® me?‘lp be.madc use of in a play or in a film must be
c(.)uld PrOfP mycla.ssical types of music and added that music
dnﬁterenbl :10 ur plays and films needed radical reform. Hybrid,
which fil ® toimit&ﬁons and perversions of dance tunes of the
non-desc;lpf South America appeared to be mostly in favour.
West and o l;ioh had a catching rhythm appealed to modern
Anything w f flm songs, who, with a few exceptions, were
compose::hoohad no first hand knowledge either of sangita or
rsons

pe ; was corrected well in time,
. gs this tendency :
;f:a.’”:z:i'onuix:emunical standards and tastes, which had set
eterio

ge a bundred-fold in a short time. A patrfot;ic
might be as great as & kirtana of Tyagar.a]a or
h was great in its ewn way an.d.they did not
e category of musical compos'ltl-one. It was
gnise the differences pertaining to these
regard to different considerations
In some categories more than in
e for eclecticism, greater

in, would inerea
song of Bharat
Dikshitar but eac
belong to the sam
necessary to reco
distinct divisions and have
i tegories.

for different oca

others there was greater 8cop
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opportunity fer assimilating new methods while the preserva-

tion of purity and the continuity of the sampradaya would be
most imperative in some of the other oategories.

The President appealed to the musicians and music lovers
to make a study of poetics and the theory of rasas in music
and literature. He also pleaded for a proper approach being
made to the Hindusthani and Carnatio schools of music by
followers of both. It was now necessary to realise their
fundamental unity. It might be possible that at some period
there were no differences between the two schools of music
and he thought that reasearch might reveal how, why and
when the differences arose. In musio, whether Hindusthani or
Carnatio, there was the play of both intellect and emotion.

Drawing the attention of vocal musicians of the South to
the importance of voice culture which their Northern brethren
recognised and practised, the President stated that lack of
adequate attention to this aspect by musicians of the South
had been the subject of complaint by Europeans interested in

Indian musio. It was a happy augury that great musicians

of the North should have taken part in the concerts of the
Music Academy, he concluded.

Sri K. Balasubramania Aiyar, one of the Trustees of

the Academy, proposed a vote of thanks and the funotion
conoluded.

A number of musicians and musio lovers, young and old,

offered their eongratulations to Sangita Kalanidhi Raja-
manikkam Pillai.
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THE CLOSED FORMS OF HINDUSTHANI MUSIC

BY

Pawpir Rurn:m;
Principal, Marris College of Music, Lucknow

.““Geeta ” or musie has been referred to by our Sastra-
karaé as having two aspects namely Anibaddha, i.e.,
uncomposed or extempore elaboration of- a melody, and
Nibaddla or thé closed forms of music or musical compaositions.
I is on the latter kind as in vogue to-dey in ‘the Hindustbani
music system that I speak now. :

In thinking of the musical compositions of mi system of
musio we must start with the idea that these compositions
must have preceeded and formed the basis of all laws of thas

music. The Vedic hymns and the Geeta Chhandas that
followed them, must have preceoded and formed the baais of
our Bangeet Sastra. The hymns of the Roman Ohiar:h, and
of the Pantheon of the Greeks and the ballads of these great
nations formed the basis of the European system of musio.
“Raga” which forms the basic idea of all Indian music
today and is entirely independent of Sabitya was not in

existence as such in the time of Bharata Muni Raga is o system

of musical tones,sung or played on an instroment,in sucoession
to one another 80 as to oreate a pl

easing effect on the listners’
mind. There is no reference to

word of language mor to
Chbandas. Ragas however are referred to by the Sastrakaras
as melodies evolved out of Jatis. Bharata, Matangs and
Sarngadeva have, all of them, referred ¢o Joatis. Fvom
Sarngadeva’s Chapter on Jatis, we find that there were
oertain closed forms of music jp v

‘ ogue and popular in she
ancfent times which were sung during the interval between

to the praise of deities. These
were known as “ Dhruvas

The Dhruvas were reidy made
compasitions with Sabitya and Sangita combined together.

1-IVv] THS,CLOSED FORMS OF HINDURTHANI MUSIC 19
w” 1 ¥y A

i - also. . The Jatis seem o have basn
They o '“:': :of:fs;:k’ .more plajnly, actually the
the. '?w'o’fP hese Dhruvas, Thus the Jatis. wers the slosed
motasions o & io ;nd a8 such where the precursers of . the
forms Of;v?::;l musio 'began to. be . considered as a.n,p::
in ‘:;dent of Sahitya the Ragas and Rag&fl&P 9?:!‘; ;m
indepe . to being. Some of our scholars o ’ musi
have .oome l: Ragas were in vogue in thrat&’? time,. >'bf0&“8;
to think 1mntiéned the word * Raga’'.in hl} defipition l«:
bo bas here the word does not ocour in its Yogaroodha
ames. Bn[ttt tands for musieal value in general and !golf in its
mosning s But the origin of the Ragas was .in .thﬂ
;ecglimi?::e;::is themselves, the music part of the unglent
atis, ) _
closed forms. o
fn the time of Sarngadeva or even a ‘few,gept;t’:za_.
b L Tatie began to fall into the background, g Ti:'s’
bgfpre h'l'mf,he‘ Ragas which were evolved out of tl:!eq. he
P‘,".‘:"; to f the Jatis and Geeta ‘Chhpqdque}gngb m&“f"&:‘ﬁﬂ;}
Sshitya of Prabandbas, Vastus and’ Roopakas, which hav¥é
':i,“,,tod::;t :yich by Matanga "briefly and by ,S"ngdevﬁ
been 2 : |
qla!fo??ﬁ?}y' rd “Dhruvs” eccurs: in the definition of Ere-
;.,,;::’.;: as an indispensable part thereof. Coe -

‘ : > cal : industhani music
' d olassical song of Hm mu
“"l;he ‘P;;l:fllx::rad:” or “Dhrupada” bas thus & link
namely =~ 0%

was s song sung during the
with. the p”b'eﬁpt::: v:fh::{xti'ye acts ‘6{ ‘a stage "perfqrf-ﬁ
interval bs"f?:e was often a song in praise of God. Even
mance md l harashtra, in the conrse of a Hanklrtaujamﬁ
f-.‘"“d?yj in Ma on émzo;n of singing a Dhruvapgda bgtwog:
there is & comm s, namely the Brabhma Niroopana wl}!o{v
the two seotion mon on some religious text either fgonfa
is a short of.lmlfle Marathi Bhakti literature, which ig
the Geets ‘ori] : ond section by » katha, the narration of a
followed mshte mythology or history as an illustrati,p o'fhthg‘
m'y.ﬁom} on{xded in the text. As soon as the B'_‘v“!‘!‘,
princie o ;':‘;f over, the Kirtankar is worshipped as a religious,
Nisaopaas the ]
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préseptor with offerings of flowers and abhira powder daring
whioh time he or his pupil sings a Dhrupad treating it: as e
mustoal composition, just to entertain the ‘sudience and then
follows it with the story. Thus the ancient tradition of the
Dhruvapada intervening between two sections of a dramatic
performanoce or Hari Katha is still in vogue to day. -

. - ‘Dhruvapada’ as a closed form of classical Hindusthani
musio is held to.day in great respect. Unfortunately,
however, there are hardly half a dozen professional Dhrupad
singers living to-day. The great Tansen was a Dhrupad
singer and his descendents sing Dhrupads only, even to-day.

It seems that Dhrupad as a closed form of olassical
music of Hindusthan has its origin in the devotiqnal songs
sung in the temples. The Hindu temples still maintain o
staff Of musjcians and dancers. Music and dance before the
Deity are an essential part of the daily routine, morning and
evening, of our temples all over the country. The Tals
Vadysm is always Mridaogam. Veena for Sruti and
Mridanga for Tala are essential instruments. Hapmonium
and Sarangi whioh we see sometimes are later additions and
seoher the Harmonium clears out again, the better. The
songs sung at these temples were in praise of the Deities.and,
were rioh in musics] material. We observe an abundanoce of
melodies and Talse unheard of in classical musio as these
musical performances in these temples. All these songs are
sung ‘with due attention to the Sahitya or wordinge and their
repefition, thers being no intention to treat them as musical
compositions as such. ‘‘Kirtanam'® or praise of God by
word of mauth, covered in musical pPassages war the maln

These temple songs seem to be the origia of
Dhrupad of our claesical musio. The composers and teachers
of Dhrupads like Sri Haridas Swami of Brindaban, Basiju
Bowra, Gopal Nayak were themselves great devotees. It Is

said that Raja Man of Gwalior gave much patronage to'

Dhiapad singing and was greatly instramental in introdusing
Dhrupsad iato the mahfils or Kacheris as they oall them here.
Miysn Tansen was a pupil of SBwami Haridas. Dhruvapad

¥
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PARTS 11v] TEWAIONED JUNS .
in sad §4 M uMpﬁﬁtod .oub, wpecializet the

G She purest type,of song, of Hindus.
miis. - Sapgeets, Jahitys and. rhythm are
poud i 1. T form sl Cofloms 0 » groat oxpant

e il Thefose Dt o ]
i em .d! Udp;h- ﬁﬁiuvh,"lgai‘P‘k‘,‘nd Ai’hoﬂ*

st i 2 has &7 ﬁtbferre in the f])hrqp}d too, thq_‘,‘li‘ Wﬂ'zh
ggh 2 vi."’” A’I?;,, the ocase of Prabandhss in. w_hiﬁ

h e mp,mblb for a Dhrugad, the rest boing
opsional. e o o

" The talas in which Dhrupads are sung are played on
‘bﬁw gy .with open palme. Choutala, ,Jl.xmpa,
M;,.k“ Sool Tsals, Brahma Rudra, Laxmi, Matta, Shikbara,
Gaja Jhampa, Jagpal, Chitra Tala, Chakra Tala are some of
she Talas of Dhrupad. But most of the Dhrupads are sung
in Choutals, Classical vooslists singing Dhrupads in the
other talas sre fow. Probably in the temples these talag.ars

still in vogue.

‘It is a common oustom among Dhrupad singers to sing
extempore alaps of a Raga, somewhat in the style of the
Veena, with short and long syllsble such as Ta, Na, Re, Nans,

e ol Dhrava were indispenssble, the Sthayi snd

R N e Do - ﬂéw’ ‘u'}a it
- Yom, Nom, Neterceraus’ etc. In & rhythmic w8 coce-
. alvely in slow, mediam and fast tempos before taking up the
 Buwped. A Dhrupad is to bein & strsight style. It should

Wik he _light touches as Moorkis or Tenas in it. Some
mwd:::nsyi"g rhythmio evolutions kno.wnf as Layabant
and Bholabans in Dhrupad. Besides the direct desoendants
«of_ Tansen, the late Zakiruddin Khan, bis brother Allab

#4déh Kban and nophew Nasirnddin Khan were famona
‘;w“ﬂrﬂcpl and Dhrupads and Dbamars. But thera were
m 3 . Suoh as Aghor Chakravarti of Caloutts, Wsamsn Bua

Indof¥ whi wire squally famous for their Dhrupads.

gon Lals Bua of Gwaliar, Pt. Keshavrao ‘;ﬂp'te of
v ..-‘paf*“gu o .

My fAad M, Qinde will demonstrate s Dhrupad. This
Dhrupad 'is'in " Derbari Keuhsds snd is in praise of God
Siva.- Thé Tals ivyhontals consisting of twelve matras, -~

6 .
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«. (Demonstgation :~* Rajat.Chandra lalata )

" Another fype of sopgs sung in e Dhrupad ‘style id what
is known as Horl. Horls are, s ‘s rale, songs describing theé
colour sports“of thé Holl featival and Rags Losla (Growp
dauces) of Lotd Krishna.  They are in the tala known as
Dhswst having'fourkeen unite. This tais is aleo ‘pléyed od
thé" meidangsm’. Extempors - rhytbimio elaborations are
&tﬁ'?&d‘ih Horis. 'Horl seems to be 8 ohorus sung in dob:ﬁ;
pihﬂimd?%’to din’o;e:' S : '

Mr, Ginde will d;moMQuu a Horl in Mogh.

.(Dempnmation: -Na Chat Nanda Kisora.)

i-There is andbher type of songs-known as Holie contetis
ing reférence “Yothe ocolour sporys of the ' Holf fontivat, TNl
i a light type of musid and, as such
Shav of ‘s “Phuttirl’ whch probably correspondy‘to o SNUNSIT
Thie tals is mostly  Despohiatidi ™ though we comis 86/
Holis aleo in other Talss Jike Tritala, Dadis sad M
Deepohandi consists of fourteen masres, with "taps On
18, 44h end 1L4h. matras ud an_off bees on she SIP-
Decpohandi js aleo oalld ‘ Ohancharh ', This mame, womo 87,
bas ita origin in * Ohashaputa’, one of the two basio telss
namely Chanchatpata and Cbachaputs, of the sncient tels
!Y‘!?:"»?'n-.u: R S . SRR
"~ Both these: types  of songs, ‘Hori ‘and Holi bave thelr
origin, though: in crude form, in the folk musio. We'désa
eved hear to-day Holis sung in villages of the morsh duriig
the Holf festiva), o I

... Wonow come o Khil, the moss st song of modern
Hodumbant mas, KA s B et s
literally o passing‘VBoughs, Kbisls are of two types.
slawbit and, Madhya or Deats, Tho Vatsmbis Kbials are
Reaodiled form of Dhrapads, composey sad popularised by

g and Adarang, the two desoende % of Tansen who
were musioians in the oo

¥hp Maalim ralers of Delti wees all of them greas, peteasast
musio.gnd. duzing the Jast fvp o aix esnturies. Maslim setiierd

'y ‘h‘ [ e M
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in,EIndia $eok much interest:in praqti‘oal nfnlior}af tho,gi'zﬁmq' .;
&Id' nomo,of,them learnt -and pna‘chsed;nﬁ;n; A good n'mny.o,f.
tham,apepialised in the art and sdopted it s e, profession and;
tédk.;o;v,ioast. the courts of Delhi, snfi n:s' dependentfgglfm
Duoshar ,Gayaks and Vadaks.. Nog being. interested in the
Sutus which were in Sanskrit, they. a.{;t?nd.od, and »smnde.d,,
b:axﬁy. to ptmioa‘kmusic. . The basio px:mclpleg of our musijg,.
were however retained, though tite practical forms underwent.

modxﬁoaﬁwns from time to time through the past ages.  The:
ﬁkidifyt,of the old Sastras was sl.a.okened somewhat ; - the.
Nada Sahitys - became more p:ommant,.-t;h;an the . .Bha,sh..,

Salh’ity., and thus what we know to-day as .Hu.ldt;pbqu music,

o'lv.n':.e into existence. In Khial style of singing these things

are 'partionlarly noticed. The Gayak has muoch scope. fox.
exhibiting manodharma. -

’ C IR

' Among those who popularised and pstron.aised ‘mugie.
Heszrat Amir Khushru was the foremost, Amijr. Khashra.
was a learned scholar, poet and mnt‘lioologist at the ?ourt ?f
Allanddin Khilji. . Among other things he pOpu;dnséa.: m
our music a type of song ocalled Qou.wah. chwali.: is @
Muslim adaptation of the Bhajans Of' Kirtans of the H.mdus.
Thus Qouwali is Indian and not foreign. The Qouwal{ style
of 'singing ‘is' almbst- the same as our Bha]a'ns and Klrtans:
There is a party among whom one leads and sings the _Qouwn.h
Wbi.le his followers sake np the chorus when he re‘a‘“m'.?' bn;:
a;l"tor his ﬂighu and flourishes in the course of tfhe so:g ; °
talais a peculiar type of Vheka called Qouwali Vheka. u:
Qouwalis are aleo sung in Kahrwa, l')u?rq or some euc

on measure, 1 suppose. . Che peouhar.lty of the Qouwali
iO: :1::1 marvellbus flight of tanas and high pitohed pasiages. of
music copobed in the wording of the song. S

~+ Feom the Qouwsli the Druta Khials are s"?id to have

d. A good many reputed practioal muslciaub.'were
orisin:lt: <;ri inally and all these were unequalled in the
Qouw. o ﬁ%oir‘voioo to sing long passages of swift tanas
oapact &y or.ot.ioally the whole range of the voice down from
w""ng:, to the Tarasthans that would do oredit to an
:l;;.:a;u:ioal vooalists. The style of singing Druta Khials
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is fall of such flights of tanas well balanded in rhythm. The
talas are Tritala, Ektala, Ada Chowtala, Teevra, which ate
Hindusthani adapsations of Aditala, Athatals, Dhruwstalaand
Triputa Tals respectively. A fast Khial as usually $wo parte
sthayi and one antara, thosgh some Khials have §wo antarés.
Qouwali requires a spevial training. People speelalived “$a' if
are known se Qowwals who adopted Qouwali singing as -thefr
bariditary ‘proféssion.  Bare Muhammad Khan, Haddu' Kban,
Hassu Khan and Nathu Khan all of Gwalior, Mohammad - Ali
Khan of Jaipar, Tanras Khan of Dethi who was Iater atthched
to'blte dourt of Hiyderabad, Decoan, NathamKhan of Agrs,
Ps. Shankar Rao, Pt. Bhaskar Bue ‘Bakhle, Balkrishas Bua
and Ps. Vishon Bua Palaskar ‘aré famous names of the past
in Khia} Gayaki. - C S o O

There is usually the custom ambﬁi Blnd:llt'h‘nixfm
Gayaks to follow a Vilambit Khial with & Drasa KbidY of the
same ‘Raga béfére closing that Raga. : DR

-~ Mr. Ginde will now sing a Vilambit Khial in Gasdhsst
Fodi and in Druta Khial in Darbori Kanhada,-: -

LSS D
Demonstration: 1. “8igare Singars Kiye” = *

2. “Thumva Samee Kareem Rakeem "

I need not dialate much upon Taranas, the correspondents
of Tilanas of South India. It would however be interesting
to investigate the origin of Tarana. Some of our scholars
sttribute ite origin to the Muslims. Whether the Tilanas of
the South were in vogue even before the Muslims or whether
South India borrowed the idea from the North is an
intereating question awaiting investigation. Taranas are in
two parts, Sthayi and Antara. Tbers are slow Taranas in

the style of slow Khials and fast Taranas in $hat of
fast Khials.. . . v o ) the

“" A fast Tdrana in Bahar will now be sung by Mr. Ginde,

Bome Taranas contain Persian couplets in the Antars

A Peran or rhythmic passage of syllables 4
common festure of Taranas, o “}h'”’ ¢

i
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B Chetarangs is s song .scontaining fqur angss namely
Sshitys, Sepgam, Mridanga or Tabla syllables. and Tarana.
Bometimes Persian couplers are also added. A Chageranga in
Jounpuri will now be demonstrated by Mr. Ginde. e

' (Demonstration ¢ ‘“Chatharanga Rasaranga’’).
( A haran

Another interesting song of Hindasthani music of a more
reoent origin is the ‘ Tappa’. The original composer of the
song was Gulam Nabi whose pen name was Showri Mian.. The
song is a olassical adaptation of the folk song of the camel
drivers of the Panjab. The style is full of zig-zag flourishes
of tans with swists and turns. Kaphi, Bhairavi, Kamaj,
Jengla, Zeelap, Sarperda, Sindurs, Jhinjoti, Pilloo and such
light Ragas are common in Tappas. The tala is, a Punjabi
adaptation of Trital. Sahitya is in the old Punjabi language.
Words like Mende, Aende, Thumsy, Antta, Jantta, Satte, Nal,
of the Panjabi language mixed with Urdu words are very
sommon. The pen name Showri always .ooccurs in & Tappa.
This also is a style by ‘itself and Pequires s ecial training.
Khial Gaysks do have in their stock & few Tappas. - But
Shere are (ayaks who have specialized traditionally in the

Tappas style. - ‘
The late Bade Munie Khan of Lucknow and Lalji Baa of
Dhar were famous for their Tappa Gayaki.
A Tappa will be sung now in Khamaj.
(Demonstration: Namaathum Sattya). .
A Thumri is & type of erotic song adopted from folk
musio. There is more stress on word sense. Every little
hrase is treated with variety of musical interpretations.
Full of the light types of musical graces and mod_ulations of
voice. A touch of acting is aleo a.dded_‘with_ ad’v:ant.agg.
Vigorous and broad Tanas are not used in Thu;nrls. '?.‘ll.o
word Thumri hints at feminine grace; h.enee, the Thugri is
® 50Dg properly meant for a woman's .vonce. It h“, s ‘,:1090
relation with Lasya dance. Professional dancers of North
Iodis known as Kathaks sing a Thumri when t.h.ey do what is
as Ads, manifestation of emotions by action and facial
::;::.ion. They toke a little phrase of a Thumri and
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exprees it wond sense with s number of technical gestures.
All this is done sitting down! During dance alsy, they usew
Bhava ‘in what they call Gat, Natawasi. Thumris are
composed in light ragas such as Khamaj, Piloo, Kaphes,
Bhairavi, Mand, The talas are a peculisr Punjabi adapsation
by the tritals, known as Punjabi Theka, Dadra, Deepchandi

K’htw.ﬁ e

"1 Under the Thumri style some folk ‘songs such as Kajri,
Chaiti, peculiar to the Benares aiid Mirzapur distriets of U.P,
s ity “duiing Chaitra and Sawan, ‘during - S8hravan and
Holi; duriiig Phalgun, which T have réferred, Jhools, Badha,
Behra, Wre''fncluded. Thus Thumri forms s Hak' befwesi,
tlassical mublo and folk songs. In drder to create a light sad
lovely ‘éffect even ‘the purity of a Raga i¢ taken' liberyy with
in Thamris. : S st

... Bhajan is & purely devotional song. Bhajan proper .has
its own technique which is maintained by professional Bhajan
singers.. But & class of devotional songs treated in.the
slassioal style have also come into vogue.: Bhajass of all
types, namely, Dhrupad, Kbhial and Tappa are available...

" " {Demonstration: Abane Buvankaze Janiyo).

A class of Urda poems known as Ghazal have [ately
become popular in North'India among lay listetiers. ‘These
Poems are mostly -erotic though :Ghazals proaching i moral
Spyshe are alao common. It is the poems and its word, sense
hat gre prominent in & Ghazal, Musio which is more or less
sterotype is.secondary. .

, . Ghagal Dhuds ape’ light sud moetly’ wixtires U Ragad.
Qouwal singers sing Ghazals also and do it well. “The midét
Sommon. tune of Ghazali is a derivativé Bilswal #gals or
Bapkara Bhiaran with o touch of Prot Ma here atid fhere,
Bome” Ghazals are’ sung i Plloo; 'iu “Bhaira¥l! std* figh
3 e e

- BLET LA i B . RPTER Y T

' o1 'Tie knowledge and taste.of music are So-day. more wide
~wpresdshan ever before and as & reswit; & new type of songs

'
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TIRTOR ing-are coming ‘into vogue. ' *“Loka
sud .;’;’e v .”y“::;:: ::n i_usic day. in and day out, so that
rachi l"""mﬂ“‘eR;'slit?; Geetas, Natya Geetas, Bg!a‘quggqt,
Bh-“. d“::.a’ suoch as Prabhatpheri Geetas are coming into
Vrlnd§ G“I ’ondet" not if these too will have .to be given a
“.‘“d . tem of our music in" futdre. Reprmnthtivap”
0 iu the ke notive of them: and bring’ them ‘under
:in':“:;? ::[on' ghey ‘go astry and destroy the very root

4 ri i 6f: mw& ) o

, P‘“““‘:l musio in India is based on vocal musio,
‘xn"tmmnents played by a plectrum lacking as they d'o
string l‘_"“.l:m § voioce, have of course, a technique gf __g.hou-
the cont?) {ispsﬁrokés and fingering. But the Nada ’Sa‘hltya
o;n_b st r&gﬂ' s 'that of vooal musio. A B‘ihakar ip ~lahe‘ ‘chn:th_‘
ig,}h{l&ﬂ" ”d' to elaim the honour of being a Binakar unlesf
is mop edpR e 6f his tongue and can sing at feast half a
he h'"_‘t"?h e:;[: of éach Raga. The Dhrupads are meant
Mgn.Dl}?ﬂP n the Ragalakshaixa_ and Sanchara ‘6bereof7~’f Ml
for gaidance o - Binakars, Sitar Players, Skrod Players,
Tantskates, 1? 8 a’re trained in Dhrupad singing at least for
Sur Sivger P yf“nnde”mn,ding, and remembering the Raga
the purfr? 1S’ tra of the Tantakaras both as regards the
bhava. The. a,Bm’ll as the process of development they get.
Bega Sw:a,roo: “.',dg,’ ‘Bowed instruments such as Sarangis,
from their Dl l',I:% in sccompanimets to voice and the;r have
Violin, are, [::gea of vocal music excopt the Bhas?m §pbltya. .
.u’a’,‘:!?g:p rolf,”dfotm O‘f music played on pluokeq strings are
The OG ths. Gaths are not played on Bl'!.laﬂ. When
known as ‘t t4; lay Gaths they play vhem on Sitar. ('}af.hs
Bin'k‘." w.an posed in Tritala, but there are Gaths av_allable
sro ordinarlly o:lmp After playing the Alaps and filling the
in other talas a0 he presence of the Raga the Tantakaras

atmosphere with ¢ demonstrate a sweet combination of Sur

tsk; I\:;: s G:}t:h:: are of two types, Vilambit and Dhruta.
an ya.

o set form of & Vilambit Gath in Tritals, whioh runs
Thero 18

as follows :—
Dhir, Dadhir D

Dhadbara.

vog

ara, Dudhara Dhir, Dhen Dhisdara,
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Ratnagar, Raga Vibodha and Parijat were more or loss the
equivalents respectively of the Semi, Minor and Major .tongl
of'the Western system of ‘musio. T R

Mr. Dewal and his followers based their conclusions on
the interpretations they gave to the words *“Anuranana” used
by S8arngdeva in his définition of Swaras and * Svayambu ”
used by Sownatha in Vadya Viveks. ** Anuranana and
Svaymbhu ” were interpreted by Mr. Dewal and bip
followers to refer to harmonios or upper partials . Somnath,
p@gding to this theory, hinded by “Suayambbe’ a ﬁlpo
“diitara Gandhara” ;. 8., the note, the frequenoy of whiob is
five timos, that of the basic ‘Shadia of the open string, This
Gandbara ‘brought ‘down two Octaves is exactly the major
third or 5/sths of the basic note acoording to the Europen
musio_soale. ° On the basis of this and gther theories of the
Europen musio Mc, Dewal wanted to Prove that onr ancient
Sastrakaras wore already aware of the three main musiosl
intervals namely major, minor and semi tones of the European
systom and oalled them Chatubtsrutik, Trisrutik snd Dwis-
rutik intervels. This theory was refuted by she scholars
gé;hqrpdnu‘ this Conference, it having been found to bave no
suppor} either from the Sastras or practice.

The idea of standardization of the practical forms of an
art:like Indian Masic needs: great osution. After wll musio is
& spoutancous ousocome of the caphsity of thehumen esr 8¢
grasp and reflect baok artistio aural forms. Analysis of these
to, the point .of mathematical Precision is apt to dofeas . the
DWPQ'P,?.;iPQif of music. How far it is possible to maintyin
the exact, measure, of intervals in the oourse. of ‘prastical
demonstration l9 again a question apars. Every awaras, if
partionlatly it is o prominent swars, a distinguishing featuse
of & Raga has a tendenocy to move below and aboye almost up
%o 4hp pitch, of its meighbour down or up agoording to the
needs of the Raga. Linking up of tones, semitones apd eves
quarteriones at times, so as to creste beautiful aura] j
in ‘a given rhythmic Bow is all the art in Indian Muelé. A
pusmage of Indian Musio is like a flow of water taking f6e own

ootrse odndisioned by the ups and downs and sogles and

] yom: SINDUSTEANT BAGS SINGING 0F
PARTE LIV ANTONATIOWIR
roers and; dive: so, wi ' “or Jdsser
:pono :Emﬁum toths minutest point nf m& e
. uld probably-diveet it of its natuzal charm an m" :
mn.b‘" dead M,NQMhh,lome.Orﬁ‘Of outline; is
N _‘.‘ - ' .
::.':]:.gglyr: neceesary . when '.music: has t"‘beo(;:';m
preciated, and leatnt by the masses ?vher.e ag of she
appre y k,) bo grasped i ptellectﬂﬁl/llg“t bexgg not posnﬁo ; ‘
ot pracilel modal before, any body and every body ;
iy, youd. have. boen the bast method of
}mb,"&:‘gﬂkgmlﬁ:&r":ﬁaﬂﬁ“iractioél' idea of a melody. ~But
3. i w g N R Tz tia: o g - , .
Dol ndi uirefoh tho atalysia of misical intervals and
‘g?,,'“,f oxiineaaton’ to the breaking point #o that tthv_gy:lq:sg
mhn:}:flw::m itself. ' It is worth considering why, after
t)i u‘."S ué;ﬁﬁ:ns,'iih sient and ,’nediev‘al,_ _havq, a.;vqided
g o‘-“;- themselves to anything beyond broad outlines of
?mm‘::;ft' intervals. . The definitionof a Raga contains no
the m - inervale. o
reference to Srutis. | L
Pt : pigeshasty ibhushitah: Ragas
‘ ¥ dhﬂa’": m,uh)@.mcwara-vajnaqt ' G T P
dy;:::!il’l terms of swaras and not erulis. The functilzx{
are 9-6,8 “was first to measure and that too broadl‘y,ut"e
of_ {rﬂl‘ intervals between two ponsecutive. 8Waras g.q_d
9%}0:1;;,; ;':) serve the purpose of guidance in the corre‘c‘ny!ti;
“l!,s.{oﬁ"'of the various grases of musio. The actual
;xpl‘ s of the soale, that is, the swaras of 8 Raga dwqg
:81'9 ivot on which the voice was to move up ‘9‘;‘? V;l:":
the %,n to the requirements of thq Rg.ga,cpncerne.r o at
acoordi gld be written iu black and white in t]'aose ‘a!'lctlle'nif' lhm;ag
more cou actical art like music? ‘These outlines with the he :
.bqut:p: with practical demonstration was to By, mind,
o o:!;ha:n enough for the student of music of those days.
r . .
mo to.day. are more fortunate in having n?ecll;an:;:‘l
we hich have enabled us to- brlt.lg prmnt?triﬁh
resouroes ']nion- of the ocountry into direct ton :M wh
whole P°p'“l models and- slso. to preserve th?se ; :uo
the. pthg:t machinery too at tindes fails, and falll;m.l‘:er ¥
posterity. od and is happening even to-day.. In goodd
2 has bapperet o0 ets surprisingly transformed, in goo
R e..
many c..:gr:h:b:‘)::us?c sounds out of tune probably due
many otas



. 88 40 oxplain hig sdale-

wire length; has lofs behind on‘amoigwu‘ddi:i:‘wd
R{shabha and Dhaivata and ghis «mbiguity hag ns of his
controversies, This very ‘Apobal Makes an l“:m“‘ Foat
everyone of the twenty-two 8rutis to the mpt ¢o ealee

although for his Regas he retains only swely

express esch and every note they pro °y or can th"
its &0 called fixed pitoh parti ozlfﬂ;l';:e‘:l::ty:. exactly ¢
provisations ! A music scale is everywhere ment f, ll:pote im-
knowledge of the music concerned ayqg as to b,°r theoretical
temperament just to give some sort of

flats and sharps thereof aPproximate outlines of the

For i . :
Sedbarans Ga and Kaisik N; o l:;::anoe. theoretioally the

karta are 288 and 433 respectively. Bug arabarapriya mels-
fonu:} to be moving up and down slighti
requirements of the correot interpretation of o Rega

) or even

of eummoh experience at loass in
Indisn musicisns ehould be abis bm:dmthmi musio. Sowsly

reference to ihe South Indian ng.:iml :ni'.th.in m .:'
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in- the Hindasthani music: system- that -in almost -all the
Ragas in; whish Komal Ni, the eguivalent of Kaishik Ni
ocours, it has a tendency to rise .abpve its proper, pitoh
even upto the Suddha Ni the equivalent of Kakali
Niin the Aroha. ‘The Ragas of Kamaj and Kaphi,Thats
have most of them the Northern Suddha or the Southern
Kakali' Ni in their Aroha, although these melakgrthas
have only the Komal or Kaishik Ni. Almost all the
Sarang, Malar ‘‘wnd’ Kahhada varieties and ~a rinmber
of osher Ragas such as Sindhdra, ‘Kaphi, Piloo of the Kaphi
Thats, and Khamaj, Tilang, Des, Sorath, Khambavati,
Jaijaivanti of the Khamaj Thata have the Kakali or the
Northern Suddha Ni. A complete examination of the
Ragas of these melas will reveal in a most’surprising manner
how the Komal or Sadbarana Ga and Komal or Kaishik Ni
move up and down between the Northern Suddha Ga or
Southern antar Ga and the Northern Suddba Ri or the
Southern Chatuhsruti Ri. In some Ragas the Komal or
Sadharans Ga goes down almost to a pitchijust a comma
above Ri—while in others it goes up almost upto antara Ga.
In a third group of Ragas again the .Komal Ga is. a)ways
Andolits j. e. swung up and down. within a smaller or greater
interval according to requirements of the Ragabhava, The
various Gamakas which are necessary to give _correat
eipression to a Raga are thess movements up and dqﬁh :gf
the swaras of a Raga. *‘ Svarasya Kampo Gamakah ™ i3 the
definition of the Gamakas as given in the Sastras. * Now,
oould a swara bo shaken without moving it up and down,
unless simple and quick vibrating is' meant by ‘Kampa’?
I do not know if this quick vibrating of a swara is a common
feature in South Indian inusic. I hope not. It is looked
upon as a defeot in the voice in the Hindusthani system if it
ooours often. The Sastrakaras cannnot have meéant this
by Kampa. These deviations from the' main point of pitch
take place in the case of almost all the swaras excqp% perhaps
Shadjs, Panchama and Suddba Madhyama. In the ancient
system of our music Shadja and Panchama also had their

Vikritis,
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in- the Hindastheni musio- sysiem thas -in almoss all the
Ragas :in; which Komal Ni, the eguivalent - of . Kaishik. Ni
ocours, it has a tendency to rise .above its proper, pitoh
even upto the Suddha Ni tho equivalent of Kakali
yiy}[ the Aroha. The Ragas of Kamaj and Kaphi ,Thata
have most of them the Northern Suddha or the Southery
Kakali Ni in their Aroha, although these melakarthas
have only the Komal or Kaishik Ni. Almost ‘all the
Sarang, Malar ‘'wnd Kaiihada vatieties and a number
of other Ragas sueh as Sindhura, ‘Kaphi, Piloo of the Kaphi
Thats, and Khamaj, Tilang, Des, Sorath, Khambavati,
Jaijaivanti of the KhamajThata have the Kakali or the
Northern Suddha Ni. A cowplete examination of the
Ragas of these melas will reveal in a most’surprising manner
how the Komal or Sadharana Ga and Komal or Kaishik Ni
move up and down between the Northern Suddha Ga or
Southern antar Ga and the Northern Suddha Ri "or the
Southern Chatuhsruti Ri. In some Ragas the- Komal or
Sadharana Ga goes down almost to a pitch just a comms
above Ri—while in others it goes up almost upto antara Ga.
In a third group of Ragas again the .Komal Ga is always
Andolits i. e. swung up and down within a smaller or greater
interval aoccording to requirements of the ,mehgv_q.:.hv,',,l‘bg
various Gamakas which are necessary to give _correch
expression to a Raga are thess movements up and down of
the swaras of a Ragn. ‘ Svarasya Kampo Gamakah ” is the
definition of the Gamakas as given in the ‘Sastras. - Now,
could a swara be shaken without moving it up and down,
unless simple and qui‘ok vibrating is meant by ‘Kampa’f
1 do not know if this quick vibrating of & swara is a common
feature in South Indian music. I hope not. It is‘ looked
upon as a defeot in she voice in the Hindusthani system if it
ooours often. The Sastrakaras cannnot have meant this
by Kampa. These deviations from the main point of pitch
take place in the case of almost all the swaras excgp% perhaps
Shadja, Panchama and Suddha Madhyama. In the ancient
system of our music Shadja and Panchama also had their

Vikritis,
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Let me now demonstrate how the swaras of a Raga move
up and down bet ween the neighbouring notés, above and below.

Bhimpalasi is an Adduva Sampoorns Raga of the Kapht
or the South Indian Khara.hara.priya Melakargha. Rishabhs
and Dhaivata aré omitted up the scale while all the swaras
are mcl_udod ‘down the scale. Thus its Aroha and An.roha
would be.

Sa ga ma Pa ns 88 B8a »i ni dba pa ma ga re sa

But the Komal Ni in the Aroha is always .suang: mth s
touch of the sa. This naturally raises the pitoch of the
Komal Ni. For instance.

Sa Sa
Ma, Pa, Ni  Ni,
Sa Pa
Pa Ni 8a Sa Ni Dhapa, ma pa,
This bappens in the case of Komal Ga also.
Ma
: Ga Ma ga re sa

Similarly the Komal Dha in Desi, for another initance, is
pronounced 'with ‘a touch of Komal Ni. 'Desi is a Raga of
Asawari or Nata-Bhairavi Melakarta. Ga and Dha are
dropped in the ascent. The scale is fall downwsrds. Thu
the Aroha and Avaroha would be '

 Sa re ma pa ni sa sa né dha pa ma . ga re sa

Desi however is a Vakrajati Raga and straight Aroha and
Avaroha as pointed out just now are rarely sung in that exoept
in the case of swift Tanas. The proper Aroha of Desi
would be

Sa, re g_ re so, ny, 85 re ms pa,
. o
~ Dha ps, ma ps, 8a 8a, Nt 8a, Pa
" . Dha pa ma pa,
.me
@3, re ga re sa, re n_t; 88
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.. -The Dhaivata in this Rage is sung with a touch of Ni as
I have just now pointed out. For instance, S
sa, 8a:8a pa dha pa ma pa
- ma
ga, Te ga re sa, re ni sa

It will be observed that the Komal Ni of Desi is also
affected by the touch of sa and raised somewhat as in
Bhimpalasi. For instance, '

8a 8a .lli .
sa, ni ni 8a, pa, ma pa sa, Dha, pa

Hindusthani Ragas are full of such instances.

Ina number of Hindusthani Ragas it will be interesting
to see how the notes shift above or below according to
roqmrementu of different passages-of one and the same Rags.

The Komal Gandhara or the Sadharana Gandhars of
the Southern system in the famous Darbari Kanhada of
Hindusthani musicis a lower degree when sung with a touch of
Hindusthani Suddha Ri or the Chatussruti Ri of the Southern
system, and a higher degree when it is sung with the touch
of Shuddha madhyama. Let me demonstrate it.

ni ni
-
ss re re dha dha, Ni Pa ma pa
—_ e,
ol pi 1Y Y
dh, dba, ni,
= - -
ss
dP_a 21 sa, re, re, T, g4,
re re
garosare, sa
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This is the lower Komal Ga. Now in the other puugu
it is $he higher degree of Komal Ga. For instance,

~
g ms  ma
8a, re, 8a, Ma, ma, pa, ma, Ms ga ga
m sa 8a sa

Lz ma, re, 8a, 8a, ni sa sa ma re se
ni m

ni sare dha dha ni pu

— ——— eee— sy

re re re 88 ni

-—  —— e ——

sagggsgamapabmaro ucll_l_a_qni

88 T .-T0 TO ni .
la,re,ureLeggreu dha m re sa

Sumlarly the ‘‘Teevra Ma ” or * Prati Ma” ooouring in
Lalit is lower when it is sung in precedence or suocoession ‘of
Suddha Ma, but the same Prati Ma rises upto o b!lg)l:r

degroo when it is sung in sucoession or prooo&onoo of
For hntanéo (Dem)

. ‘ gs
83, bi re ga ma, m’a, ma, ga,
gs
re ga, ni re ga ma, re ga ma ma ma ga
This is the lower degree of Prati Ma while in the other
passages, with dha it is the higher decree. For instance (Dem)
m’a dba m’a dha m’s ma ga ma m’s
go ‘
ma ga m’s dha sa re ni dha ma’ dha m’a ma
gs
ga ma m’s, ma, ga, Je ga, m’a ga re %

Thus the tendenoy of the Swaras especially the Komal
Ri, Ga, Dha, Ni and Teovra Ma of Hindustheni Ipuio fo be
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midviag - up and-down- in the course of the developmen$ of a
Rags makis: the soientifieally ocorrect signatures of she soales
s complicated job, besause, for every particular passage.of a
Raga ¢he ‘dxact- intonations of the mwaras occuring therein
will have to be stated. For instance the Komal Ga will have
s, number  of llghts and shades when it is combined with a
number of dlﬁerent awaras or their passages m one and tho
same Raga, as I have a.lready pomted out.

This is, why, I think our Sastrakaras,—even thq lato
Prof.. Bhatkbande, the greatest authority on modern Hindus-
thani music being no exception,—explained these Ragas in
terms of swaras which they selected out of the twenty-two
srutis for Raga construction. To-day, whether in the
Northern or Southern system of music the Gamut of twelve
gemitones, approximate to, though not exact equivalents of,
the twelve semitones of the European Music scale has heen
aocepted and the microtones in between two consecutive notes,
occuring, if at all, in the Gamaks or the required correct
expression of a passage are left to practical training. The
late Prof. Bhatkhande emphasies this point saying that the
student should not bother over the Ati Komals and Tara
Teevras. He was certainly not a believer in theoretical
instraction in music unaided by practical training. He looked
upon both these as complementary to each other and, as
such, absolutely necessary. The student, having acquired a
sufficient knowledge of and practical ability to reproduce the
twelve semitones and, in terms of these, and of the individual
goales up and down of a Raga should be able, by practical
training, to perceive and reproduce the lights and shades of
the swaras. The manner of expressing a certain passage of a
Raga should itself place the individual notes ocouring therein
at their correct points. Take care to see how to sing a certain
passsge of a Rags, listen to it attentively and imitate it
ocorrectly end the individual swaras will take ocare of
themselves. Neither she ear nor the throat will vote for any
but the correct intonations.
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- Some of us might be wondering whether this is aé all a
scientific outlook. May 1 submit that it is soieniifio enough
for the purpose of art 1 Theory should help and not smothee

art. Musical mashematics is like a labyrinth. You eannot
come ous of it once you enter it,

Musio is after all a relative phenomenon. There would
not be, otherwise, Hindusthani music, Karnatik mausio,
European Musio, Chinese musio, Arabian or Persian musio.
I may not respond to a Piece of music which lifts & whole

crowd of an audience up into ecstacies, For my poor soul shas
Partioular piece is not musio, |

GOPALANAYAKA

i My g - A
Sana1Ta SasTBA Visarapa HuLugum KntsnM s i

i iversally socepted fact that Gop.slansyako
(lzofl;l.o ;.‘l‘)n) was tie pioneer of the pfos.entiﬂxudusthsn:
musio. Very little is at present known of his life aqd works, o
references to which a couple of them made by Chatura Kagi:

aths (1440 A.D.) and & couple of them made by Sri
s‘onkstimahi (6. 1650 A.D.) are prominent. A few references
are also available in Hindusthani songs of .wbxch. one ‘hu been
uoted by Sri K. V. Ramachandran in his article ‘‘ Gopala-
qm&ka » (vide p. 68, Journal of Music Academy, Madras,
:7:{. XVII of 1946). In his article, he has shown that
Gopalanayaka was a great composer, organiser, and ref%rm:r
of Hindusthani musio, on the authority of refer?nces ma ]: y
Chatura Kallinatha in his commentary on Sangita Rat?ah a.:a
f Sarngadeva (1220 A.D.). To his statements, I wis o
:dd a few, following the remarks which I have already

made elsewhere.

inatha while commenting on the Lakshan'a
f CI;;‘n‘::nﬁ.alh::'ltled Raga Kadambaka, says that ?hu
oPub.n. dha, when it is composed of with 64 Charanas or Gitas
with the ’ume number of Ragas and Talas, iuPoall,le(t1 ha,
Maha Prabandha. He gives reference to the Praban .a
Raga Kadambaka of Gopalanayaka b:nd s:g':e dth:: xi n;;
‘ i as, it may acc : i
mﬁ:l:;a:zkiz ::ln?:,'n according to the textf of Sangita
I;R:::nkun 8 Prtl'nndha having 64 channa: :lnth nil ;;:::
ions i is to be accepted as
mam:ll: Pr&::ie‘;{s:lhi:::,bauomphuim that since it is a
II;;!:“K&dtmbska, the number of the Ragas am.l that of the
is essential, while the number of Tala..s is secondary
:':.:;:: is a special treatment of the l?ne::e. okf-;;ﬁf'
Kadambaks in Taladhyaya. Here Kallinatha skiilfu y

JL.
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makes provision for both Prabhandas baving 83 aend
64 charanas as Raga Kadambaka and Mahs Prabandhe
respectively; It is quite elear thas Gppalanayaks reduoed
the number of charanas to 33 from 64, omitting those Ragas
like Revagupta, and Talas like Kudukka, to avoid the
unwieldiness and to keep in tact the essential Ragas and Talas
in practical and frequent use, providing by this means she
common: stadent of music and the common lover of Wmusic
elear asquaintance with the desails mentioned there in.: - * *'!

Besides reducing the numbpr of Ragas and Talas on }ﬁ
principle of essentiality, he has explained very intom'&i.n%
what would mean a Matra-Kala as defined by Bharata and
Sarngadeva, by quoting Gopalanayaks, and a Prabantihg
composed by the latter. The measurement of the duration
of a Matra is defined u,——Panoha-laghvakiﬁaibbohm-mﬁg
matreha kathyate—meaning that the duration of time 8
recite a word consisting of & short syllables .as Ka Oha
Ta Tha Pa, is a Matra Kala. On this point ‘Kallinsths
explains that although the duration of reciting & syllables is
supposed to be the Matra Kals, as per the definition of
Ratnakara, .it. is only 4 ayllables for a Matia Kals
according to the compositions of Gopalanayaks; he
explains further that the duration beginning from the first
syllable or stroke up:to the 5th syllable or stroke recitéd in
oqual pitohes (with possible and olear speed), is dapable o
being measured, just as a distanoce is counted:from.she. beb
point to the 6th point to measure the 4 pitehes or spaces
between the extremes. In practical usage also unjess we.bavé
got the 5th stroke, we cannot definitely say what wew
be.the duration of & Matra Kala in- terms of Same, .:Atits,
Vishama, and Anagata. Therefore what Ratnakara .means i
the same as what we have got in Practioe even now.: . - >
" The last para of Sri K. V. Ramachandran’s ‘articls
gives ono Dhruva Pada, one charana’ of which' ocontains
the mention of Gorakha. So the “author suspects the
date of Gopalanayaka to be 1350:1400. Tn ‘anothet
charana the name of Gopalanayska is mentioned. Bo &;
the evidence of the mention of Gorakha's pamé “if he
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date of Gorakba is 1850-1400 Correct?) the song could n:l)t
have been composed of by Gopalanayaka, .bn.t by. some body
olse laser shan Gorakha, -Just like other dlﬁ_fﬂlgu%.;;’mo..
are mentioned there in the song, Gopala’s x}:a:;o. a;o :
mentioned as a Nayak, whilé the -lasf, charaha sl;lm; ro n
the Mudra of the compotmr}dlz‘(lsl)uk-_l?u:.l:ar;a.ooal.n p::mon?;;; .
mpose inds of
]‘;;grlgl:{;:;:"z::tt:::gié,PGitaé, and Lakshana Gitas, which
are lﬁl-‘oun:ent,.in_ proctice to this time, and are much

appreciated and resorted to on account of their merits. The

i iddle of the 16th
date of Beju according to scholars is the. midd]
" tO‘ BOJSo the date of Gopalanayaka is _undxspn?ed as he
o n:’u of ‘the oourteers of Allawuddin Kbhilgi, and . a
:o:tomporsry of Amir Khusru, and the Maharajah ?f
Devagiri, the first patron of Gapalanayaks, whose Qate is
beswéen 1294 and 1810 A. D. .

ro are some compositions of Gopalanayaks even now

in ;l::;:l‘ Oge of fhem, which ,ia. w.ell known too,ll
musigians, is taught in the very b.egmmn'g of the mmm;
lessons run as:—=3Sarasvali Sarada V;dyfzdam, the An.t.ua P
which runs as:—Keeje Shudrishti Siva Go?mla, just as
Pnnndu‘i Dasa’s Pillari Gitas are taught in Karqatgka
Ssmpradays. This period. viz. 1300 L D. is,al;so. b.ho:bezunungi
of the Karnataka Sampradaya which was 'mmsted by 8¢
Narshari Tirtha, one of the four deciples of 8ri Madhvacharya,
and attained the immortal name of Karnataka Sampradaya
on accouns of the contributions in the form of Kirtanas
in Kannada in Northern Karnataka and b’f & number
f songs in Kannads by Sri Achalananda Das. in Southern

oKsmanks. They not only composed the songs in KaM
for the sake of musio but they olaim the pioneership of
Bhakti Pantha also otherwise knowz.x as Desa I.{uba.. Th;
abovs discussion is based on the quotations of Kallinatha, an.
the reference to Chaturdandi an(? l}ow Gopulan.aya..ka is
connected with it by Venkatamahi will be dealt with in my

next paper.



COMPOSITIONS AND THE SIX FUNDAMENTAL
RAGAS OF HINDUSTHANI MUSIC

BY
Panpit B, DiLip CaANDRA VEDI

On behalf of the Lucknow branch of I.S.C. M, and

Bharat Gayan Samaj, Poona, I would like to thank the.

Madras Music Academy and the South Indian branch of the
I. 8. C. M. for organising this conference and thus giving an
opportunity to the North and the South to freely express and
exchange ideas and understand one another better.

I am sure all of us believe that music is a divine art and
a source of solace to the soul of suffering humanity. If we
believe in this fact, we must first rise above every kind of
bias. Devotees of Nada-Brahma must see Brahma every-
where. Vidvans who criticise others must also welcome
others’ criticism of art; it must be discussed on universal
and scientific lines. Then only will we be able to serve the
real cause of music. Shadja’s Samvad with Madbyama’ or
‘ Panchama’ pleases every ear whether Arabian, European,
Abyssinian, Chinese, Tamilian or Hindhusthani. This is not
the monopoly of any particular school. Tt is impossible to
oatch the fragrance of a rose or jasmine and claim exclusive-
ness for it. 'To understand all this, one must be endowed
with * Gnyan-Chakshus”. And ““ Gnyan Chakshus " could be
opened after sadhana under real Guru's guidance, whose
compositions are our indispensable heritage. I will not
occupy your time in delivering a lecture on the works of the
great and worthy Acharyas like Narada, Tumburu, Veda-

Vyas, Matang, Bharata, Sarngadev and others, as I am sure
you know about them.

I shall today talk on present-day Hindusthauj music and
six fundamental Ragas. Present Hindusthani Gayan.Paddbati
is based on the principles of Dhrupad-composition and Alap-
gana. Dbrupad compositions and Alap.gana owe their
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existence to ‘ Swami Haridasji’ the father of Hindusthani
“ Gayan-Padhati ” and his learned decil?.les Baba Ramadas,
Baiju Baure, Nayak Tansainji, Divakarji anfi others. They
composed numerous Dhrupad, Dahammar, "I.‘xrvat, Dhouroo,
Raga-Mala, Svara-Mala, Raga-Lakshana-Gita, Rags-Sag.ar.
Patt-talas and Taranas. They also invented new Ragas llke.
Haridasi Malhar, Ramdasi Malhar, Tansainji Malhar, Tanseni
Todi, Tanseni Sarang, eto. They studied the sastras and made
use of that knowledge for the creation of Dhrupad and
Dbammars as well as other compositions.

Their compositions are not mere Aroha-avarohas. The?
went further and established Vadi, Samv?di, Anuvadi,
Amsa, Nyas, Graha, Sthayi, Antara, Sanchari and Ab}?oga
etc. Besides these works for music, they a.ls.o combined
Sahitya and Sangeeta to express the varlf)us Rasas
mentioned in our ancient sastras. They were umf;ue crafts-
men ; they made a good use of the gold and diamonds of
sahitya and created beautiful ornaments.

What is Raga? Every music student knows the defi-
pition of Raga. As H. P. Krishna Rao says “A .Raga.
or mode is & melodious arrangement of musioal notes in an
octove so made as to express a definite mood.” From th.e
mood, different emotions arise. The fundamental m(.)od is
the mood of nature, mood of health, growth and lfappfness.
Quch are the moods of jivas or souls, as well' as inanimate
nature. The mood of the Almighty according to At-yan
Philosophy is one of bliss. Itisa gla.(‘lsome mood specially
favourable to the development of br‘lght happy thoughtx.;.
It depends on the healthy vital feeling. ‘ Such 'a mood is
expressed in music by the natural notes or Shudh-Svaras.

' i i le or ‘Melakarta’

Three names are used for this music t-zca : lak '

in Utta.::-Bharat,——‘Natt’, ‘Asha’ and ‘Bilaval’. This ‘Nati
is the first Suddba-Raga of the six fundamental Ragas.

Before discussing the greatness of the six fundamental
Ragas lot me sing tu you & few old compositions of different
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tochnique and ditferent Rasas. Sri Tansain’s Dhrupad in
Raga shudha-natt (Shants rasa) ** Tero pratap bado raihat’'.

1. Dhrupad in Suddha Bilawal Ra a “ Asana pavna
dur kar bavre.”

2. Swami Haridasji's Dhrupad in Hindol-Raga ** Hey
toohi adayant gupta prakata.”

3. Dbammar Songs in Vasant-panchama Raga *‘ Kat
jasyo re ghar lago ranga,”

4. Dhrupad song in Poorva Hindol Raga * Prata uthh
ayery”’

Tanas tn Dhrupad Songe

There is & general misconception that Tanas were
introduced by Mohamedan Khayal composers and singers.
I shall sing a few 350.years.old songs, composed two
hundered years before Sadarangji, the wellknown composer

of Khyals. Now hear a few Dhrupads of Khandahar style.
Oune oan find Tanas here.

1. Dhrupad (Patt Tala) in Vasant-Raga, ‘Mowli Dharts’.

2. Dhrupad (Patt Tala) in Nayaki-Kanda Raga ‘ Mana
Re Japo Rama.’

- 3. Dhrupad (Japp Tala) in Megh-Raga ‘Garj Ghata’

Now we shall come to Kiyal. Although the word
‘Khyal’ is a Persian, the style and composition of it, is
Hindusthani. Nome modern authors write that Amir Khusro
and Navab S. M. Sharqi of Jounpur were the inventors of
Khyals; butit is not afact. It scems that this idea was
spread by some blind followers of Mughal culture.

No one sings Khusro’s or Sharki’s Khyal songs in
Hindusthani classical ragas. Present Hindusthani Khyal
songs were composed by Sri Sadarangji and others oa the
principle of Dhruvapads and Alapa Gana. Many Khyal
songs have the same timee as old Dhrupads bat with
different words and minor changes in the Gamakas. Let me
i_l;eltute this by singing a few songs.
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Ragas are Aswari Hindols, Panchama Gorakha or
Narayani. ‘
Dhrupada—*‘dyo r$ jit raje Ramachandra.’
Khyal on it ‘Baje Jhanan '
Dhrupad ‘Hay Toohi Adayanta’.
Khyal ‘Hay ma pi 8ung khelo’.
Dhrupad ¢ Udat Bandhana’.
Khyal ‘Mund Mund Muska’.
Dhrupad ¢ Dhann Dhann Dhavo ri’.
Khyal ‘Dhann Bhag Jagey’.
I can give ocountless examples to prove the a.bov.o
mentioned fact. You can easily judge from these composi-
sions which you have heard just now.

Thumrs is also not the creation of any Moghul musician.
Thumri takes its material from Rag-Alap to express human
feelings. Bhaiya Ganpat Rao ?,nd Saqeq Ali Khal}:' were
the two Indians who gave us this emotlo'nal style w' ich is
known as Benares-Ki or Purab-Ki Thumri. Let me sing few
pieces.

1. * Sughad pjya pyare &0 naina lago ",

9. ** Pi-ki-Bols na bol papiha’.

Although some Hindu musicians were driven by circumst
tanoces to embrace the foreign religion Islam, their Hindusthani
Ragas and Talas were obviously not converted into Islan-z.
Nayak Tansainji was born in Hindu family and les.mt .musxc
from Sri Swami Haridasji. Sarangi is not a foreign instru-
ment played in Arabic countries; some modern suthors say
that the inventor of sitar was Amir Khusro ; it was not an
invontion but just a modification of the Veena. It is not
played in other countries. No doubt we play upon Sarod,
Violin, Mandolin, and Harmonium which are foreign instru.
ments, but we play Indian music. Using of foreign instru.
ments does not mean adopting foreign music. It is advisible
that persons who write on these things should consider
sufficiently before passing any statements.
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Let us now come to the six fundamental ragas. Why
did our ancient Hindusthani musicians declare that these six
Ragas are the only suddha ragas? There are reasons :—

The above six Ragas are inter.related and everyone
of them could be derived from the other by changing the

Shadja or key-note. This is known as Moorchana Bheda in
Hindusthani.

I would like to mention the modern names of these six
Ragas, Bilawal, or Natt, Kafi, Bhairavi, Kalyan, Khamaj,
Jaunpuri or Asaweri.

" Let us start from the first Suddha Raga Natt or Bilawal.
If we treat the rishabha as shadja and reach to the tar shadja,
you will find Kafi there, and from Gandhar rag Bhairavi,
from Madyama rag Kalyan, from panchama rag Khamaj, from
Dhaivata rag Asaweri or Jaunpuri. You cannot derive any
Suddha Sampurna Raga from Nishadi. If you try the same
“ prayoga’ of Moorchana or scale-changing with other five
ragas, the same ragas will be derived.

You cannot find this relationship in other melakartas,
if you try the same prayoga of Moorchana. Let me demons.
trate this to you. For instance, I take Bhairavi, Todi
(Tansaini) and Khamavardhani (Puriya Dhanasiri). We
cannot get any Suddha Sampurna Raga from Bhairavi, Todi
or Kamavardhani. Two Rishabas, two Ghandharas, two
Madhyamas, two Dhaivatas, two Nishadas, will come together.
That is why other sampurna ragas were not considered Suddha
sampurna ragas or fundamental ragas by our ancients.

So is the case with the five Suddha Audav Ragas. They
are Bhopali, Vridavani-Sarang, Malkaush, Durga and Dhani.

These five ragas have the same relationship with one another
as the six sampurna Suddha ragas.

Ancicnt Hindusthani Sangeetachar
of the 3040 permutations and combin
sud they were not ignorant of

yas were fully aware
ations of Suddba scale
o4484 permutation and
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combinations of the 12 svaras. Out of these only tl}ose coult%
be considered ‘‘Ragas’ which answer the Vadi-Samvadi

test, where all the notes are conveniently arranged.
’

The Karnatak musioscholar H. P. Krishna Rao agrees with
this and states that ‘of these 12 E.Ca.ga.s 1 to 6, 31 to 42, and
67 to 72 are seldom used in practice as the notes are most
inconveniently distributed in bh'e . scale. They are very
painful in execntion. Of the remaining 48, one half becomes
useless for the same reason. Am'ong the rest, only a .dozen
ragas are used in art, as the notes in .tl.wm are convemef\tl.y
sibuated *. “ The very fact that the Kritis of even Tyz’.gara]a in
such complex ragas have gradl-lally gone out of use is a proof
of the truth of the above assertion.”

The late Sri C. R. Srinivasa Iyengar wrote in 1932 in
the daily Hindu, Madras:

« Even within the limited scope of my comparative study
of the two sohools of musie, I have come to decide that the
South has to learn a great deal from the North, though some
modern reformers like Mr. Bhatkande are of opinion that the
Karnatic music has a more solid foundation of science and
uniformity of practive than the North. They take it for
granted that the Mela Raga system of Venkatamakhi rules
the realm of South Indian music in theory and practice, but
I have on more than one occasion made it plain that it is not
so. The period of training, the method, the very great
attention paid to voice-production and to voif:e training, the
utter faithfulness of allotting the ragas to particular times of
the day, the wonderfal mastery of three octoves &nd.more,
the perfect balance of measure and rhythm, of execution in
them, the amazing control in the exopression of shades,
glades, graces, micrtones and over-tones,—-—?ll these and much
more are & terra-incognita to the music lover and the

musician of the South.”

Before I request you to sing ‘Jaya Sri .Sara.sw?.thi J'i Ki’
I want to make it clear that it is not my primary intention to
hold any brief for any particular school or party.

O——— —
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A STUDY OF THE MICROTONAL VARIATIONS IN
FREQUENCIES IN KARNATIC MUSIC WITH AN
OSCILLOGRAPH

BY
C. S, Avvyar

In a Conference held in April 1929, South Indian
musicologists decided that the 22 srutis of Bharata in Hindu
melodic music have the following relative frequencies :—

European Name of note Relative Cyclic
Notes or the svara frequency cents
C | Sa, 1 0
. 256/243 90
D flat i i { 16/15 112
| 9 182

| R {1
D | ! 9/8 204
| , fo32/27 294

t o R
E fla mi Y 316
5 Ge { HES 336
E ? 81,64 108
F M { [ 493
& 27/20 520
45,32 ‘ 590
F sharp ma { 64/45 1, 610
|

G Pa 3/2 | 700
A flat da { 128’/?1 02
5/5 814
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European * Nawme of note E Relative Cyeclic
Note§ or the svaré 1 frequency . cen?s )
A Da | { 2?,//:;6 | gg:

B flat ni 13;? : 13?2
B Ni { ;Z{;?ms : i(l)?g

The figures in brackets differing by a frequency ratio of
81/30 a comma, or 22 cyclic cents.

N.B.—For purposes of clarity, the twelve frets of the
vina in the octave may he denominated ri, Ri, ga, Ga, Ma,
ma, Pa, da, Da, ni, Ni and Sa higher —the capital letters
standing for the svaras of the Diatonic Scale —Sa being the
open shadja string, relative frequency heing 1, the higher Sa
being rel. freq. 2 or 1200 cyelic cents.

In fixing the above values for the 22 srutis, South Indian
musicologists apparently followed the method originally
suggested by Helmholtz' and recently also advocated by Ifox
Strangways ¢ and other Western interpreters of Hindu music,
of tuning strings by true fourths and true fifths. They also
decided in the 1930 Conference that as the shadja has been
universally adopted as the fundamental for Karnatic melodic
music, the 22 srutis may be defined as given below :—

Sa, (Ri R: ) (Rs R ) (Gi G2 ) (G3 Gy ) (M1 M2 ) (M3 My)
Pa, (DI Dy ) (Dy Dy ) (Ny N2 ) (N3 Ny )

2 standing for Rishaba, G for Gandhara, M for Madhyama,
D for Dhaivata, N for Nishada sinee Shadja and Panchama
once decided on cannot change in melodic music. Thus the
10 frets in the wvina, besides Sa and Pa, have been given
twin names. They went so far as to give examples purely
subjectively of the ragas in which the several R’s G’s, M’s, D’s
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and N’s appeared in present day melodic music, although
the ascent and descent of svaras in ragas may continue to be
defined by the 12 frets of the vina. To cite one instance,
they laid down that da of Saveri ragais D1 and has a
relative frequency of 128/31. Vide also P. Sambamurti’s
Music Book IV—Chapter IV Page 60.

Prior to the Conferences mentioned above, the writer
of the present note had studied the variations of the
frequencies with the help of a Sonometer and in a paper,
he had shown that there are, in Karnatic mueic, several
prolongable notes in an octave, at which the human voice
can stand for a definite length of time and which can be
easily produced on the violin without a yamaka by means
of the bow, and in :he same paper he had averred that the
small semitone as defined by Ellis * (relative frequency 25/24
above Sa) and the corresponding note above Pa of relative
frequency 25/16 are prolongable notes, and that, as the voice
cannot stand steadily at frequencies 266243 and 128/81,

gamakas are priduced from the above prolongable notes, as
in ri and da of Saveri raga.

From his own personal experience in violin play, the
author had also rearons to doubt whether the difference in
frequency in the ‘andolika gamaka’ within the same svara
viz., i. in Ri of Madhyamavati raga and ii. in Da of
Begada raga could only be a comma (rel. freq.81,30) as
would appear from the theory of 22 srutis mentioned above,
or whether the variation was not much more.

With a view to finding a solution to these questions, the
present author had arranged with the National Physical
Laboratory, London, in 1933.3f to take photographs of
vibration curves of the gamakas by means of a Duddell QOseil-
lograph, and for purposes of their measurements the gamakas
were played by the writer on his violin according to the
standard classical style. Relevant extracts from the report of
the Director of the National Physical Laboratory dated the
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12th February 1934 given to the author in this connection
are reproduced below :—

“ Report on the Oscillographic Recording of Certain Violin
Notes.

Physics Department. For: Mr. C. Subrahmanya,
7, Worsley Road, London, N.W. 3.

Object of the work. .

The object of the work was to obtain oscillograph records
from which the pitoh relations of certain notes and phrases,
described as occurring in Southern Indian music, might be

determined.

Method of experiment.

The notes and phrases concerned were played by
Mr. Subrahmanya on his violin.* The sound from the violin was
received by a condenser microphone distant a.bo.ut 2 ft. from
the violin, and connected through a valve amplifier to one of
the vibrators of a Duddell Oscillograph. The wave form of
the sound was recorded on photographic paper by means ?f a
revolving drum carcera attached to the OSCIHOg!‘flph. A tltne
scale was provided on each record by a sec?nd vibrator which
registered the wave form of the electrical out p.ut from a
standard valve maintained tuning fork, operating at a
frequency of 1000 cycles per seoond'. The player 'a.nd the
receiving microphone were situated in a lagged cabinet so as
to avoid, as far as possible, any interference from extraneous
noise. Communication between the I.)lay.er and the operator
of the recording apparatus was mamt;.amed by a system of
visual signals, controlled by the mec.hamsm of the shutter on
the recording camera, the player being warned one second in
advance of the opening of the shutter and 'a.lso at tfhe
commencement and conclusion of the exposure.. The duration
of the exposure was approximately one second in each case.

escriptions of records. o
Des I: all se{renteen records t were made, the description of
the phrase’s provided by Mr. Subrahmanya being as shown in
the table belovi;/'.”” o
. 700‘2:1;17 l;‘ébruary 1934. ‘

+ Each, 47 centimetres long. C. 5.
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The oscillograph records in respect of a fow interesting 3
Gamakas are reproduced below :—See plate.

‘:ﬁ
A

at string (evesl).

The frequencies of the various gamakas etc., asregistered
by the oscillograph records have been worked out and
analysed by a physicist. (Vide appx. attached).

The important results are, however, brieflv sumnmarised
below :—

L.
ot MR, 3+
itta perronry 1004 5

i=  lEAn Febraary 1984,
P.ys10e Departasat.,

Cren TuF

tistional F.ysieal Laberesery

iettonal Pryedeel

Y
o

£
2
: £
Tk

Refee 8,804,

oate:s

i. In da of Saveri raga, the variation (or gamaka) is
from rel. freq. 25/16—a small semitone above Pa—to rel.
freq. 8/5—a semitone above Pa—i. e. a measure of 42 cyclic

cents. On analogy, the gamaka in ri of Saveri raga will be
from rel. freq. 25/24 to 16/15.

ii. The gamaka or variation in Ri of Madhyamavati
raga is from rel. freq. 10/9—(a minor tone above Sa) to rel.
freq. 8/71. e. a measure of 49 cyclic cents.

iii. The gamaka in Da of Begada is from rel. freq. 3,3
(a minor tone abuve Pa)—to rel. freq. 12/7 i. ¢. & measure of
49 cyclic cents, (a ratio of 36/33, subsisting between 95
and 7/4). It is interesting to note that the variations in
frequencies within the same svara are quartertones of definable
frequency, which exist between notes arising at certain
aliquot parts of the Sa and Pa strings. In (i) above, the
variation is 42 cyclic cents, while in casex (i1) and (iii) it is 49
cyclic cents.

——

The above is merely a preliminary study and does not '
claim to settle finally the important questions relating to the

microtonal variations in frequencies in Karnatic music. It
is, however, the considered opinion of the author that these
questions can be decided satisfactorily only by objective and
not by subjective methods. For instance, the author would
suggest the frequencies should be actually measured by u
modern scientific methods similar to those outlined in this

note. With a view to avoiding unnecessary controversy, the
author would also suggest that the gamaka should be pro-
duced for purposes oi these experiments by recognised
masters of the art of violin play.

28th June 1949, C. S. AYYaR,

Paysloe vepartasat.

.
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References. 1. Helmboltz Sensations of Tone-—page 280.
Translation by Ellis. (1885)
9. Fox Strangways The Music of Hindostan—
(1914) Page 117 and his
article on ‘Music' in The
Legacy of India~—page 311.
3. Ellis Helmboltz’s Sensations of
Tone—pp. 4563 and 456.

APPENDIX
Open first .
Record No. 1 Strilz)lg (Steel). (Panchama higher C. S.)
. Ir vl
g]':t%:?nf;?nl: f,?g:f&;i; " Remarks,
in cmng. per second,
920 613 The frequency has been measur-
45 613 ed throughout the record. The
? i frequency given is the average
70 612 frequency during an interval of
45 614 2'5 cms. and it is tabulated as the
12 619 frequency at the mid-point of the
1;'5 614 interval.
w0 609 Observation by C. S.:
19°5 605 The Panchama has varied from
.. 611 608 to 615 vibrations per second.
220 ) For the study of the subsequent
24°5 608 records, except where otherwise
270 613 stated, the Panchama will be taken
995 612 at 612 vibrations per second, . e.,
. 608 the shadja or ‘Saranai’ string
320 will be taken as 408 vibrations per
3¢4'5 610 second (2/3rds of the frequency
37°0 612 of Pa).
395 615 The play for the phrases has
- been only on the E Ist steel strin
. [ 31 g
42(_’ ) ? (Panchama) and on the 2nd Gut
4475 615 shadja string.
— The marking of the sgeveral
Mean 611°9 stages of the analysis, in each

—— record, is mine.
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Madhya- . .

Se = 408 vib. per second.
Distance from Frequency in

bquen i bove Sa Ri, = 10/9 =453 vib. per second.
e Segng.  puorationt Rumacks Minor om0 e se  Kiy - ofs-ds0
25 464 (1) Relative Frequency 8/7 =466 )
5°0 463 (1) It is apparent even at commencement when
T8 468* Madhyamavati Ri was being played in gamaka, the photo
100 448 commenced at a stage, when the R. F. 10/9 had been passed
12°5 462 and it had reached R. F. 8/7 from 7°5 to 10 cms.
15'0 462 (2) The photo shows that the note was nearer R. F. 9/8
176 4574 (Ri.); the note was again at R. F. 8/7 from 24'9 cm. to 27°6.
200 462 (3) The note was going down in pitch, getting to a R.F.
22'5 462 . between 10/9 and 9/8.

T Qeneral.—The interval between R.F. 8/7 and 10/8 is
238 462 (2) 36/35, one of the quarter tones recognised by Helmholtz.
24'3 460 Apparently the comma variation of 81/80 is not sufficient for
249 468* ) the ‘andolika gamaka’ within the same swara and the variation
254 466* A detailed study was made to bears the value 36/35 (R.F.).

9260 466* measure any change (intervals of ‘indola’ is the name given for a gamaka meaning ‘Swing
26°5 467 '5 ome.) between svarss’. indolika is a term I have used, for =
2771 466 swing in the same svara.
276 467 Record No. 5—Begada Da, middle note of phrase,
382 465 played on Pa string.
—_— S Distance in cms. Freyuency in
from the vibrations
300 458 (3) beginning per second.
325 460 , 2:Q 607 (1)
333 458 30 6‘917*
343 458 A detailed study was made at Z? 39;‘
348 456 intervals of ‘5 cms. to detect any e
357 4561 change. 55 ?;g (~)
36'5 460 (7’? 679
37°6 460 . 79 681
400 461 88 675*
42'5 480 96 ('571
450 461 104 672

124 667
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Record No. 5—Begada Da, middle note of phrase
played on Pa string.

Distance in cing. Irequency in
{

from the vibrations
beginning per second.

134 675" {3)

14°0 678

148 679

155 7001

180 691t

205 661

23°0 610 (4)

28'5 609

280 608

305 609

315 (1214) (5)

325 (1214)

334 (1214)

34°3 (1214)

35°2 (1214)

380 604

40°5 611

430 605

Record No. 5—Observation by C. N,

The phrase which was played then was P’a Daa Pa.
There is one peculiarity that the steel string has been
vibrating at 007 vibrations per second when the tinger was
not touching it, since the ovetave of 607 (1214) has also heen
reproduced in the curve from 31.5 to 35.2 cms. at the 5h
stage. For the study of this plate Panchama should be taken
at 607 vibrations per second.

R.I. 3/2 Pa - 607 vib. per second.
RF. 5/3 Da-06T4.4 .
R.F. 12/7  =693.7
(1) Even from 2 cms. to 4.7 cms. the change from
Panchama (R. . 3,2) to Da (5 3 R. ¥.) and thence to . F.
ratio (12/7) is noticeable.

"

(2) The note was fairly steady at a little above Da
(R. F. 5/3).
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(3) The note reached again the R. F. ratio of 12/7 or a
little above it at 15.5 cms.

(4) Finally the note in the phrase has dropped to Pa
open steel.

General.—The ratio of 12/7 to R.F. 5/3—36/35 one of
the quarter tones recognised by Helmholtz (equnl to 49 cyelic
cents). The ‘andolika gamaka’ in Da +¢.e., in the same
gvara is to the extent of R. F. 36/35 from 5/3 the starting
note; and it appears a ‘comma’, variation of 81/80 does not
suffice therefor.

Record No. 8—Saveri da, middle note of phrase,
(wavering note) played on the Pa string.
(Phrase probably repeated twice).

Distance from Frequency in

the beginning vibrations Rermarks.
in ems. per second
1'5 661 (1)
40 653!
65 603 (2)
30 607
11'5 606
1470 607
16°5 609
195 612
215 609
22" 635* (3)
23 629
9574 627 A detailed study was made
;)3'7 2%" at intervals of 3 mms. to note
240 325
243 6351 whether the frequency 630 was
246 633* constant.
26°5 633
200 612 (4)
315 uvll
340 637"
353 612 (5)
340 606
415 6U 7
447 606
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Record No. 8—Observation by C. S.

Pa R.F. 3/2=612 vib. per second.
da ,, 8/6=653 "

A small semi-
tone from Pa da ,, 25/16=6375

»

The phrase played, as now seen, is daa/pa/da ;pa da,pa,
as noted in the steps above.

(1) The photo apparently commences when the pote
da was at 8/56 R. F. at 4.0 cms.

(2) In the second step, Pa the open string (3/2 R.F.)
was photographed.

(3) In the 3rd step the note was oscillating up to

25/16 R.F. even though it was slightly lower from 22.8
to 26.5 oms.

(4) The open string was reached and the note moved
up by fingering to da 25/16 R.F.

(5) The open string was being played at this step.

General.—Thus the oscillation in da or andolika gamaka
in-da is from 25/186 R.F. to 3/5 R.F. or 42 cyclic eents, a
‘ comma ’, variation of 31/80 being insufficient.

Rocord No. 10—Open first string (steel).

Distance in Frequency
cms. from the  vibrations Rewarks.
beginning. per second.
65 610 Measurements as in record 1,
9'0 6iv the frequency tabulated repre-
115 610 senting an average over inter-
14°0 612* vals 25 cms.
1656 809
19°0 612*
21°6 611 Observation by C. S.:
24°0 609
26'5 609 The Panchama has been
29'0 61y evaluated only at 608 to 612
315 610 vibrations per second i.e. it had
34°0 612* not changed in its pitch, since
36°5 611

the commencement of record-
39°0 611 ing.
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Extract from the Director’s report :

«The records were taken in two groups N?s, 1 to 10
and Nos. 11 to 17 separated by a uhorf, interval of
time. The violin was retuned immediately before
the second group of records was taken. The first and
the last record of each group show the wave form of
the tone on the open string, thu.s enablx.ng any
variations in the pitch of the string during the
experiments t0 be detected.”

The vibration ourves were analysed for me at the Indian
Association for the Cultivation of Science, 210, Bow Bazaar
8

Street, Caloutts.
Records Nos. 11 to 17 have yet to be studied by a
physicist.
C. S. AYYAR,



IRAVI VARMAN TAMPI

BY

S. VENKITASUBRAMONT IYrr

Introduction

The court of Maharajah Swati Tirunal of Travancore was
adorned by several musical luminaries, masters of every
branch of musical art and representatives of every school of
Indian music. There were in that court experts both in its
scientific theory and in its practical exposition and gifted
composersof its various forms, Him .¢If s great composer and
musician, he liberally patronised real mnuxical talent. Both
sons of the soil like Govinda Marar, Iravi Varman Tamni and
Vidvan Koil Tampuran and others like Avantapadmaiabha
Gosvami, Vadivel and his brothers, Ravhunstha Rau, Ran-
giengar and Chintamani received tqual treatment at the
hands of His Highness. Awong them the most outstanding
composer was Iravi Varman Tampi alias Irayimman Tampi.

Life

Tampi was born under the star pururuttati \purvaproshta-
pada) in the month of Thulam in 958 M. E. (November
1782 A. D.) in the Kizhakke Mathom near the Norti o« Vira.
kupura) Fort in Trivandrum. }lis fatier was Kerale Varma
Tampan alias Sastri Tampan, a protese of Kartjka Tirunal
Maharajah, and his mother was Parukkutti Tankachi of the
Putumana Ammaveedu near Karamanai in Irivandrum, and
daughter of Prince Ravi Varma,' the nepnew of the ~ame
Maharajah. His education was mainly entrusted to Moothagty
Sankaran Elayatu, an established scholar of the time, und
under him he learnt Kavya, Nataka, Alankara Vviakarana

and Tarka. By the age of sixteen he had attained remurgabile

1 Since our author was given the sane name wg b,
father, his grandmother ani! mother haia untnral el
that namo. 8o they corrupted it into Iravimman,
that he is better known evay in literature.,

hateraal prand.
WY on o enling o by
And itis o, Pt DA
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proficiency in these subjects and he began to display his
inborn gift for poetry and music. Kartika Tirunal patronised
him by granting him a pension, the amount of which was
increased by the subsequent rulers of the state. The royal
patronage extended to him during the regency of Rani Parvati
Bai was not, according to some authorities, quite commen-
surate with that at the time of the others, but it is doubtless
that it was during the time of Swati Tirunal that Tampi had
his heyday and it was this great patron of arts and letters
that was instrumental, directly or indirectly, for most of his
literary and musical efflorescence. In 1015 M. K. the Maha-
rajah awarded him the Virasrinkhala, a sort of specially orna-
mented golden chain, the highest royal honour of that time
in Travancore, for defeating two pandits of the Tamil country
in literary controversy. He continued his literary activity,
even after the demise of Swati Tirunal, under the patronage
of Martanda Varma Uttram Tirunal Maharajah. He died in
Karkatakam 1031 M. E. (August 1856 A.D.) He had
married Kalipilla Tankachi, the daughter of his maternal
uncle, and had a daughtet by her, Kuttikunju Tankachi, well
known in Malayalam literature for her fine poetry.

Works
The works of Iravi Varman Tampi can be
classed under two main heads (1) purely literary and (2)
musico-litcrary, since the musical works are also replete with
high poetic qualities, and under each of these oceur several

varieties.

1. Purely literary.
1. Kilippattu ... (i) Vasishtam (ii) Rasakrida.
2. Pana ... Murajapappana.

2. Slokas ... (i) Praises of deities (ii) Pane-
gyries on his royal patrons
{ili})) Commemorative verses
{(iv) Description of particular
objects.
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I1I. Musico-literary.

1. General Music forms...(i) Kirtanas (ii) Varnas (iii) Padas.

9. Attakkathas ... -(i) Kichakavadha (ii) Uttara-
svayamvara (iii) Dakshayaga.

3. Prabandha Navaratriprabandha.

4. Folk songs (i) Songs for national festivals

like Tiruvonam and Tiru-
vatira (ii) Kummi (iii)
Cradle songs.
The language in these works is generally manipravalam,
a mixture of Sanskrit and Malayalam, but there are many
slokas and some songs in pure Sanskrit also.

Purely lsterary works.

The Kilippattu and Pana are two kinds of metres in
Malayalam, and Vasishtam is a philosophical work and
Rasakrida a poem on the rasalila of Lord Krishna, both of
which are written in the first of these two metres, and
Murajapappana is a vivid and humorous description of the
Murajapa ceremony conducted in Trivandrum in 993 M. E.
written in the other. Among the slokas a few are praises of
deities like Padmanabha at Trivandrum, some are panegyrics
on Rani Parvati Bai, Swati Tirunal' and Uttram Tirunal,
others are verses commemorating particular occasions like
the renovation of the Padmanabhaswami temple and the
first royal procession in the golden chariot built by Swati
Tirunal, and still others descriptions of the Murajapa, Laksha-
deepa, the royal chariot, the vahanas and Kulasekhara-
mandapa in the Padmanabhaswami temple etc.

General music forms.

The general musical compositions of Tampi include
Kirtanas, Varnas and Padas, and as one who has attempted
all the major Carnatic forms of musical composition, hia

1 Bome of the verses on Swati Tirunal has be; -
present writer in the Journal of the Travancore " published by the

. . N Cui i :
Manuscripts Library, Trivandrum, Vol. I1I, No. 4 (J‘"Ul:;:'am;i Oriental
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place is second only to Swati Tirunal among the composers
of Kerala. The songs are generally long and cast in a rather
heavy mould, but they have a majesty and charm of their
own. They also weil exemplify the principles of verbal
embellishment enunciated by Swati Tirunal in his Muhana-
prasantyaprasavyavastha.

Among the Kirtanas ¢ Paradevate nin.padabhajanam: in
Todi and * Pahi mam giritanaye’ in Saveri on.?!.laga.mtx of
Thiruvarattukavu at ‘Attingal?, ¢ Katyayani devi’ in Sankara-
bharanam on Palliyara Bhagavati in. the .sau:e'place, anc!
¢ Karuna ceyvan’ in Sriraga and * Atimalarine’ in Mukhari
on Krishna at Guruvayoor are the better known.

Though the fact that Tampi had writt.en some vama:s was
known, it is very doubtful if any definite vr?rna. of hl? v.van
known. Recently I came across a manuscript containing
some of his compositions in the Curator’s collection in the
University Manusoripts Library, Trivandrum, .which conbains
five of his varnas. The essential details relating to these are

given below.

Beginning Raga Tala Language Remarkes
Amba Arabhi Adanta  Malayalam A stavavarna on
gauri Bhagavati of
Thiruvarattu-
kavu.
Manasi me Sankara- Chempata Do. A padavarna on
paritapam bharanam Swati Tirunal.
Sayam Nilambari Do. Sanskrit Do.
kim me
Tava Bhairavi Rupaka Do. Do.
sabhimata
Ha sa loke Punnaga. Chempata  Do. Do.
varali

1 Thia ie a place twenty miles to the north of Tivandrum snd isthe
asme as Vahinitata mentioned in some of the compositions of Swati Tirunal.
The goddeas here is & tutelary deity of the royal family of Travancore,

9
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All these are chowka varnas, but it is very unfortunate
that only their sahitya is available and not sheir musio.
Some of these seem to afford much scope for svarakshara
beauty in some of the eitukkadasvaras 1t may also be noted

that one of these varnas is in the Rupakatala which is not
very common in varnas.

It is the padas of Iravi Varman Tampi that have gained
greater popularity than the rest of his compositions. The
easy flow of the musio, the simplicity &f the language, the
charm of the ideas and the delicateness of the feelings in
these have endeared them to the people. Swati Tirunal is
the hero in many of these padas and Uttram Tirunal in some.
‘Prananathan enikku nalkiya’ in Kamodari (Kombhoji) is one
of his most popular padas, though to modern taste the ideas
in certain parts in it will appear very obscene. ‘Oru nal nisi
in Saurashtram, ‘Somopamamukhs’ in Saveri, ‘Mullasnyaka’ in
Kamodari, ‘Kamakrite kanta’ in Erikkilakamodari {(Yadakula-
kambhoji) and Ex to2h' gunnsalini’ in Anandabhairavi are
some of the other very beatuiful padas. But the most
charming of all these padas is ‘Varano smarane’ which is one
of the best of its kind taking into consideration the musical,
literary and emotional aspects. The Nayika sees her lord
(Swati Tirunal) comirg at a distance with his royal parapher-
nalia and she doubts whether he is really her lord or Cupid
himself, for he holds like Cupid how and arrows and the white
umbrella appears to be the moon. The idea that he can be
Cupid torments her for he will only add to her sufferings, and
80 to decide the identity of the visitor she asks her sakhi to
disguise herself as Lord Siva and recejve him, when, if he is
her lord be would bow to her, and if he is Cupid he would
hesitate to approach. The language is simple but highly
poetic and the feelings are finely depicted. The pada is
written in the charming Nilambariraga and in a slow gati in

the Chempata (Adi) tala, and affords ample scope for a
musician and a clever dancer.

The manuscript referred to before contains a pada
beginning with ‘ Kulirmatitan kulamevite’ in Useni raga and in
8low Chempata tala which is striking by its form and contents.
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o o ivisions of pallavi, anupallavi and charana
L6 “.Wlﬂ;ul'; t:leaﬁv\;:;ion ofp the oft-quoted verse Kvakaryam
and ' ah &amy;h kva cha kulam etc., attributed to Kalidasa,
M'Mlakl: ";ines except the first, being reversed. It depicts
T l'e 8 of'a king who has fallen in love with a beautiful
the f:; ‘;\?t doubts the propriety of his action and the possi.
g:l:; of his attaining her. The idea is given below :

“« Where is the Junar race and where a dishoneurable deed !
Can I see that gazelle-eyed damsel again?
Take thou courage, my mind.
Which blessed youth is to taste her lips?
What will the wise say of this my rashness ?
Alas, unattainable is she even in dream. .
Learning is indeed for the removal of our sins.
How lovely her face even in rage!”

It can be seen that in this pada thoughts of th(? beloved

d worldly wisdom alteranately engage t?‘e attention of t!:e
an . and from the histrionic point of view it has a special
”? ea..ker ;8 gince it portrays a series of accessory feelings
sngn;ﬁqaﬂcf’bhawa)__reasoning, eagerness, equanimity, anxiety,
(vyabhscaff n, depression, discernment and recollection—alter-
apprehenslom,ong them belonging to two opposite sentiments,
nate ones ::-ingafa but culminating and entirely subservieng
santa antt * and ’th erefore, demands and expert actor for its
to the l» °;as,ent*.al;,ion. The manuscript also contains some
proper ,QZM included in the padas of Tampi which are devoid
comlzosl:ayaka-n ayika-bhava but form eulogies of some of his
;it:o:l- The following are the instances.

Person
Beginning Raga Tala eulogised Remarks
. i Chempata Rani The dhalu is the
Paridanga- Kemodarl P Parvati same as that of
lilengum Bai his famous pada

‘Prananatha-
nenikku  nal-
kiya’.
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., Perso
Beginning  Raga Tala eulogaic:d Remarks
Manasa  Saurash- Chempata Rani Prays to Padma-

karutun.  tram Parvati nabha for grant-

natanpotu Bai ing her sall her

wishes.

Kulase-  Sankara- Deo. Princess
kharanri- bharanam Rukmini
pasodari Bai, sister

of Swati
Tirunal.

Itupole  Kamodari Do.  Rajaraja He is described
Saujan. Varma, as a great
yam father of scholar, Vedan-

Swati tin delighting in

Tirunal Vasishta, s
liberal giver, &
staunch devotee
and very much
attached to his

children.
Attakkathas,

As a writer of Attakkathans or Kathakalis, the dance.dramsa
of Malabar, Tampi ranks as one of th

in the field, the other three be
Unnayi Varier and Vi
three attakkathas na
and Dakshayaga, the

e four greatest masters
ing Kottayam Kerala Varms,
dvan Koil Tampuran. He has written
mely Kichakavadha, Uttarasvayamvara
last at the commands of Uttram Tirunal.
These are among the most widley acted attakkathas, and
judged from the literary, histrionic and musical points of view
they have a legitimate claim for such popularity. The scenes
are carefully arranged and partioular attention bas been paid
in properly depicting the sentiments. No unnecessary
incident is introduced, as is the case in several other attakka-
thas, and the characters are full of life and vigour. The
alokas, for the major part, are in Sanskrit and the padas
in Malayalam. A-good range of about forty ragas are
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i g like Indisa, Kanakkurinji,
used ir.l then;;n:d;h::a:iw:u:: rgf:mntamalahari, wl.xich ar.e
Foran b areculinr to Kerala, certain rare ragas hke. Pati,
pelieved to be Pd Gopikavasantam and the Hit‘ldustban.l rags
S a'nn am. The Dakshayaga contans a Hindus-
Vrinfhvma?arghinchumtti rags and the Uuarawaya.mvara a
tham.khyal - i. The ragas are &0 chosen as to depict well
beautlful. kumms;ntiment in the context. There are many
the partlc'lllal' t to test ti:e best abilities of the actors and
padss Wi P ecial mention may be made of the pa.(fa
ey t hz::;kz") in Kalyani in Utlarasvayamvara where in
‘Kalyans

presenting the passage

¢ Ekalocanam kontu kopamotu n.inneyux’n
Sokamotaparena nokkunnu patiyeyum

irection with one eye and in
the aotor h.a: t;:, elt::::;ﬁ :}:)ewiilg anger in the one .and grief in
another wit ine both these feelings subordinate t.o the
the other,.but ketlaneg It may also be incidentally n'le.ntxoned
main senhmelntm :nce.d Thottam Sankaran Namputiri was a,rf
that thc.a late-.a this piece. This pada as well as ?he kum:nt
e;pert l':a::;:]’i ara vibho' in this play, ‘Sadaram nt Chonnatu
‘Vira vi

» s L] . .
ni i n Useni in Kichaka
Begada and ‘ Maninimarmaulimane’ 1

in Be

» ilambari in Dakshayaga are
«qpinilakantha’ in Nilam
cadha and ‘Srins

very popularly sung pieces.

Navaratriprabandha.

Navaralriprabandha describes the Navaratri festival
The av

: . (1835 A. D.). In form it
at Trinmd&rut‘:l ;‘?,u;zll'lﬂ %;eﬁw(pmbandha, b'nt while the
reaemb!ea SW‘;J harajsh’s work are in Sanskrit metresf, in
verses in the Ma in Dravidian metres and are, th‘er.e ore,
Tampi’s t_hey are’ It bas four sections each contamfng a
called ‘ v;r«uttam; .b a long and descriptive. song,'whxoh is
piruilam foug‘fvvisionz of palla.vi. anupallavi ete. I‘befﬁtl:t
without t!le[)'ntuvarali raga and giVl?S an accoun:hot the
sootion‘ ifﬂe'a“wr:' of the festival inoluding the fact that the
geners
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kirtanas sung before the deit

y are those composed by his
Highness. cf.

‘ Nallaragamelattodu vanchirajakirtananga-
lellam bhagavatanmar irunnu patukayum.’

The second section is in Erikkilakamodari and describes the
paraphernalia for the procession on the Vijayadasami day,
the spectators and the officers including Dewan Subba Rao.
The third section in Nathanamakriya is a description of the
beautiful golden chariot with the Maharajah in it, and of the
procession starting from the East Forg
Vijayamandapam at Poojapura.
Punnagavarali and
Subrabmanya at the

and reaching the
The last section is in
details the Maharajah's worship of Lord
Mandapam, the ceremonial shooting of
the arrow and the return journey to the palace. From this
work of Tampi we are able to see that no change whatsoever
has been made in this royal procession even now.

Folk songs.

As a writer of folk-son

g8 the place of Tampi is as great
as his

Place as a writer of art and dramatic songs, if not
greater. His Subkadraharanam Tiruvatirappaltu is a musical
work widely sung during the Tiruvatira festival in the mouth
of Dhanu; 80 aleo are his Oonjalpattus (swing-songs) during
Onam, the greatest national festival in Kerala. His kummi
‘Srimadanantapuraitil vazhum’ is unsurpassed for its beauty and
ranks as the most popular lummi in Malayalam. It eulogises
Rani Parvati Bai and the three royal children Rama Varma
(Swati Tirunal), Martanda Varma (Uttram Tirunal) and
Princess Rukmini Bai. His cradle song ‘Omanatinkalkitavo’ is
alone sufficient to keep his name alive as long as Mulayalis
exist. The birth of Garbhasriman (Swati Tirunal) which was
oelebrated throughout Travancore as an event of the foremost
importance, drove him to such an ecstacy that he took the
royal baby in his arm and burst forth into this beautifal
lullaby in which he identifies the baby with all that is
beautiful and precious in the world. It is & most enchanting
composition and the king of lullabies in the Malayalam
language. There is not in Kerala a single home where this

5
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i her who does not delight in
i and not a single mot ® 1
" n(l)t ’knot:: pumerous charming metaphors in it .to her ov;vn
:P[I)’ ymg‘his has been fully translated into English a..nd;?g
x:u:i.c rendered in staff notation by Fox Strangways in bis

Music of Hindostan (p. 63).

Conclusion

Iravi Varman Tampi, it can now .be seen,hh?,s x‘::dear:
substantial contribution to our music, bot. 1: 1t -
d in its folk forms. He has composed in a ou y
forme 47 ich include, as observed earlier, certain rare ragas
ragas whic amas pe;uliar to Kerala, and in eight talas,
and sorhe rA(giaml:a. Muriadanta, Panchari, Jhampa, .Ekam,
Chempats, d Cha;'pu.‘ His songs have a charming literary
Rup&kﬂlfl :nd'ction and an appeal both to the intellect and t.o
and m\lSI.OB lThey display his natural gift for poett:y and his
the emotllon.ed taste for music. Inspired by his patron
we".devel;)PSwati Tirunal, some of his songs are. perhaps
.Ma.har‘a ja f the compositions of that great sovereign. But
lml“tlonshot he has composed some varnas even in such ragas
t-he faet t ; i Punnagavarali and Nilambari is adequate proof
hke.Bhalf:"'v of the intricacies of music. Tt is, therefore,.a
o e m;S ez ret that no attempt has yet bt-aen made in
mﬂttel'. g 1 hgis music -1 compositions and bringing out good
ool.l?ctlnsaf them. Some of them appear to have l')ee.n
edltlfms ° o time after his death, but no copy of it is
pub¥lShed o here now even for reference. The Nava.ram-
availabe an);:V published over sixty years ago, but copies of
pratandia ¥ extremely rare. The wati Tirunal écaden'xy
N have. b?cor'lll‘e' andrum, which is the only institution .of its
of Mu.m " 1nvand Whi::h is now doing a valuable service to
kmd' m Kef& én out editions of Swati Tirunal’s compo.smons,
sl by l?rmg‘nogther equally valuable service if it will also
:l-n ;z::::lgit?om of the songs of other eminent composers of
rin

Travancore like Iravi Varman Tampi.

7 f 1l iar to Kerala. A separate
- these talas are peculiar to !
, Thel?:l:‘is: u:fdseim:rg;amtiou by the present writer and the exaes
p:r::e":{‘th';so talas will be discussed therein.
B




“MAJANAKI” OF SRI TYAGARAJA®

BY
Sanaira Kavaxipma: T. V. SteBa Rao

Let me thank you and the authorities of the Sabha for
the honour done and the opportunity given to me for paying
the tribute of homage and appreciation to the great composer.
Admirers of Tyagaraja feel satisfed when he is described
A8 & great composer, but neither the extent of his greatness
nor the magnitude of his achievement can be thoroughly
comprehended by any devoid of the most devoted understand-
ing wholly dedicated to his study. To love and revers his

compositions is the only way to know them.

In his own
words,

‘“Anuragamu leni manasuna sugnanamu kalugadu.”

It has now become common fashion to refer to the
urgent need to preserve, develop and propagate culture. It
seems to me that they little know what oculture is who have
not realised the profound and exquieite beauty of his songe.
Culture as harmonized synthesis of transcendental musio,
poetry, philosophy and ethios exists nowhere but in his
enthralling pieces. To study them till we assimilate their

merits is the richest experience and most bhssful ecstacy of
the soul.

I shall illustrate my meaning by espounding what I
conceive to be the inherent ideas of beauty in the song
* Majanaki” in Kamboji Raga. I am not unaware that
there are persons who may be inclined to think that some
of the ideas I derive from the song both of Bhava and Raga
are far-fetched and are unlikely to have been entertained by
the composer himself. I am afraid these critios little know
the uaiversality of his min from which nothing remains

l; Iz:sug‘%nl Address delivered a% the Tysgaraja Colobration at Tirupati
on 13—4—'49,
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hidden. Like the utterances of the ‘unoient “13: a;c;h::::
his songs are & revelation of the universal m :'(;ns Volumes
are written on * Hamlet ” and yet n?body ‘ geu:stno e wheter
Shakespeare ever meant all that is asori o i‘;ce ot
till Tagore explained how the ﬁnfsst drama . pa‘mdise
Kalidass was a pioture of pargdxse lost ;n tphy e
regained, did we know what treas:res of :n:z:! ::: pin 7
i d, the grea
g hAs fbhuai:Z:u:);:s::;ing aftger their utterances. It
;‘“d o te ather the inherent ideas and not to speculate
o fus ::l)xeg were meant. The mind of Tyagaraja is not a
::::y i:;ge \:’here compact thoughtfs are wroug'ht t?nd l:ll::pe:n.
In the circumambient veil of ignorance ﬁlt-t 1:hines oy
apertare through whioh the light of the Infinite o8- It
}3 r that such a comparison destroys Tyag;.m'ua 8 :
m’lg’:t “ﬁg“ But what matters disappearance of indtvxdtmlnty
?v‘l:;nu:hery(; is merger or identity with the infinite. 'l‘Bhnshv:::
ith those who evolved the Vedas, the Bra

- °""°h WET anichads and the Gita. Once when there was a
S"’"“'t . tg who among the poets was the greatest,
o ‘."9 s invoked to judge and she declared beyon'd
e ton, l;v:ndin was the greatest of them all. At this
e ent Kalidasa became furicus and rose to
P'°n°““°fr': reupon Sarasvati confessed, she was judging.only
ok . poets and there was no doubt that Kalidasa
e o h:mazlfind she herself Kalidasa. The legend apart
e ot estion of historicity, serves indeed, .to stress
from ﬂ?e. qul belief that the greatest poets, phxlos.op.h?rs
e tmdmonaers were precisely those in whom dxvn.m'ty
o x:::):lbpo:nanifest. And Tyagaraja was such a divine
was

‘om’::e;' to study the song ** Majenaki’* it will be necessary

: ’ lation of it in English for the benefit 'of tlfose
to gweacunék ow Telugu. It should be borne in mll.ld,
who do n:l:at nno translation can ever oconvey anything
h: v‘:'f!,x‘:aeir;n{iinit;e suggestive beauty of the original language
o
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of the master poet and com .
X poser. A free English .
of the eahitya may be given as follows :— glieh rendering

* Taking Janaki to wife you beca

sovereign. Listen lotus-eyed kinyg of kin!gr:e ::;re:::“:;:
fame f)f overcoming Ravana was achieved (by taking J;naki
to wife). Going to the forest, over-stepping bound

commending her real self to the fire, assuming shad .
semblance of herself, following the Rakshasa remaininm!:y
the trunk of Asoka Tree, refraining from kil]i'ug him b 8h .
glance though enraged at his words, she gave you lyl :"
glory of success, saviour of Tyagaraja ”. you et e

Apparently the song is conceived j iri
?xaltfng Sita to the higher pitoh of emil:enpo?y::ltb?:l:t
implication Rama, the lord of Sita may seem yet'greate Iy
may also be that the composer was giving proof of tha:.k' (:
of Bhakti wherein the stronger attachment of the child to :;l
mother is evident. In another view the Kirtana presents S'l:e
as the Divine Mother of the universe and Rama, her oonc;r:

as the favoured instrument for th .
e dest
of evil. ruction of the forcess

It is beyond doubt that Tyagaraja’s own ief i
as represented by Valmiki, Rama Eims)elf is the :‘iﬂvl?:emb:?:t'
“ Undedi ramu dokadu’’, ‘“ Rama ena Parabbrammsmug.
and many other utterances of a similar nature are clea;
indications of his innate preference. His mind, however. is
g0 catholic and tolerent of other schools of ’thought a.nd
modes of worship that, different as they may be from his own
he 'generously envisages and presents them to wus for ou;
fanhghtenment. Like the liboral spirit of Hinduism which
includes every shade of thought wishin its all comprehensive
scope, he respects other ways of approach to the ultimate
While he commends worship of Rama as the best and tb'
easiest way for liberetion, he has no quarrel with others wl:e
advocate different methods, which he regards as matte (;
tastle. “t.Vmgasf vaga ga bhujinchuvariki triptyaurisi i:h(;l
explanation of sectarian diversit i io
o 1t s e ¥, an explanation whioh is as
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Consistently with the view that makes Sita the Bupreme
Sakti, Tyagarajs draws upon SOurces other than the work of
the Adi Kavi. Rama Charita is much vaster than what is
presented by Valmiki. It livesin unbroken tradition the best
parts of which Valmiki has rendered into his immertal epic.
In addision to tradition, there are the Ananda Ramayana, the
Adbhuta Ramayana, the Adyatma Ramayana and lastly
legendary lore. Tyagaraja derives his materials from all
these sources also. The composer was aware that it is not
anusual for certain voteries of Sri Vidya to read and interpref
the Ramayana of Valmiki as if Sita was Maha Sakti by whose
energy the Jagat moved and ** Majanaki ” would seem to vali-
date such an interpretation. The charana of the song contains
many beautiful sentiments. The phrase ‘“ Kana keki agna
miraga ', is commonly interpretted as having gone to the forest
in obedience to command, by substituting Ka for Ga at the end.
This is meaningless when it is remembered that the phrase
applied to Sita. It was Rama who went to the forest in
obedience to his father’s wish. Sita on the other hand insisted
upon accompany him. She did accompany inspite of Rama’s
wish. It is needless to recall the famous sloka of Valmiki
wherein Sita retorted, ‘it was unheroio of Rama to feel diffi-
dent of protecting her and taunted him that her father
had perhaps blundered in giviog ber away to a woman
masquarading as man. The proper phrase as uced by
Tyagaraja is ‘Agna miraga’, the last consonant being
the third vargakshara giving the meaning transgressing
command. Again when Lakshmana left Sita alone to seek
Rama he had laid on her the strictest injunction not
to oross the thereshold of their leafy bower. The legend has
it that Lakshmana drew a circle round their residence beyond
which she was not to stir. But Sita did come out disregard-
ing the inhibition. Then she assumed her Maya form
resigned ber real gelf to the fire and followed Ravana.
These facts are drawn not from Valmiki’s work but from
other sources. She remained by the Asoka tree. Ravana
spoke harsh words to her. She could easily have killed him
by her look, had she but taken offence at his words. She
forbore and thus bestowed on Rama the glory of viotory
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over Ravana. In this view Sita is the Supreme Power.
8he was not born of human beings. She rose from the Earth
as Earth Goddess; she was brought up by Janaka the
saintliest king that ever lived and chose her spouse by the
device of Svayamvara. It is said that when as s little girl
she upraised the huge bow of Siva, with the tip of her toe
to release an entangled ball, Janaka marvelling at her
incredeble might became so concerned to find a proper
match for her that he resolved to set the test of stringing
the great bow for the suitors of Svayamvara. Sita was
thus the Divine Sakti in human form, come upon earth to
bless Rama with her hand and confer upon him the
imperishable renown of overthrowing Ravana. The events
of their lives were so ordained by her towards this end.
It may be interesting in this connection to allude to the
Kirtana ¢ Ethavunara ” in Kalyani where Tyagarajs mentions

Sita first in discussing the question of the immanence
of Godhead.

This concept of Sakti as the Supreme Ruler of the
Universe which was assimilated to later Hinduism and
elaborated in Devi Bhavatha was most prevelant in India
during the pre-Aryan Era. The excavations at Mohenjadaro
and Harappa relating to the Indus Valley Civilization have
placed beyond doubt that the Earth Goddess was regarded
as the Supreme Deity, the Divine Mother, the source of all
fertility and prosperity. And what is more amazing still
is the primitive folk, at any rate, of South India who
flourished long before the age of Indus Valley civilization,

had with intuitive insight regarded the Supreme Being as
Amman or Mother Goddess.

These simple men with strong faith in their unsophisti-
cated heart reaohed a conolusion which subtle intellectualism
with all the profoundity of learning found it hard to arrive
at. Tyagaraja, whatever his natural prediliction, was
respeoting and celebrating in song a faith that arose almost
with the rise of humanity itself, persisted through bistory and
ultimately got absorbed in the greatest of all religions.
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t be repeated too often that the supreme
whi::m::::oof Tyaglt:rajs consists in the perfect hormon.y
between the ideas of sahitya and fhe phases 'of th.e 'melodl;a
mode. The song is set in Kombhoji Iviaga. Smo'e it is base
on one of the murohanas of the Shadja Grama, it must have
been familiar long before the age of Bharata. It was perhaps th.;
most popular of the classic murchanas. Ev?n to-day. if
you ask rasikas whivh of the Major Raﬂgas the.y like best, nm;
out of ten will easily say it is Kambh.op. It.rs not suggeste
that Ragas like Tody and Bhairavi are disagreeable. But
-Kombhoji with its peculiar svarakrama' has a obarfzctenst:'o
lustre and charm which the other major ragas with their
plain and even course do not possess in equal degree. The
phrase pa dha sa is the very core of the I.%aga and reaches the
olimax of delight. The mode is peculiarly apt to eXpress
Sringara Rasa with all the thrill of fulﬁlmont. and exaltation.
It is the raga of spirit and buoyancy, of pl:lde and mastery.
It is thus most suited to the evident meaning of the sso.ng
celebrating Rama’s union with Sita, the' self conquest of Site
and the conferring of all the glory of victory and success on

her husband.

In the aspect which presents Sita as the divine Motl‘zet,
the Raga is even more significant. In wost of' the ol?asxcal
works on Sangita ite name is given as Kaml?hop. It .1s not
unlikely that this mode was very much in vogue in the
ancient kingdom of Kambhoja or Kambodia, whence the
name of melody was perhaps derived. Some books do
mention the name as Kambodi. In any case the melody
was and has been most common in South India, where it
always bore the name Kambodi. In the music of the ancient
Tamils it was the mode which was atonce most Popular in
character and classical in quality, Its attractive power
could be experienced as well as understood' from ﬂlle nature
of its notes which bear the simplest possible ratios to the

fundamental.

The most ancient nature of the mode could be perceived
frem the fact that is derived from the natural scale of the



142 THE JOURKAL OF THR MUSIC ACADEMY (voL. xx

fiute, the oldest of all musical instraments. Even before
humanity was organized into social groups, the forest- dwellers
used the reed, the straw and oaten stem for making musio.
Perhaps nature itself produced this scale when the wind
blew through holes bored by bees in bamboos. 1In the light
of these facts it seems as if the name Kambodi was derived
from the ocircumstance of its origin as stated in Tamil,
“ Kambu Oodi Kambodi”, which means blow the stick and
it is Kambodi. In this manner when it was intended to
represent by means of musioc, the culture, civilization and

faith wherein the Supreme was Mother Goddess which were -

pre-Aryan, whether of the Indus Valley or of the South whas

mode could be more appropriate than Kambhoji or rather
Kambodi ¢

It has been shown that the deity of the primitive folk
was also the Mother Goddess. And the mode of Kambhoji
the soale of wild nature was also the most familiar- melody
of the Adivasis of the land. What is now sung as Yadukala
Kambhoji is the development of what was originally termed
Erukula Kamboji being another version of the mode as
rendered by the tribe of primitive people known as Erukalas,
a gipsy community remarkable for musical Talent. Even
in the present age Yadukula Kambhoji is named as Erukula
Kamboji by oertain authors of music works. The Chenchus,
another primitive clan also had a variety of Kambhoji called
Chenchu Kambhoji & peculiarly vakra raga, handled, so far
as known, only by Tyagaraja. Thus the scale and raga
which originated in nature itself, which was cherished by the
Adivasis, which was extensively in vogue in the age of
pre-Aryan ocivilization and has been the most popular mode
from the time of Bharatha to the present day, has been
chosen for the song as being co-extensive with and significant
of the mystic rise and evolution of the concept of Supreme
being as earth Goddess or Mother Goddess or Maha Sakti,

from the pre-historio times to the latest age of ever expanding
Hinduism.

In embodying the sancharasof

the raga into the son
it is noteworthy that only the notes 8

of the scale in Madbya
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and Tara Sthayi are used. The Mandra sthayiis avoided
altogether. Tyagaraja’s purpose was to picture only those
phrases which are appropriate to the exaltation whether of
Rama or Sita, to the high aimes and endeavours and to the
achievement of the gratest glory alluded to in the song.
In parts the predominent sentiment is pride. Sita, claimed
by Tyagaraja as his own, gave all credit of accomplishment
to Rama. The notes of the Mandra sthayi are not consistent
with exultation.

In the musical structure of the piece could also be
discovered a peculiarity relevant to the theme. Commonly
Tyagaraja in his kirtanas makes the second half of the
charana ocorrespond with the Anupallavi in the musical
settling. In this Kirtana be follows the older practice of
varying the musio of the Khandikas and yet at the same
time retains the form of the Kirtana and makes parts of
the charana beginning ‘‘ Kanakegi” and ‘‘ Vani matalaku ”
correspond in music. The charana is thus an integration
of the old and modern styles of composition reflecting the
dual interpretation.

In rhytbm and tempo the piece is in Adi Tals in
Madhyama Kala which is best caloulated to bring out the
sentiments of the song.

In conclution I would entreat all musicians and music
lovers to understand the full import of the song in sahitya
and sangita so that they may render the song or hear it
rendered with the awareness of the beauties inherent in it.
Such s rendering will add immensely to our enjoyment as
well as enlightenment.

I have now much pleasure in declaring the Tyagaraja
festivities open and wishing you all prosperity.
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.and the alightest mistakes involved beavy expiatory
;oeremonies. It is therefore no wonder that these wonderful

melodies are, in preseat-day coaditio
out of vogne and the number of
.chanters are fast dwindling away
of Vaidik Brahmius can ordinarily
~samans commonly used on occasions

ns, going completely
really competent saman
; the present generation
chant only a few simple
like marriage ete.

There is no doubt, however,
-u8e in sasrifices, our anient ragos derived immense material
and spiritual -benefits from the chanting of the ramans,
-X may, in order to evoke interest in the subjeot be permitted
to give a few examples from the seoret texts :—

(1) For ocuring or preventin
health—always use the melody b

varunapasam eto., and (2) For long life, regularly sip three
handfaols of water daily, repeating the two saman melodies
based on the Rik~pibasomam indra mandatutes ete,

that even apart from their

g disease and causing good
ased on the Rik—uduttamam

The chanting of some important samans and contempla-
tion of the same, apart from their use in sacrifices has been
presorited in Chapter II of the Chandogyva Upanishad.
They are tho Gayatra saman to be adored as the life force ;
the Rathantara Saman connected with  Fire (agni); the
Vamadevya connected with sexual union; the Brhat
with the sun; the Vairupa with the clouds; the V.iraja
with the seasons; the Sakvari with the worlds; the
Yagnayagniva with the vital fires of the living tissues of the
body, ete. Each of these Upasanas (Contemplatiom) brings
about the desired results, such as long life, refulgence, wealth,
joy, abundance of cattle and so on. So far from these
LA MANS cCOMIng on asan afberr.hought toth
of the Vedas regard the Rathantar
more ot less as divinities (cf. Mantra
schools of thought) and prescribe o

rathanlaraya swaha, brikate ewaha eto,,
oblations for success,

e Riks, all rescensions
a and other samane
Maheshwaras of later
blations to these, o. g.

in the famous Jayads

Many reputed pandits who expound the Brahma

. Sutras
and Upanishade cannot even recognize the wordg of

these
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samans ; let alone their music. They pass on by referring‘ to
Gayatra, Rathantara eto., as one kind of saman atnother kind
of saman eto. [t is high time that the gua.rdlarfs of our
oculture did something to revive our kaowledge in this regard,
so that we may obtain the full benefit of our treasured
Upanishads.

* Let us now come to the musio of the samans and take the

Rathantara as an example for detailed study. It consists of
two Riks, out of which aset of three samans have been evolved,

The two Riks are:—

] ) T2
3 1 3 a 1 2 - ’
Abhi tva suranonu mo (a) duglha iva dkenavah ) lsana.
3 1 2
3 1 20 ] 3 s 1 3
j ) ) indra tasthushah 1
alah svardri shamisanamin
msyrjjagzosas i 268 2 8 1 3¢ »
Na tva vam anyo divyo na parthivo na jalo na janishyate)
31 3 3 1 2
3 1 ]

Asva yanto maghavan nindra vajino gavyaniastva havamahe )i

The three Samans evolved from these two Riks are :—

2 o 1 30
Ht:m aZ?2 ll‘au bki tv(; s:w:: no nu Mo va I: a duzdh&oii:a
«f;cnavi s:augnan:aaya jagat:zh suva Z 2 3 rdr;‘ sam ;l a i'cu: na
ma Z 2 3,indf‘52 3 1) eu atht';:Z 234 c{’m-—o w;z;—ha .:
va I} m i sho va Il na mz’n:lra euc:hou’ .:ha 1mz tva v?m anyo
! - e .
diviyah—na pa Z n? 3ovtf:ivah I :mga to nalT 223 lga Z3n
iy 234tla—0ovaZB—hauvall|| najovall to
" ’:hya z e ast : a havanni—-d:ava 22345 n:zh 1l
u:z i ni shyl/a le asva gfanom gx z23

ga vyanlasiva 22 3 haZ 3 N va ma 2% 23 4 ha—o va Z 6—
1

M:tuvallaoll]”
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The meaning of the Chant is—0! Glorious Indrs, we
bow to thee repeatedly with loving urge, as of kine with
udde

r8 full of milk for their calves, O, Lord of the moving
and the fixed and seer of al} ! There is none equal to thee

here, nor will anyone ever be. \We adore you, being desirous
of horses, food, and cattle.

i L ]
Note the Hinkara which is sung as huma Z 2. The passage
m 1t 2 is made in a grace note, prenkhans, which
connotes a quick-time musical descent 12315 followed by »
quick-time musical ascont 5132, The forms of all the notes
1,2,3,4, & 5 are thuys exhibited in the way of a key to the
whole chant—ghe topmost ‘11’ and the lowest ‘6’ being of
rare ococurrence. The Hinkara is sung only at the beginning

of a sot of Chants o8 shown above and tets the sruti and
raga for the whole set,

fro

The other parts of the chant, Prastava, Udgitbs,

Pratibara and Nidhana are shown above by the short double

dividing lines 11, while the end of each chant is indicated by the

triple dividing lines 1. The fizure 0 placcd over certsin
syllables indicates Dirgha (lengthened) or dwimatra tone.

Note that the concluding part of cach chant is taken vp

i 4

a8 a refrain to begin the next chant. Note tho stoblias, va, 0

[ &
va Z 6, ha v va, and the concluding nidhana of the last
1

chant ae. There are o great many Rathantara chante

given in the different Sama Gana texts; though based on

different Riks, they ail conform to one pittern in the matter
of $Le arrangement of Svaras and Stobhag,

The distinctive feature of the sa

certain stobha syllables with presoribed svaras at specified
Places in the chante. Many “philosophers™ bave not hesi-
tated to charactcri-e thece stobhasg 4% meaningless jargon or
adaptations from folk songs! When correctly applied, however,
they are of the highest spiritual potency. The Chandogys

man melody is the use of
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: e cecret import of eome of these
Upsnishad ba;ar:‘:rg::sef:;s ‘this world,”—this stobha occm:s
?tobhh”?:,g;us Rathantara Saman given above., .which.u
in tded as connoting this world (and its presiding flelty
:ega.r eﬁ e); ha ¢ represents air and so on. The Upanishad
Agn\-.—- rf,h’at one who realises the meaning of the stobhas as
pmmlsesbtains the essence of all speech and becomes the
sbove ¢ nd donor of plenty. Indeed my long study of the
pos?esso; . led me to the firm conviction that these stobhas
mb}e? M’rimary spiritual language, in which adepts of all
are ¢ el.p s and religions have communed with the One
ag.es:, .c ”ng mpare the ancient Hebrew names of the Divinity,
D;vm:ty}-{ oJe;:ovah, Flohim etc. In fact the Christian
; H ere 'states that ‘Jehovah’ is explained by God him.self

0“3’08“ as “1 AM THAT I AM” i.e., the ¢ssence of being,
:;Zrived from the verb ‘“hayah” or-“ haV&h"-—bO:;hnt:f
which forms also appear as &tobhas in our saman cda t
This is the occult meaning of the Christian Commandmen
# Take not the name of God in vain ”, fo.r IHVH, t(t;ebseor:t

f God is » mantra not to be lightly uttered by t' °
N t as the saman chants carried our holy sages bodily
profune. Jus’ust as tho Sage Vasishta so asecended to Heaven on
" Heave!‘:, ]tara chant given above, the name 1 H V H
e i Rat"&r;lu ward to heaven in a chariot of fire.* The Book
carried Emaé niiant Tibet also adores the Eternal Nidana—
Of- Daya? © The ancient mystics never revealed the vowel
O". He, H:u. ccents of the four consonsnts IH VH, whereas
points an at'obh"‘g give a number of variations of vowel
the. rsamands varas for the prastical adoration of this secret
onding® o0 85 ha, ha u va, au ho va, Loiya, iha, auho s, au
"_““’,.‘"Te' g~: el v;ith varying svaras acoording to the context.
hova ha u’,vfb, .lca re Lao Tze,the founder of the Tao religion,
The (/‘bmese . \%’_I—-plainneas which cannot be seen by
also descrl\)f‘s L tillness which cannot be heard by listening
poking a(; ‘;» }f.;inless which cannot be felt by handling i,
to it" an -

__v 0 .
. b i ibable | H W—Ta ;
This 18 the _l_,ld————»esc{l‘ll"‘much Indian Saint Tiru Gnana Bambandar

i £t : »
* Com ;)rl(:'ts'bi‘:)l};:)s\iz:z :scended to Heaven in a pillar of fire to the ahan
who with sli )

sing of his own devaram.
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syllables i:eor:::-t:“ at some length about there stobba
to look \l'p on th O counter the tendency of * philosophers ’
do rol” of f°l:m with contempt as corresponding to the “Tol
stobhas with the Sones. Tfm secret correspondence of $he
by adepte of ell ey hidden names of the Divinity used
brought to the ki ,;ehg'f’ ns is, it is respectfully claimed, now
fivet time here bm n;hce of spiritually minded savants for the
Academy for tzemgp “‘;::)le o elf. T am thankful to the Musie
this excerpt from myl’bo;:‘mit;‘y :::‘v“:mi’;;ven to me to publish

To
Chnndog;:mue bnfak to the music of the saman chant, the
Vinardi, dee l::ms:-ad epecifies the following seven modes:—
Anirnkt,ha (r!x)o: \;n ing, good for cattle and b-longing to Agni;
Nirukta, dofinite ::;mcc?y audible), belongiag to Prajapati;
and omo'oth toV ?ggmg to Soma ; Mridu Shlakshnam, soft
belonging to In;yn'. blakshnam Bulawat, smooth and strong
Apadbvanta. b ra; Krouncha heron.like to Brhaspati and
Vorane. T[;e larsth: h'kc thc. s_ound of cracked bell - metal, $o
a6 rooommend :; 1;1 nn:ns?xclcz.us and all the other six modes
played on the vee. ) eelmg' isthat all the modes can bs dis-
initial note Thna' in Shadjagrama by morely sltering the
the apudbv.anm.° :\':\h:lnn;l:;; o é'\ : pr“cmly produccs
.y . 15 ofiered b et

;l?;e;?ff:;g::ls“] wh? tune their strings to i'nat:h:a I:’:V:";’::;
the index fin ::& it ;lm?ly' hy_ moving the initial 'POSi'l-ion of
other § ger, wit oas l:\lt.ermg the relative positions of th

ngers, for their major or minor scales rosp ctively °

The Juimaniya Upanish

;Z}e ;fxt slightly digerentagluz;;‘t:::;:a:it;gonuit ;:"‘:9"‘
'm:“.xgz::ai):’ pllenty and food ; Indra-Ugrn—-st::n;z;
dm—.{hmn.“k l; gu——.pl.easant, for love ; Brhaspati—~Kraon-
et cat:; t)r ‘:pmtual.lustre; Vishwedevas—for off—
tpring snd o :;Aa?'m-Nl.rukna - distinct, —for plenty of
oo v;mn‘i;:;;dh mruktz? indistinct, for attaining heaven ;
(I d Vary help. E;;eli vunta—-—nllsounding—-connoting ilifortun '

he g that a great many of the sa i .
toned by present day Vaidio Braumine fall jnto th: ::::?;‘l:i

'Y
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category, b -Us accounting for the ill-luck which seems to

pursue them).
The Narada Siksha identifies the seven modes as the

natural ories of the peacock, Ja; cows, ri; sheep, pa;
Krounoba (plover), ma; Kokilas (Cuckoos) in flowering
spring. pa : hosse, dha and elephant, ni.

Rosarding the use of the three octaves, the srutis
prescrine that the moroing chant belonging to Agni should
be intoned in the bass to win the world; the noon.chaunt to
Indra and Heaven in the middle octave; the after-noon:
in the 3rd, tremolo (vinkhanniva gayals) to
is however given to adopt on all
which is most suitable to the voice
steady and undiverted stream.

chant
Viswedevas. Option
occasions the middle octave,
and secures good fortune in a
will show whercin I differ from
pandit Ratanjankar and our
Hon'ble Chief Justice; as also from some of the conclusions
in Dr. Erwin Felber’s very valuable -thesis. It is for such
Jearned societies as the Music Academy and the Carnatio
College of Musio to continue the grod work started by Dr.
Felber, by securing accurate electrical records of important
Samans ag sung by the most authoritative exponents in
North and South India both of Prachina and Navina saman
achools ; (their number is fast dwindling as explained above)
and determine the exact musical intervals and grace.
g to the notation of dipta, karuna, abhigita -
vinila - vi elc and the exact ragas as
jndicated by tbe Hinkaras actually sung by the different
exponents; the correlation of the svaras 1, 2, 3 etc., with the
ragas to be employed and the modes recommend'ed in our
scriptures 88 given above, and the exact rendering (v?_ff_}
and instrumental) of such grace notef as Prenkbana 1432
jndicated above, aivod&ttd, pampadalta'eto.. 1t mig?g bg
advicable as @ Grst step to obtain authoritative elecﬁrfCally
ma le copies of the saman racords preparcd by Dr: l‘e_lber
and on record in Vieands, though thoy o mot cover ﬂ.‘?

jmportant samans.

The above paragraphs
the views expressed by

potes correspondin
a, namana - na,



' THE NON-MUSICAL WORKS OF SOME LEADING
, MUSIC WRITERS

BY
Dr. V. RicHavaN

Critioal, systematic and expositary interest in the scienes
and nrt of music that resnlts in the grow.h of music
Nteratare has always been taken by learned men whose
soholarly rango is far wider than the
Muticians and those immediately concerned with music who
have heard of or are acquainted with the music treatises of
particular authors do n.t generally know that the muric-end
of these authors was only one part of their manifold perso-
nality and vereatile scholarsbip. An appreciation of this tact
would also serve to enlianco our evaluation of tho zeal and
gervico that these authors put forth in the cause of an art,
whose practical votaries have always been,
becanse of the very nature of their
indifferent to the needs of the academic aad cul ural culti-

vation of an important departwont of human aesthetic
activity, such a3 music is.

confines of music.

and naturally so
calling, generally

Taking even the musicians themselves,
that the namos which are counted as those o

music-makers are also names which ure
#8ges and saints, the cultural fragmentisation of musicians,
svident to.day, being a very recent phenomenon. There is no
need to illustrate this well.known fact, but we may note here
instances which show Low somo of our leading wmusicologists
of the past bave beon scholors of ttanding in other fields of
intellectual and literary aotivicy. Sarngadeva, author of the
standard work on musio, Sangitaratnaku.m, was the author
also of & philosophical treatise called AdAhyatinaviveka, which
he refers to in his Ratnakara I. 118 while dealing with the
origin of sound. Coming much nearer home Govinds
Dikshita who wrote the Sangita Sudha for King Raghunatha

history shows
f the greatest
#reat in the list of our
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Nayak, was an eminent authority of ?he . times on 4&;§1t:
philosophy, being designated Advmlavcdyacharyo,' a.: an
author on Purtamimamsa, and his son, the ’kamous‘
Venkatamakhin, who wrote the. Chaturdandlprakpm a, vmg7
the author of a poem and three Mimamsa works.

The works in the non-musical field of the musicologists
whom I am going to mention now have.n?t been known
8o far. I have myself not known them and it is only reo.mly
that T happened to discover them. :

Pundarika Vitthala is one of the fm.'emosb writers in the
music field ; a Karnataka by birth, he mx'grated t.o.the North,
and is the author of at least four mu.sxc wor)'xs. Recently
1 have becn ablo to find out that 'he is a.le:ucograther also
and has compiled a metrical dictxonary- in Sanskrit ca..lled
the Sighrabodhini Namamnla. A mamz?crfpt of.the @rk is to
be found in the Library of the Royal Asiatic Society of Benga'],
and thanks to their permission, I have nndertakven topedw
it with a transcript secured from them. (M?. No. G. :6.0).
The author calls himself clearly as Ka.rnata Jatiya Punda-.nkg
Vitthala, and in the firat section of this wtork of four s?ctlonn,
gives a very brief resume of the subjocts of music and
dance,

Ssmanatha is an equally well-known musicologist who
wrote his Ragza Vibodha in A. D.1609.¢ We' now know
that he is & Sanskrit poet and two poers of lfxs have been
idenrified by me in the manuscript collection in the Roya}

Asiatic Society of Bengal.

Towards the en of the fifth chapter c.)f l.ais Raga Vibodha
( verses 170 fI), Somanatha, in his descnpfn?n of t.he Ragso,
mentions for the female-Ragas an additional u;t;restfng
featare viz. that each of these hasits own type of heroine

Nayika. Thus Velavali is aseociated with the longing
or .

- ® Ree my erticle on Late Bﬂig' ] r 1 of the Musie
ic ter smngita rllte!'ﬂtu e, .J(')urnn

d i Bhl-dl‘nb l\lul lv. P. 58, Olld P. K- GOdO, lbld. Voll. I' II .

Academy, . . vV ViII

'p. 118-1.6. .
ve + See my above - referred to article, P, 59-60.
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type of heroine, Utka® or Utkanthita ; Bhupali is the
heroine in an expectant ‘mood, making ready for receiving
ber lover, the type called Vasaka eajjika and c0 on. There
are eight types like thesc, as also types olassified from
s different standpoint like the age and the degree of
adeptness in the art of love. To this branch of the
rhetoric of love, Somanatha has contributed a short work
ealled Jatimala in which, in fiftyone verres, he illustratcs some
of the above mentioned varieties of Nayikas, Mugdba, the
adolescent, Madhya, the grown-up, Pragalbha, the fully
grown, and the eight types according to the emotional
condition, Utka, Vasaka sajjika etc. I have secured a copy

of this manuscript also (No. G 8267) for the purpose of
editing the work.

Similarly, the same library has a poem oalled Anyokt;-
muklavali by one Somesvara (No. G 1096) whose author
al-o, I found on examination, is the same as the Sakalakala
Maudgali Somanatha who wrote the Ragavibodha and
Jasimnin. The Anyokti is a verse in which the poet makes
an obscrvation on an aspect of human nature, praise-worthy
or blame.worthy, through the pretext of desoribing an object
of nature, a tree, an animal, & bird and so on; a separate
minor category of Sanskrit poetry called Anyapadesa or
Anyokti Bataka developed ; and to this class, Somanatha has
contributed his century of verses in Malini metre oalled the

Anyoktimuktavali. Of the manusoript of this poem too of
Somanatha I have secured s copy for bringing out an
edition,

® The text Ukis nayiks in the Adyer edition is a Qistake,

NAGASVARA

BY
Dar. V. RagRAVAX

i indu an article ‘ Nagasvara or
In 193?- I(;rr;:iewl:dtl;; ﬁ:::g a volume of evidence, litq.a-.,
Naduvs.n “:' A‘l and ;nusica.l, that the correct name of this
rary, P l(In;ndis'.n wind instrumen$ was Nagasva.ra. The
famons SoﬂbNh Jasvara was then very much in fashion, and.
wrong forit a'hms not only not been given u.p eve.n now,
unfortunate’y s who ought to know better, including the
but even pe:sc:-?es of this instrument, use theo form.Nadasvar;
braditlon&l."o l: n sense of learning and greater purity. As. i
out of o mlstG: : of Naga by Nada were not exaspe'ram.ng
this subsbiut® anxious and the more lay go on as?xratxng.
enough, thz ::;Z; a cerebral mistake there. Transliterated:
o

ible Na.-tha svara also !
H nat unoften, the horri - :

from Tamg.t:;tgitr; going through the followmg evidences, the
. ;:l’hop'il disocard :obally the recent corruption of Nada-(or-
public wi

ars.
gha or-tha) sv . N
i the face of it, meaningless. Na
orm Nadasvaraison : fad
The ff t sound or sound in general and Svara is m:r.mff.slb
. unmnglle;o not know what this combination means 'at alf.
nOt: wthe greater meaningfulness or the actual meaning o
0
:I:guavaru it will be clear from what follows.

i that the oorrect
i t of evidence to prove. .
'lthel'e " :ahr:? I shali cite here both literary and epigra-
wo.rd is N?ga:ce' evidence from all the relevant.laniu?ges,s
phlctl ': v'lf:mil ,I‘elugu, Kanarese and Malayalam ; and from
Sanskrit, ’

the field of music treatises and com positions.
)

the ‘da’,

proper to begin with the ev{denee ?f
asician. The ecclebrated Cu..rnatlf: musxg

krit and‘ y ﬂ;\ swamy Dikshitar, was specially in touc

lf ;I:;u: from the class of Nagasvara-players. In

Perhaps it would be

Sans
composer, St
with ciroles ©
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his composition in Sriraga beginning with the words “Tygs-
raja maha dhvajaroha’ which describes the several features
of the annual festival of Sri Tyagaraja in the temple as
Tiravarur, Muthuswamy Dikshitar mentions this musical

instrument ; and he calls it the Nagasvara and not the
Nadasvara.

Of musio treatises in Sanskrit, the only work that mentions
this instrument is the Sangitn Parijata of Ahobala which was

translated into Persian in 1724 A. D.; and Ahobala mentions it
88 Nagasara.

The Skanda Purana mentions several kinds of Chinna®
(wind-instruments) and drums in verses 17-19, ch. 2:2.2 of the
Ssmbhava Kanda of the Sivarahasya Khanda of the Sankara
Samhita (P. 57, Tiruvadi Edn. of 1893); here our instrument
is mentioned as Nagasvara.

My friend Sri S. Parthasarathi Iyengar, Siromani of Sri.
rangam drew my attention to the Sanskrit play Srirengaraja
charita Bhand of kaundinya Srinivasa kavi, in which the

Nagasara being played by a snake-charmer and the snake
danocing with uplifted hood are described :

Udyan.nagasara-sruti sruti-sukhad
ununmra-bhogah phani

The Telugu work, Kridabhirama, of Srinatha (cirea, 1400
A.D.) has two references to this instrument. [n both the
instances the poet has an alliteration with the sound ‘ga’:
Nagasara, Nagavarali and Raga. This alliteration adds
support to the form Nagasvara. The Telugu work, Narasimha
Purana of Haribhatta, a contemporary of the great Krishna.
devaraya, gives in verse 72 of the third canto, a long list of
musicel instruments amidst which we find our instrument
mentioned as Nagasvara. Of course, the conjunct consonang
“8va” in the later parto! the word * “vara’ has had the
natural prakritic simplification into ‘ga * Nagasara (in Tamil
‘sura’ also).

EriGRATRIOAL Evibrnce

In Saka 1472, that is A.D. 1549, Vaisakha Suddbe
Dvadasi, in the reign of Sadasivaraya of Vijayanagar, there je

~
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ant made by one Tirumalai Naidu to God Chennakg,
af; found in front of the Nilakantha temple in Nittury
sava,

" village in Tadpatri taluk. This records the gift of lands for
vi

i baind ’s gervices including six dancing girls, the
reci ﬂtﬂ‘m“:)gf ?1;: gjga;avata and Nagasara pipers. {Mackenzie
r“‘.;“g:cords 15-3-39, p. 109). A second epigraphical
M?d- s comes from Tirupati where in an inscription of A.D.
Sst (T ati Epi. Rep. 1, p. 294), one Tiruvengalappan, a
Joon ;Tl:ﬂ (I:f Talappakkam Annamacharya and a Sanskri
f:::;:li)s recorded to have engaged twu Nagasvaras.

only the Nagasvara and not the
KanareﬂeT:Z‘; il:nao ;?anargse prove‘:-b which says: ‘“ Will
Nadssvars. (like a snake) if the Nagasara is played 7"’ And
s dag dance e area of the Kanarese, there is an epigraphical
ft?m the sIamtbe My@re Epigraphical Report for 1923 (p. 112)
evidence. In ¢t of A. D.1632 in which provision is made for
there is & g?nepsons attached to a temple, in which a group
u;e z):fes ; nfaining a Dolukara and a Nagasarakara is
0

mentioned.

The Malayalam Dictionary also has only the Nagasura,
e

d I am assured by Malayalam scholars that in their
apn

litorature also, the form oocuring is Nagasvara and not
tora :

Nadasvara.
In his Guide to the Musiea! Inst-uacnts exhibited in the
n ni -

Museum, Caloutta, Dr. A. M. Meerwarth mentiozs this
n Muse »

India y with the Sanai, where sgain we have

jnstrument in compan
only the Nagasvara.

EvipENCE ¥FBOXM TAMIL LITERATURE

mil now: The Kulappanayakaukadal of the
h mentions this instrument gives us only

ra. Barlicr still, the Irattinagiri bla..of the
the form Nas[a::e iﬁbh century mentions a number o‘f ’mst.ru'-
elosing part o in we bave only Nogasvara. The I‘ziwxl‘ .
ments where agal niment wo the Nagesvara, is also mentioned
the dm;xl;:c‘;z;:P;I r. Abrabam Pandither’s big book on Musie
bere. ’

Coming to Ta
18th century whic
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used always the form Nagasvara. The Tami) lexioons also
confirm the correctness of Nagasvara. p. Ramanathan’s
‘Diotionary has only Nagasvara, and Nadasvara is absent from
it. The Tamil Sollabardj of the Madura Tamil Sangam has the
same as Naga chinnam. Chinnam is a tubular wind.instrument
like Kahala etec. Chinaa, past Passive participle of chid, on
8 par with names of instrument.classes Tata and Avanaddha,
‘means ‘ bored’, and refers to sushira-vadyas. Hero also it is
‘Naga Chinna and not Nada Chinna. The Tamil-English
Dictionary published by the Luthoran Mission from Tranqae-
bar gives some variants in all of which the frsg part of the
word is uniformjy only Naga: Naga chinna, Naga sura, Naga
8vara, and Naga sara. Nadasara is absent. A Yazhpanam
Dictionary has an additivnal variant —Na
which is evidently a recons
.word Nayanam by whioh also we refer to the Nagasvara.
Obviously, Nayauam is to be derived from Noaga chinnam
through sucoessjve stages. Substitution of many oconsonants
by ‘a’ mouthed as ¢ ya’ aund dropping of whole syllable are

common in Prakritic forms of Sanskrit words. 'The recent
Madras University Tamil Lexi

The section on the wind instruments in the Vadys.
ochapters of works like the Sangitaratnakara of Sarngadeva
and the Sangitasamayasara of Parsvadeva does not mention
the Nagasvara, though we comao across the Mukhaving in
these works. Even g comparatively recent work like the
Sangitasaramrita of King Tulaja produced in  Tanjore,
does not mention the Nagasvara, However, a4 already noted,
the Sangita Parijata mentions it among wind instruments,
And we have a mention of it in the late Tamij) Bharata
Natya text, Bharata Senapatiyam publisheqd from the Mm.
Svaminatha Iyer Library. Sen P- 39, verse 54 Here again

- the form given is only Nagasura (Bvar 439, @381 cpaely
- p%r Qgrp szl wrsPuy q9ws’s-ru's). o

’

xtracted above olearly show that

o "i,:e:;r?orx:ct form. The instmnfent was lwel{‘-
N&gasv?r& he 15th otntury. That Nagasvara is to be relate

e (& :ke) is also clear. The reference in the Telugt;

K .N&g&. o a, in the Sanskrit play and the Kanaress proverd

Kﬂdab_h"a“: ’ake and suggest that it delighted and cham?ed
:glat:nszoa:d as such might have evolved from a kin

°

of Mahidi.



SABDAS

BY

Dr. V. Ragravaw

In Vol. XIV of this Journal (pp. 130—134), T wrote an
artiole entitled Merattur Kasinatha, a composer of Sabdas of
the 18th century, and dealt therein with the mesning and
history of the dance.composition asked Sabda, and Merattur
Kasinatha one of the foremost of Sabda-composers. Here [
wish to add a few more particulars about Saubda and Merattur
Kasinatha, and mention also a few more Sabda com posera.

Firstly, this dance.composition appears to have boen
taken to Ceylon, for in the Kandyan dances wo have his kind
of composition, and it is known there by both the names by
which it is known in our dance-music. While Sabda is its
more well-known never, it was poiated out by me in the above
mentioned article that has also the name Salumer. In the
Kandyan dances, the name Sabda occurs as Sauda, and
Salamn, in its Sanskrit form Vandatana.

It is this same composition that is known in Nattuva.
sampradaya by the third name kavuttuva (seyipac), which
some, in their abundant ignorance, sankskritise wrongly iato
kaustubha. Kavuttuva is only a Tamil corruption of
kavitva (sddsaw), signifying the same fact as Sabda. Like
Sabda, kavitva also refers to the setiir g of jatis ard literary
words in a composition for a Tala. Kavitva ie common to
the Kuchpudi Natyasampradaya alsn, whero weo have Sabda.
oompositions called Vinayaka-kavitva ete,
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On going throngh my article on Sabdae and Merattur
Kasinatha, referred to above, which 1 had based on my
examination of some Sabda manuscripts collected at Tiruvarur,
my friend Sri R. Sitarama Sarma of Merattur wrote to me
abrur a Sabda manuscript with him and subsequently sent
me an ana!ysis of the Sahdas in it.

In this manuseript from Merattur there are about 40
Sabdas, of which 13 are by Merattor Kasinatha dealt with -
hy me. I had mentioned in my previous article that
according to information from Sri Balasubramanya Sastri of
Merattur, Kasinatha had written Sabdas ou Sitakalyana,
Rama Pattabhisheka, the deity at Merattur and God Nataraja
of Chidambaram. Tn the manuscript with Sri Sitarama
Sarma, we have Kasinatha's Sitak idyana Sabda - )

Kamajanaks Abhirama Dasuritha Rama —
" Veda Kasinatbha nuta Kodand:.ram« Salamure,
and his Ramas pattabhisheka Sabda—
Sakala muui naravara~ Kasinathu-du
pogadagn-—Janaki Pattabhirama.

The Sabda on Chidambaram Nataraja mentioned above
does not appear to be Kasinatha’s, for we find it in this
manuscript as anonymous. Like the Tiruvarur manuscript,
this one of Merattur too gives Kasinatha’s Sabdas on Kings
Sahaji and Serfoji, as also Sabdas of bis on Gods Venkatesa and-

Rama; there is one on a Narasimha- -

Kanaka Tanjanay aki pranesa

Kasinatha vandits ssrvesa

Dhira Vira Narasimba Devesa,
another on Ganesa, and a third un Siva.

Frem this Merattur maunseript we learn of another
Sabda-composer called Narana KNuvi; six of his Sabdgs are
given here:

1. Pattabhisheka Sabi. . on the Ramayana story.
(Bharata-Narana kavi nutin:p -gu).

g. On Rama (Cheri Neruns kavi putimpaga).
11
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3. On Rama —This mentione Kin

Mal—8e) § Pratapasimha (A.D.

lvot. xx

4. On Rama-—This mentions King Pratapssimha (A D

1764—84).

A ffhird Sabla-composer that we know from this
manugcript is Vaidyanathayya of Panchanada, (Tiruvayyar
brother of Ramanatha; he has sung of the deity at Mer‘itn '
and appears also to be a contemporary and pupil of KMlnnh:.

. . Bharata Kaeinathuni kripacbatnu dharani

velayu Sri Ramanaths sahodaruln Panchanada Vas
aidynnatha
varulakup * * * * Milattvoriyandu ne]nk(mf o '“':

The manuseripts contains also no lesn 24
Bablas: The fourteenth is a Sabda on e:’r::;::i: 3021‘1:3.:'“0“;
was composed in Merattur ; eighteenth and rhirty-nnventh‘n
l?mg Pratapasimha ; twentysecond on Prata»a Rama (Amt: y
simba ?}; the next and the fortieth on God Rama; the ‘.
vn Tulaja I1; the twentyreventh on the God at Chi(,lamba:::t

Besides we have here kautbamrs (G i g
. . . b (Waordpn) in T
aud Tamil-Sanskrit, four on (lanesa (Pillayar)) two“::l
Subrahmanya (Murugan) and one on Siva. (Sordrwe s Woerspin.
.-:Igﬂ@ @ala Jsar Jgyus nnd 0 cn). One of the Pillayar
Sabdas relate to Tiruvarur, and we alap learn from here thas

the popular ‘Mooshika vahana d '
e bopt modshasta’ ia a Pillayar-

e

VEENA DHANAM

To do honour to the memory of the late Veena Dhanam
Ammal, the Music Academy held a public. meeting at the
Sri Sandaresvarar Hall, Mylapore, on 27th October 1948 on
the. ooccssion of the tenth anniversary of her death. Sri
T. T. Krishnamachari presided.

Saugitakalanithis T. V. Subba Rao, Tiger K. Varads-
chariar and T. L. Venkatarama Iyer, and the Hon. Mr,
R. B. Ramakrishna ilajn, the Pre ident ot the meeting and
Dr. V. Raghavan, Secretary, spoke. There was a music
eoncert- by members of the Dhanam family at the end of

the meecting.

Mr. T. V. Subba Rao welcumed the gathering and said
that Veena Dhansm was one of the greatest exponents of
Cerpatic music and she did ample justice to every composer.®

Vidwan Tiger Varaodaohariar stated that Veena Dhanam
never believed in attempting ‘original ' sangatis while singing
the kritis of eminent composers and was content with singing
whatever had been tried and accepted as the best by great
vidvans of the past. Hers was a ‘complete musis,’ the

Vidvan added.

Mr. R. B. Ramakriehna Raju, Precident of the Legislative
Council, esid that veena was a ‘ gelf-contained ' instrument
and it wes difficult to attain proficiency in it and yet Srimati
Dhanam had reached the very pinnacle of perfection in it.

Mr. 1. L. Venkatarama Aiyar observed that Veens
Dbapam's music emphasised that raga and rasa constituted
the essenoce of Carnatic music.

Me. T. T. Krishnamachari said that brevivy was the forte
of Veena Dhanam. Whether rendering swaras or ragas, she

. . PR e ——— S

e Fhe full toxt of hie apesch in reproduced in the 1948 Confarence Nouvenir.
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vsed o be brief and crisp. This added verve to ber music.
During the days of Veena Dhanam. music had no commercial
value. It was therefore no matter far surprise thay Veens
Dhanam oould not make a fortune out of musio, It was her
barning desire to preserve the traditional style that promted
ber o enter the field and hold aloft the banper of Carnstic
musio. This signal service of hers $o Carnatic musie coui ill-
afford to be forgotten and it was the duty of music-lovers $0
follow her method of rendaring kritie Mr. Krishnamashari
added that some of the membera of Dhanam's family fostered
ber style of singing and the President suggeated that the
Musio Academy might seok their cv.operation in having their

musio recorded, for the beneft of music-lovers.

Dr. V. Raghavan read ulerter from Vidvan Rajsmanickam
Pillai, President-elect of the 22nd Conference of the
Musioc Academy, referring in appreciative terms $0 Veens
Dhanam’s efforts to promote Curnatio muric, Dr. Raghavaw
who sléo paid a tribute to Veens Dhanam suid shat like the
lotus and swan, the veena was 8 master-symbol of the spiri¢ of
Indian evlture und art, and Srimati Dhanam’s rendering on
this instrument revealed ita greatness and beauty whioh have
been sang of even in the Vedas. He conveyed also the thanks

of the Academy to the Chairman of the meeting for his great
sexvioss to the Academy. ’

The function conoluded
8rimatis Jayammal and Balasar
Bri Viswam on the flate and an
Mukta (vooal) and Srimati Abh

with two concerts, one by
ssvati (voeal) accompanied by
other by Srimatis Brinda snd
irsmasundari (violin).

IN MEMORIAM

¢ we have to record here
is with very great sorrow tha '
I::i: uawsy’u few months back, at the ripe o'ld ngo{ of
:‘:). pf 8ri 8M;mgesh Ramakrishua Telang, Retd. Shirastadesr,
? o by

Karwar, North Kenara. |

M. R. Telang was an erudite Sanekrit scholar and editor

f msv;y éwskrit classics, particularly in Vedanta.

o .

In musio he wasnotonly & muricologist but 5}1 a’ocomg-

) m’ dusthani instrument«list. He learnt bip hftrangt,
lisbed H“;B' from Pandit Pannalal Goswami, Ali Husainkban
Sitar l:'m Husainkhan Amreliwala and Bande Alikhan
. K;: :vu honoured with the titles Sahitya-Sungits-
g:::uhuyu and Vina-Visarads.

While these praotioal accomplishments of his in-the .l:'

ot have been known to many in the South, }.;.:,wor.s

might o ‘ st miwst be familiar; it was be who edited in

e muncOlOS:;e Sangitaratnakara of Sarngadevs in the

Series, and the Sangitamakaranda ascrib?d v

. the Gaekwad Oriental Beries. Of his oletioa‘

Narada mmn.{(, we have his 22 Srutis in Bharata published
studios on music,

by the Oriental Book Agenoy, Poona

two VOlume'
Anandasramsa



8ri Muttusvami Dikshitar's Kritis in Nata on Sodegasi

ot Tiravarur and in Bilahari on Devi at Madyrs.
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THE TEACHERS' COLLEGE
MUSIC ACADEMY, MADRAS
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{n response 30 numerous requests from the publicin general,
upon the insistent teprcsentutions from authorities in charge of
us Educational Instituticnsin the country and in realisa-

¢he Music Academy, Madras,

tion of & long cherished ideal,
f Music for Teachers.

opsned & Training College ¢
The College is called The Toachers' College of Musie,
Madrss.

is not only in theory and

0 Instruction is impartad to pupi
ractice of Indian Mausic, but also i1
metbuds of reaching Music. he trained pupils wil
to teach at jeast the School Final Class.

of one year of three terms

The training is of the duration
i ned to Vocal Music only. The work-
d 4.

and, for the pmant. is confi
ing hoars of the College are between 11 4.3. a0
is Ra. S0/—if patd in advance-~

The fee for the whole courst -if
ch of the nine monihg-comprisind the whole course.

or Ra. 6 . for €a . .
Fes soncessiond and gcholarships are giren.
examination will be held and

At the end of the course an o
diplomas awarded to0 guocessful candidates. The firat in rank will
also got & prize.

Persons of both rexes &1C eligible

Only $hoso candidates whose proficioncy in mucic is up to the
inurmediato Sgandard of the Madras University are ordinarily
admitted: Preference is however given to thoee who are already

employod a8 music teschers.
jcations for admissio

, the eorrect and approved
i be competent

for admission.

all b in the prescribed form.

00649 IGO0V
000e2OOOGV0
oo 0
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.00000000000900900003

n sh

App!

The final selection of candidates for admission will be made
by 8 committee pefore wham the candidates shall present them
solves on such days as may be notitied. |

For forms of Admiesion and other particulars apply foi—

The Correspondent, The Teachers' College of Mutsic
The Music

OOOOOOC < 000000006000060 0O

Academy, Madra:-14.
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: The
Music Academy Series

RN

1. Sangitasudha of King Raghunatha . 2.0-0 -

Wmﬂ

2. Cadurdandiprakasika of ]
Venkatamakhin (Sanskrit) . 2.0.9 ¢

1
Atay

Do. Do. (Tamil) ... 2.9-9

3. Sangitasarasangrahamu (Telugu) . 1-0.90

e S ‘

4. dangitasaramria of King Tulaja . 3-0-0

9. Songs of Pallavi Doraswami Iyer .. 1-0-0

6. Songs of Mysors Sadasiva Rao .. 2.0-0
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