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OPINIONS

The Oviental Literavy Digest, [Doona,
uyites .

“ A journal of all-India character,
solely devoted to music has been a serious
ind long-standing desideratum. Though
‘he Sangita, a quarterly published from
he Marris College, Lucknow, and the
[ournal of the Music Academy, Madras,
JMAM) were started in 1930, both had
infortunately, to be suspended after
ssuing a few excellent numbers. The
‘eappearance of the JMAM will thercfore
se welcomed by all thoughtful lovers of
ndian Music and culture with no small
imount of gratification. The volume
inder review, though dated 1934, was
yublished only a few months ago, and
he promise of soon bringing out the
rolumes due for each of the years 1934
0 1938 resumes the thread of its publi-
:ation from where it was broken,

““ Though naturally it is devoted chiefly
o South Indian Music, there are featurcs
vhich make it indispengable for serious
tudents and Jovers of music throughout
he.length and breadth of India. Publi-
ation of original articles on music by
xperts, and of classical works of Indian
ausic are instances in point. Authorita-
ive reports of the annual conferences of
he Music Academy, Madras, are to be
ound only in the pages of this journal,
nd embodying as they do the discussion
m important topics by experts and
cknowledged authorities, they cannot
¢ overlooked by serious students of
ndian music.

‘ This alone should suffice to draw the
ttention of all scholars, societies and
1stitutions concerned with Indology to
his important journal.

“ We wish the journalalong and brilli-
nt carcer of service to the cause of
ndlgm music. Let all lovers of Indian
1sic make common cause with those in
harge of the journal to sce i growing
rosperity.”

The Indian Express : ““ The resumption
of the Journal is an event of the first
magnitude in the musical world.”

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

Thie Madvas 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)...... Fulfitling as it does a real
need of music lovers, we are sure all
lovers of art and culture will support it.”

H.H, The Muharajoh of Dharampur *
«...His Highness is also delighted to read
the articles in your magazine which are
undoubtedly very interesting and instruc-
tive. He is also pleased to read the
proceedings of the ““ Academy’s Music
Conference... ”

The Adyav Lidvary Bulletin: “The
resumption of the publication of this
journal devoted to the promoticn 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 of its kind in India.”

S. N. Battacharya, DBenares Hindu
University © ** A glance at the Index for
the last ten years’ articles in your Maga-
zine reveals to me the keen interest in
music taken by the South Indians. There
is no such Journal in North.”

The Visva-Bharals  Quarterly, Santi-
niketan : ¢ The present issue of this
Journal like its predecessors, maintainsa
uniformly high level of musical rescarch.
The contributions exhibit variety and
present music as a rich cultural patiern
characteristic of the genius of our
country. Those who care to study
Indian music seriously, especially its
Southern School, would be happy to dis-
cover that each article in this Journal
embodies some aspect of faithful research
in the domain of muUsiC...c.. « eoeeee This
Journal should inspire the lovers and
patrons of Hindusthari music to starta
similar magazine from the North,
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All articles and ccmnsunications intended f icati
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publication (ordinarily the 15th of the Ist month in each quarter)

The Editpr _ofthcjournul is not responsible for the views
expressed by individual contnbutors,

i All adveriisements intended for publication should reach the
office not later thau the Ist of the first month of cach quarter

All books, moneys and cheques due to and i
. : i intended
Jovrnal should be seat to Dr. V. Raghavan, Joiat Editor. for the
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THE XXVIII MADRAS MUSIC CONFERENCE
1954

OFFICIAL REPORT
THE OPENING DAY

22ud  December 1954

The Twenty-eighth session of the Annual Music Conference
of the Madras Music Academy was held at the Sri Sundareswarar
Hall, Mylapore, Madras and th2 P. S. High School Hall, Mylapore,
Madras, from 22nd December 1954 to 2nd January 1955,

The Hon'bie Sri T. T. Neishnaima-hasi, Tnion Minister for
Commerce and Industry, mmaugurated the Conference.  Sangita
Vidvan Chittoor Subrahmanva Pitlai, Head of the Department
of Music, Annamalai Uaiversity, presided over the deliberations of
the Exports” Committee.

The opening function was heid 1a the Sri Sundareswarar Hall.
There was a distinguished sithering of musizians and music lovers,

Representatives of Hisrdusthani Music from the North took
part both in the conceris and discussions.

The Hona'ble Sri 'L, T. Krishinamachart was received on arrival
by Sri K. V. Krishnuswaini Aiyoer, President of tiic  Academy,
the Secretarics and other members of the Exceutive ommittee.

Sri Krishnaswvami Aiyar -introduced the Hon’ble Sri T. T,
Krishnamacharai to Sangita Vidvan Chirtoor Subrahmanya Pillai,
President-clect of the Conference, and other Sangita Kalanidhis
of the Academy who were present.

The function conuncnced with prayer by the students of the
Teachers® Colicge of Music conducted by the \cademy,

Dr. V. Raghavan, Secretary, read the messages received from
several persons wishing the Conference saccess.

The Vice-President of India, Dr. S. Radhakrishnan wished the
Conference all success.

The Academy’s Reval Patron His Highness the Maharaja of
Travancore, seat his best wishes for the success of the Conference.

H. E. Sri Sr1 Prakasa, Governor of Madras, sent his best wishes,
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H. E. Pattabi Sitaramayya said in his message @ The very fact
that you are holding the z8th Music Conference shows that you are
28 years in advance of the national government. 1 am sure that
under the esteemed patronage of the Union Minister for Commerce
and Industry, your Academy will hold a successful Conference”.

H. E. Sri Kumaraswami Raja, Governor of Orissa, said in the
course of a long tribute to the work of the Academy :

“The Academy has rendered yeoman service to  the cause of
music by its many-sided activities since its establishment over a
quarter of a century ago. It has helped to sustain and nourish the
finest traditions of our music and afforded opportunities for new
talent in the peninsula to find expression and get recognition. It is
mainly also through the Teachers’ College of Music and the various
other cfforts of the Acalemy that the people in Madras have been
able to acquire correct musteal tastes and gt over their old prejudi-
ces against Bharatanatya.

** Through holding Kriti competitions and celebrations of the
honoured days of well-known composers, and aiso through collect-
ing and preserving authentic versions ot rare works as well as by
collaborating with other organisations similarly engaged in the
common effort of promotiag the cause of chuste music, the Academy
has secured an abiding place indeed in the hearls of all music lovers
in South India, and I congratulate Sriman K. V. Krishnaswamj Iyer
and his collcagues on the exceedingly good work that stands to the
credit of their Academy.

“I wish all success to their ensuing annual music conference, as
well as to the Sadas and the feast of musical concerts that have been
arranged, and I also pray that the Academy would long continue to
make its unique contribution to the nation's cultural sustenance as
heretofore.”

The Chief Minister of Uttar Pradesh, Mr. G. B. Pant sent his
good wishes,

The Hon. Mr. M. Bhalitavatsalam wrote ““ T write this to offer
to you and the Academy my warmest felicitations for the devoted
manner in which this great institution which was founded during
the last session of the Indian National Congress (in Madras) is
being nurtured ™.

The Hon. Mr. P. V. Rajamannar wrote: The Music Academy
Conferences and the Music and Dance recitals.............have become
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the highlights of cultural life in the city......... I also know the great
work the Academy has been doing ...,

Dr. C. P. Ramaswami lyer wished success to the Conference to
be opened under the distinguished and discerning patronage of
Sri T. T. Krishnamachariar,

The Hon, Mr. T. L. Venkatarama Iyer said that this was the
first Confercnce of the Academy from which he was absent and
that he was with the Acadeny in mind.

Mr. S. H. Best, Representative, British Council, Madras,
sent his best wishes.

Sardar Harbans Singh, Post-Master-General, Madras, sent
his best wishes.

The following musicians sent their greetings:—

Sangita Kulanidhi K. Vasudevachar, Sangita Kalanidhi,
Semmangudi Srinivasa Iyer, Vidwan Veenai Narayanaswami,
Vidvan T. K. Jayarama Iyer, Prcf. B. R. Decodhar, Bombay and
Sri Jnan Prakash Ghosh, Calcutta.

Mr. Harold S. Powers, student of Carnatic Music at Princeton
University, U. S. and Mr. John Marr, student of Carnatic Music
and Dr. Arnold Bake, Indian Musicologist, London School of
Oriental Studics sent their best wishes.

Mr. Federov, Sceretary General of the International Association
of Music Libraries, UNESCO, Paris, said in the course of his
message ¢ —

“We follow with the greatest interest the development of studies
in Indian music, and much wish to collaborate with the savants,
musicians and archivists in India.

“T hope that the firsc contact established between our
Association and the Madras Music Academy through its eminent
Secretary, will be followed up with other institutions in music,
music libraries and music archives of India. The great work
which our Association has started in the domain of International
music requires all efforts in which India can effectively participate.

“We shall be extremely huppy to receive a detailed account
of the work of your Confercnce; and we shall be glad to
publish our review on the same in the Fontes Artis Musicae which
carries besides a survey (of similar activities) of 23 countries
European and otherwise.”
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Mr. P.N. Kirpal, Acting Director, 2 uartrent of Cultural Acti-
vities, UNESCO, referred te the Acnds vy's participation last year
at the Unesco Music Confirence at Brussels and obsarved (hat this
participation has assured Indin first <eat jn the International
organisations created at that International Conference,

WELCOGNT ADDRESS

Sangita Kalanidhi T. V. Subba Rus then read {he address of
welcome to the Hon'ble Sir. T. T, Krishaamachori. Tn the course
of the address, he said :

Sir,

“ We have great pleasure in welcoming you (o inausurate our
Conference and Concerts this year,

“You are no stranger to us.  in fact vou have been with us in
building up this instituring and helpiag it v wany ways.  Though
of late you have not been residing in this city, we are glad to find
your interest in the Academy and desire to promote its w
as keen as ever. In requesting you to initinte our
we are proud we approach an old [riend and
of high taste and refinement.

elfare are
proceedings,
colleague and a rasika
“Our activities are ever expanding.  An advanced class has
been opened for the teaching of padas by ore of the becg exponents.
We are having within our premiscs a schoo! of Dhavatanatva where
instruction is imparted by a taleuted and fanious artiste.  We are
contemplating a further programme of publications and collection
of Tape Recordings of rare and valunble compositiors, which but
for prompt action in this direction srand in danser of being Jost
for posterity. We have plans ready for the construction of a
Music Hall.

“The inadequaCy of our present resources to carry out the
planned programme does not deter us from going ahead. We
pelicve that the confidence we have inspired in the public and, we
trust in the government too, by our work for nearly thre
will transmute itself into material aid during the actual progress
of our undertakings. In the fyliness ol hepe that in any plan of
nation-building activities, the Academy which stand
progress is bound tf) obtiain justice at the hands of
tion that has setits heart on (he
of the Finc Arts, we once

¢ decades,

s for moral
an Administra-
cncouragement and develop-
more request you to declare

ment . ] . .
s our Twentyeighth Conference and series of Concerts.”

open thi
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Minister.
. 5 CaprroT
MR. LERISHNAMACH CRI'S OPENING STUECH
- oren, Mr. Krishnamachart said ha
(he Academy since its inception and
ver of the fumily” the formaiity ¢! weicome
o ey cmbe 16 Ll ; o ole
bemg T men He wish:d the role he had b.en asked to
e A IEIN BEEM
) competent  perssn. But

Declariag the c:mfrrenc.r'—vl
was one of thogz connected with

was superflucun.
i ‘ volv on some  more ‘

Rl B s v Aivar, President of the Academy, always
< Krishnaswanu Alyar, side ' .
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at he set his heart onand i

got what . ton 2

But he felt that.it might be

perhaps casier even Lo give i musical
R apoan i looked as
about music at such a conference. it leoked as

1 nenk ‘ ked as

icfoirlcsallsl::i';xj;t“inlv: back that the Ac;idemy \\"::1?10}1111:}7‘(‘! ', ' \L(I ];,

ars had pass . Dr. UL Rama Kao was u-:,'m:t President axd e

Y ] Lo, KOOV Krishnaswamt Liiyar, a person whos:

:’:;\ﬂ’:::\;/‘J‘L‘ULMH i.icld it be, was characterised by the hiahest desree
)

junt PRS0 | < who were
of efMiziency and conszivnticus cilwit. He was vne of thoss who were

never deterred by difficulties.  And the succoos of the ;\cuflcn?y imd
its standing to-dey was provi ¢l Lis prscicienct, st “"dAf:‘S-l»fib 1?(1
single-pur};oscd devotion. They coul‘u vnﬁow fECCl‘ %;juil(lrl(;;z
Academy had moved from the troubles o1 ‘m‘fmuy ( ot ‘cg
into healthy and virile youtit acd was onthe way o ereier services
in the cause of art. |

" ‘“E)i;“sr the principal activilies of the Academy, l‘\.Ir. E.<rnsl1?1';1111;ll.
s 1) encourage rising talent, and thc‘rcny serve noi only
’ It was entirely the wark of the Meademy that

chari said, we
music but musicians.
I O 3 ¥ . \, : .
?:ji;zfiur;ﬁc}s;.HdB\ci'urc this orgzit}is;zli011 cumc‘-i;u’o‘ b.i:“fl),, n\l
was extremely doubtful if musicians, .chCn! thf" b%tltfdj?(;'lllic 11;],:m’
enjoyed the honour and the returns thetr I."J.Clltb mf:.“.n (_‘1] i (,Tl ,‘ -
© But the Academy sct itsell to work, organising annua. con-
annual vidwat sadas, carrying fm fcs:t:l@h, arrang-
and promoting other lines of activity in the cause

ans the recognidion and Lonoured position they

to.
ferences, holding

S ] concerts ' ctivity. : cats
lnfé nlws(iiz and os o result Vidwans obtained increusing recogni,
of mu ¢ 'S TSS

i { the hands of the public and music sabhas and institu-
Onoa t d ; = ’ .
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tions  Whie < = . e alie large
welcome developments, vihwans also were able to earnTl‘ ID r
and their fees for giving performances also went tp. Lhe law
<

S d also, though, may be, @

of supply and demand operated in this ficl
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depression, relatively speaking, scemed to have set in now. Nonethe-
less, vidwans could not be indifferent to the Academy or negleet it. If
they did it would be like a son b:ing disloyal to his own mother,
If the organisation was to develop further and function effectively in
future, vidwans must come forward to participate in its work more
and more, instead of leaving it to laymen to shoulder the task. If a
judge, minister, lawyer or other professional declined to function in
that capacity, it might be easy to find another to function in his
place ; but it was not so casy in the case of sangita vidwans. 'This
fact cast a greater responsibility on ridwans to foster music and the
Academy which was working for its promotion so well.

As a layman but one who loved music, Mr. Krishnamachari said,
he wished to make onc or two suggestions in regard to the rendering
of music at concerts.  One heard the talk of the importance of voice
culture. Certainly it was important for music.  But carnatic music
because of its peculiar tonal -characteristics might not lend itself
to voice culture of the type which was possible in western music, or
even Hindustani music. Some people thought that radio
would help voice culture. He did not know how far it
did. He wished these ard other aspects of music and
musical training would be attended to by persons competent in
the field of music. The older gencration of vidwans gencraily sang
with full s7uti and varied with great effect the sthayis of their singing.
Often they came across cases of vidwans who found it difficult to
rise to higher sthayis without apaswara or running out of harmony
with the accompaniments. This was an aspect which they might con-
sider. Sometimes, for hours vidians might sing, forgetting the srur
or away from the sruti. He wished such performances were recorded
and the vidwans concerned made to listen to their own singing, so
that they could realise the infliction they had been guilty of on a
patient audience.  Unless they insisted on sruti suddha, music would
decay.

Reference had been made in the welcome address, Mr.
Krishnamachari continued, to the need for a building and a
music hall for the Academy and aiso  for Government aid in
his  connection. He was longing for the day when
concerts in Carnatic music would be conducted without the
aid of microphones and loud speakers and even audiences, 3,000
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or 4,000 strong, would be able to hear and enjoy the concerts. If
they systematically organised collection of even one-rupee contri-
butions, they would soon be able to raise the requisite fund for
building a suitable ball of this kind. He believed Government
would also help. Our Prime Minister desired to have big theatres
where tens of thousands could assemble and witness plays and enjoy
concerts. What the Academy wanted was a hall capable of accom-
modating about 3,000 or 4,000. He hoped music lovers and people
well placed would liberally help in this direction.

Looking round the field of music, Mr. Krishnamachari said,
one noticed with regret that there was a dearth of new talent,
unlike in the field of Bharata natya. They should ponder over the
cause of this state of affairs. Therz was to-day a wider diffusion of
musical awareness than previously; yet it was not of the inten-
sive kind necessary to throw up new vidwans of calibre. Per-
haps, the present system of training also was not as effective in
stimulating or awakening talent as the gwukuls system. He was
happy that they had in their midst for President of the Conference
Mr. Chittoor Subramania Pillai, perhaps the last representative of
the guru-sishya paramparya. He could not help feeling sad at the pre-
sent picture so far as new talent was concerned, and could not help
associating it with the decay of the gurukula system. He hoped the
Academy would be able to do something in this matter,

In conclusion, Mr. Krishnamachari wished the Conference all

success.
Election of President

Sangita Kalanidhi Mudikondan Venkatarama Aiyar proposing
Mr. Subramania Pillai for the Presidentship said that he was a
disciple of Kancheepuram Nayana Pillai, the well known vocalist,
and his music was characterised by depth and strength. He combined
swara and sahitva suddhi and his rendering of pallavis reminded one
of Nayana Pillai, his great gury. It was a great honour to all
vidwany that one of the stature of Mr. Subramania Pillai was presid-
ing over the conference.

Sangita Kalanidhi Dwaram Venkataswami Naidu seconded the
proposition and said that it gave him great joy to be able to do so.

Vidwan Marungapuri  Gopalakrisha Aiyar and Mr. Sesha
Iyengar also paid a tribute to the abilities of Mr. Subramania Pillai
as a musician and said he came of a line of great musicians, by birth
and training.
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My, Subromani: Piliat thea ook the Presidentiol Chair and
delivered his address.

Deesidentiul Saeech

¥

Vidwae subralimanya Pillad in the eourse of his oddross thanked
the Music Acudeawy for the honour done to him and said that he
owed bis prosenl posttion in the muesic world to the biessings of his
tllustrious guru, thie fate ancheepuram Nayana Pillai. He said that
the Vidwan cnccurag:d him o creat deal and initiated him along
correct lines ia L art of music.

Procecding Sri Subrahmanya Pillar said  that the Academy hag
been doing vawable servics for the cause of Cuarnatic music during
the past 28 years by holding annual conferences which greatly

bencfited musicians, students and rasikas. Moz then briefly referced

to the origin and growth of the Academy and his association with it
from the very ineeption and said that the Acadzmy  o-cupicd o pre-
cminent pince anonz the institutions Ny the promotion and Jove-
fopment of Cnntic masie. The choice of a musiciun by the
E<narts’ Commitice (0 nrxside over the conferenze for conducting
discussions on musical subjects was a noteworthy feature of the
Academy.

The Vidwan proceeding suid that the Academy acted as a force
unifyine nmsicinn; of diffzrent traditions and schools, whn generally
did ot eansader that it was their dury 0 foster the growth of thig
arte Wintover might b the status and articwde of the music 13, the
Academy did its besi (o satisfy their vequiremanis and  individual
preferences  and  arranse conserts during the fostival for the
preservation and maiatenaace of hizh somdards in the art aad
for the elevation and reidnenizne of padlic tasee. T this worthy
service, (o Aeademy end ity Rze-bearers deserved  their gratitude
and G sope tand  enourasement of o Vidwons and the music-
fovine public.

Refrring o Carnatic musie tie Vidwan said dat it was ancient
and it had ¢ nop tradidea behind it Towas divine in its appeal.
There wos wob v who was not swaved by mas’e and parlicuiarly by
A song contining words with wmetaing . Toers had been several
devotces 1 tair countty Wiy Were nadopasaboy and wha d rived
mental trang sty throuzh musics He addded that music was an upa-
veda, called Gandparya Veda and occupicd an important place among
the fine arts. The presuit of masic = othem mental peacs and
aided voga swdhwia. Though, as the most popular of all arts, music
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could be enjoyed by all beings, it was only given to man with his
intelligence to experience its subtleties and reap its benefits. The
distinguished votaries of this art occupied as important a place in
the history of their country, as other great men.

Proceeding, Vidwan Subrahmanya Pillai said that nada cons-
tituted the basic foundation of music and was identified with God,
owing to its universal manifestation. The art of music might be said
to have had its beginning when man was delighted with the sounds
in Nature. When in course of time he realised the nada that he was
himself able to produce in his own body through the power oi speech,
the pleasure was heightened. Nada was only one, but it manifested
itself differently in various places. IHow man came to realise these
various aspects of nada in his own body and how he codified them
still remained a mystery. Nada which took shape by a combination
of the seven swaras with a time interval (laya) between each manifes-
ted itself with different hues. India could claim countless votaries of
the muse who had realised the supreme bliss through the nectar of
true sangita. Through their persistent devotion and austere approach
they had enthralled their listeners, kings, scholars and common
people and had shown them the value of bhakti marga.

Continuing Vidwan Subrahmanya Pillai pointed out that laya
was an essential factor in their music. Laya could not be separated
from Nada. Even in the early lessons in music (““ sarali’, etc,) laya
formed part of sangita. Tala had attained great development in our
music. It was in Pallavi singing that tala shone in all its comple-
teness.

After tracing the development of raga, Vidwan Subrahmanya
Pillai said that in the historical process, changes in names
of ragas had occured though their arohana and, avarohana
had remained the same and it was to the discussions of the
Academy that they looked for clarification of such problems,

Proceeding, Sri Subramanyu Pillai said that their ragas were
preserved  in the numerous compositions of the famous
composers. In Tamil there were the Tevaram, Tiruvachakam,
Tiruvoymozhi and the Tiruppugazh the last of which exemplified their
laya structure in a grand manner, Then, there were the Dasar
padas in Kannada, Telugu Kritis of Tyagaraja and others, Sanskrit
Kirtanas of Dikshitar, Tamil pieces by Gopalakrishna Bharati,
Ramaswami Sivan and others. These compositions were best
learned from a guru, One should understand their structure,

M-2
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meaning and how they came to be sung. Vidwans should learn
only tradiiional renderings of the compositions if the ragas contai-
ned in them were to be correctly understood.  Junior Vidwans
should reulise that each piece must be rendered in a tempo
appropriate 1o its artha bhava.

The Vidwan proceeding said that Pallavi which used to be an
outstanding feature of Carnatic music was going out of vogue
these days. At least in learned assemblies as in this Academy,
Pallavi should have its proper place and there should be scope
for rendering this in cight kalas. He appealed to the Academy,
the vidwans and rasikas to preserve the traditional rendering of

Pallavi and restore it to ils horoured place.

In respeet of the talas suitable for rendering Pallavi, the
Vidwan caid that he was of the view that only the 35 talas were
apprepriate. . The atiempts made by some to resort to all the
108 telas for Pallavi singing seemed to him to be misapplied
enthusiasm,  While all the 108 talas properly belonged to the
spherc of Nalya, only a limited number belonged to the realm of
concert music,

Tracing the history of music patronage, the Vidwan said that
for several decades kings, princes and zamindars were patrons
of music and scveral musicians flourished in Tanjore, Viziaya-
nagaram, Mysore,  Karvetnagar, Trivandrum and other places.
‘They were great musicians and research workers and were an
ornament to tie profession. They wrote authoritative treatises
on music which formad the lakshana granthas for several subsequent
composer-.  He suid that in their own day they had the Music
Academy, the Central College  of Carnataka  Music, the Music
Department of the Annamalai Univasity, several subhas, and schools
for fosteiing music.  He refered to the services rendered by the
late Raja Sir Annamalai Chettiar and Sir M. A. Muthiah Chettiar
for the caust of music in South Tudia. Referring to the publi-
cations of treatises on music by the Academy, he said that other
works in manuscripts should also be brought to light.

Continu'ng, the Vidwan said that whatever the work done
by others, individuals and institutions, it devolved on the Vidwans
themselves to work for the growth of this art. It was regret-
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able that musicians of the present generation were not capable of so
much exertion as their illustrious predecessors.

Referring to his own guru, the Vidwan pointad out how
the teacher of the past took a purcatal interest in  his pupil.
The Vidwan availed himself of this occasion to pay his tribute to the
galaxy of musicians who had shed lustre on Carnatic music and were
the torch-bearcrs of their tradition in the recent past.  He made
particular mention of the distinguished women artistes and to their
renderings of classical compositions, padas, javalis and tillanas.
While today the young musician had far greater opportunities of
listening, it was unfortunate that the equipment was gradullay
diminishing among present-day musicians, he said.  He would attri-
bute it to general defect in the environment.  He would also appeal
for greater devotion to the art, modesty on the part of Vidwans and
cultivation of Daiva bhaktt and Guru bhakii.

The Vidwan drew pointed attention to the low srutt of present-day
musicians and added that tarasthayi sanchara by itself was not much
fancied in the past, as it was to-day. The musicians of the
past rendered more in the madhya and mandra s'hayt leaving the tera
sthayi to the stage. The quality of the voice, the Vidwan opined,
need not be lowered because of the availability of the loud-speaker.
He said that it was something that should -please ail of them that
thanks to the A.I R. Carnatic music could now be lieard over
a wide world, but it should please them more, il the expansion
of their music did not result in lowering of standards and quality. Tt
was the duty of all musicians, old and young, to apply them-
selves earnestly to this question.

Concluding, the Vidwan said that they were all  grateful
to the Aeademy for its work, but would appeal to institutions
and musicians that any growth of the art in futurc should take
due care of the preservation of high standards, which had buiit
up their musical tradition.

Vote of Thanks

Mr. V. K. Ramaswami Mudaliar, M.I.A | one of the Trustees
of the Academy, proposed a vote of thanks to M. Krishnamachari
and other distinguished visitors.
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THE FIRST DAY
23rd December: 1954
DIVYA-PRABHANDAS

The Experts’ Committee of the Music Academy, convened in
connection with its 28th Music Conference and Concerts, met this
morning in the P. S. High School Hall, Mylapore, under the presi-
dentship of Vidwan Chittoor Subramania Pillai, who opened the
proceedings and requested the Vidwans to extend their co-operation.

The President of the International Music Council, Paris, has
sent his greetings and good wishes for the success of the Conference.

Dr. V. Raghavan explained some of
subjects to be taken up by the Ex

days’ session, chief among which was a sesies of expositions relat-
ing to Teaching Methods in music and dance. Introducing Srimati
A. Rajammal, who rendereda few pieces from Divya Prabandham
on that day, Dr. Raghavan said that she had brought out the pieces
not only in the form of kritis, but also as Varnas and Swarajatis.
Some of them were now being published in the Jaganmohini.
Srimathi Rajammal, along with Srimati Ranganayaki, sang in
a Varna form in Kalyani, a verse of Andal, four pieces by the
Alwars in kriti-form and one by Peyalwar in Ragamalika-form,

Srimathi Komalavalli Srinivasan and Srimathi Kanakambujam
accompaunied on violin tively..

the more important
perts’ Committee during the ten

and mridangam respec

Vidwan Chittoor Subramania Pillai thanked the ladies for the
recital,

THE SECOND DAY

24th December 1954
Teaching Methods in Music
The Experts’ Commitee convened in
Conference of the Music Academy met
Hall, Mylapore, this morning,
presiding.
Teaching methods in music and dance had been
the leading theme at the Conference this year and in th
expositions under this head, Prof. P. Sambamurthi,

connection with the 28th
in the P.S. High School
Vidwan Chittoor Subramania Pillai

adopted as
e series of
Head of the
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i i ity of Madras, gave a talk on
Departr_nent th 1:illsuisxicli/l:i;]cl;lx::r;lll:z)rnentary and Secondary Sc.:hools”
“Tfiacmn%{?:;asoassisted by the students of the Saraswati Gana
to-day.
Nilayam, TIPS rthi observed that it was the legitimate right
prol: San']ba"tnuof the people to be provided with' opportuni-
of the vas majgﬂ nyderstand music which formed a precious part of
ties to le.am o I? was a sad commentary, he said, Fhat in 'OLlI"
out h?mage' music was not compulsorily taught in all girls
educational SYStémak of boys’ school where the music teacher was
schools. not £ 5ptexis absence. The irony of things was that the
conspieuons bt?,the elementary schools were not able to draw the
managemen’ o .« teachers on their staff. Hence, Prof. Samba-
grant for muswl tit was a matter for joy that the Academy
murths tEoueghcthto]saen this year, this important question as one of
should hav 1 » 3

. ts’ Committee discussions.
:n subiects of the Exper
the main sub}

s ning musical education in

Outlining tﬂ;e ai%nse)?oonndsarﬁosv';roolsb, Prof. Sambamurthi said
modern elemen ]a yited time was available in the Guruku.la .sys_tem,
that whe.reas unhlm in the schools suffered from many limitations.
the music tea(t:l fr roups of 20 to 40 and all pupils were n‘ot
He had 0 teaCd :r g,iftedv Music had also to be learnt along with
equally ta.]ente- thfsc‘lools' The example of the more ta.len‘ted
other subjectS]Al]?] “m (;reate healthy emula ion and the organisation
students was 1 e};l activities, festivals, exhibitions etc., were
of healthy musice and develop musical enthusiasm. The aim of
intended to ke'eptg\e schools should comprise inculcation of swara
music teachl.“g m a. raga gnana, tala gnana, sahitya gnana, mano-
gnana, sruti gnana, to appreciate. On the part of the teachers,
dharma and capacity ertoire was cxpected than in the case of a

nsive re ; .
a more extensive pThe teacher should also make his own list of

performing musician.

- thy songs. .
daSSPWO; S)e;mb'tmurthi then demonstrated with the help of the
rof. a

i ilayam, some interesting musical
studepts of th; S?5:1511\;z{;tc‘uﬁjoa:::)stlzlv‘:z-as, ragas and the development
exercises [0 ¢ ef rhythm. As an example of charts, the speaker
of th.e sense 'otcnd;:d to depict graphically the different talas: .
exhibited on¢ 7 anayya Chettiar made a reference to similar

Vidwan Rgmb t}klle Jate Nagoji Rao and emphasised that'the
endeavours mia eecjre perfection in sivara suddha. Mr. C S. Axyar
device ds?lfa?tkit \?vas at the very young stage that proper intonation
stresse
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was Gamelong music from Java followed by music on the Kacchapi
Veena from Indoresia and from Bali. .

Regarding Indonesian music, the lecturer said that though there
were such influences, as Chinese, the richness of the model forms
pointed to the definite impact of Indian influence  In instrumental
music and in the employment of gongs to create a particular atmos-
phere, the Indonesian music showed an aspect of ancient Indian
theatrical music which had disappeared from India. A sample
was then given of arecital from the Ramalecla of Siam. A Tibetan
song and one from Russia followed. Among the latter’s musical
sources, Tibetan and Turco-Mangol music was also counted.

Mr. Danielou played a record presenting the music of the Ahirs
of North India, the ancient Abhiras, and then gave samples of
Bengali folk music upon which Tagore had drawn. After a musical
record from the Banaras area, he gave a fisherman’s song from
Madras. In South India, the lecturer said, there was vast scope
for the investigation of folk music in different regions and he
thought that such an investigation would throw much light on
aspects of Carnatic music. Incidentally, he said that they could
provide a lot of authentic material for light, film and theatre music
now thriving on hybnid stuff.

Mr. Danielou next gave the audience some African music
playing records of a Zulu song, some Negro music from Nigeria, a
Sudanese festival song and a song from Zanzibar. The last sample
given by him was from an Amcrican Negro song.

Sangita Kalanidhi T. V. Subba Rao thanked the lecturer and
announced that Mr. Danielou would contiuue his illustrated talk
on December 26.

Yiolin Demonstration

The 73-year-old violinist, Sri Marungapuri Gopalakrishna
Alyar, then gave a demonstration on the violin, accompanied by
Master Shyamsunder on the mridangam. He was introduced by
the President of the Conference, Vidwan Chittoor Subramania
Pillai, as one of his teachers, he having been a close associate of
the fate Kancheepuram Nayana Pillai.

Vidwan Gopalakrishna Aiyar commenced his recital with
“ Vinata sutavahana™ in Jayantasena and followed it up with
““ Ninnuvina > in Kalyani < Mamava Pattabhirama ” in Manirangu
and “ Hechariga ” in Edukulakambhoji. He also rendered songs
in Begada, Kapiand Chenchurutti,
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Vidwan Madurai Subramania Aiyar, on behalf of the Members
of the Experts Committee thanked Sri Gopalakrishna Alyar for his
rendering which reminded them of the great old days. The fact
that at this ripe age he was able to retain his mastery over the
instrument, revealed that he had undergone the ¢ sadhakam’ in the
proper manner in the initial stages, he said.

S. E. ASIAN MUSIC COUNCIL
EXPERTS WELCOME FORMATION

The Experts’ Committee of the 28th Conference of the Music
Academy, Madras to-day adopted a resolution welcoming the for-
mation by the UNESCO of a South-East Asian Music Council and
appealing to the Government of India and the authorities of the
UNESCO to convene an early conference of this Council in India.

Moving the resolution, Dr. V. Raghavan, who represented the
Music Academy and the Government of India at the UNESCO
Music Conference at Brussels last year, explained how the delegates
from the oriental countries who attended the conference felt the
need for a specific organisation for giving due emphasis to the
musical problems of South-East Asian countries which could not be
properly dealt with in the International Music Conference, where
the discussions and expositions related mostly to Western music,
The delegates from the Eastern countries at that Conference urged
upon the UNESCO the formation of a South-East Asian Music
Council and the UNESCO, appreciating this point of view, accord-
ed sanction for the formation of such a Council. Dr. Raghavan
referred to the detailed statement sent by Mr. P. N. Kirpal, Acting
Director, Department of Cultural Activities, UNESCO, informing
the Music Academy of the formation of this Council.

Mr. Kirpal said in his communication, ‘ Ever since its crea-
tion, UNESCO has emphasised upon all problems connected with
education in general, giving special consideration to the teaching
of the Arts and Music. No system of education which aims at the
fullest development of the intelligence and the sensibility of the
individual can succeed unless it comprises the basic elements for
the appreciation and the understanding of the great artistic and
musical heritage of humanity. Consequently UNESCO has for
many years undertaken a programme to determine the place of
the Arts in general education and their importance in the formation

5



34

THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XX
of personality. The Brussels Conference on Music Education
proved to be one of the most important international meetings in the
field of music. Nearly 400 delegates participated in its work and the
Conference was also responsible for the creation of two important
International organisations, the Internaticnal Socicty for Music
Education and the South-East Asian Regional Music
foundation of the S-E. Asian Regional Mus
of an initiative taken by the Asian delegates to the conference who
felt that the problems in the domain of music in RN
countries were not always identical with those encountered by their
European colleagues. Very soon the Council will hol;i' 'ty e
Constituent Assembly and then embark upon  the o its |rs
awaiting it. ” Mr. Kirpal said he hoped to hear of khgrcat m?ks
from the deliberations of the Acade,my concernin what ex}lgrgefi
programme. g the UNESCO’s

Council. The
ic Council is the result

In commending the resolution, Dr, Raghavan stressed the
need to have India as the venue of the §.-£, Agiyp Music C fl

i . onfer-

ence 'flsd this (tzoulntli?/‘W?s not only rich in ig musical heritage but
occupicd a central place in the history of the culture of th enti

Orient. or the entire

el I).l Slilflmbamu”hi, Gove a’s nominee tt
| » i i ¢ on the
Internations sie Council, seconding the resolyf
that despite th'e great importance of this count 101, regretted
heritage, official opportunitie ry

S Were not bej
: i . €ing
presentatives of Indian music tq 20 in ng

rament of [ndj

and its musical
afforded for the re-

adequat

: ferences o . adcquate members to Inter-

national Con n Music. He referred i this connection to
S eC

a communication he had recently recejy
International Folk M.usic Councij regariidi from th(j Secretary of the
Council and the Third ‘“tematioml ng.the Conference of the
in Oslo to be held in N nat Festival of folk dance and
song in Oslo Orway in June-July, 1955 p f. S
murthi said that even Séna“.c‘“”“fies sent more' than n ‘d ot
to such conferenccs aln'l g(il'ned for their TeSpecti;e one el’egate
great prominence, 0 "7 Nes IhtNg 10 Indian musie. went by
) hat ¢ sic we
neglect. He pleade o out cam of Tepresentatives of Indian :msi)c/:
should be helped 10 80 08t and expoy g their art abroad‘
C Tyanl who h .
Mr. Alain Danielots ad been ¢o; ;

. e f the " nected with some of
the music a.ctlvmf?:l ‘;ﬂs OfL;N.h_SC »Speaking in support of the
resolution said that he We ce Pinion thay India should be t}
first venue of the Conferenc® of the g g ‘ oo

- Asian Mus; i
arab et usic Council, as
there was no country comp le to India ip the importance ’and

their respective .
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richness of its music. If 2 large body of musicians and musicologists
from foreign countries came to India.on .the occasion of such a
conference, they would have an oppo‘rtumty to gain first-hand
tnowledge on all aspects of Indian Music.

THE FOURTH DAY
26th Decemnber 1954

FOLK MUSIC OF THE WORLD

Mr. Danielon’s Yurther Exposition

At the Experts’ Committee.mceting of the Music.Aca'demy
held this morning in the P. S. HIL‘"“’ School Ha}l, My.lapore, V{dWan
Chittoor Subramania Pillai presiding, Mr. Alain Danielou continued
his expositiont of folk music. .

Mr. Danielou observed that ther.e was a fallacy‘ tha_t Persian

.~ influenced North Indian music. Other eﬁplanatlons \yere
e for changes of nomenclature in that music than attribu-
p-oss@e o e f;om Persia which at that time did not disclose any
tmg-',;;ﬂucnc uld act as such an influence. Onr the other hand, the
e lllf\t C(t3 the Middle-East had Indian influence, both in music
old 1?1u_51€ ° ents, and from the Middle-East what went out from
and.m mstrurn;.ived [;y the Arabs to Spain, where it gave birth to a
Indl.a was <;1a h the Indian Ragas mixed with the Mediterranean
music I ¥ 1Ciuce the celebrated Spanish Flamenco. Thc Sumerian
tem‘pO o p:O«equ ago was the Shenai of the North and the Naga-
Nai Ofotog:-ysc;uth of India. 1t was through the Middle East that
swara he

Grecce also porrowed Indian musical forms and modes.
reece

The first record Mr. Danielou played was music from Tunisia‘
-1y the accompaniment of Rabab. He next plgycd records of
with the 2 co and also pure instrumental music of Spain. It
Spamshﬂan;enb ‘a L e A mental music of Spain. It
was Lo 3 leycturer rcferred to the influence of the Turks, who
d and the hara, on Rumania music. This was followed by a
o cecord fro;?n Rumania. Giving a record from Huflg.ar.y, Mr.
vu_ohp 1evon id that therc were gypsies of Indian origin in that
Danelor k the Indian Swaramandala. There its name was
gounity nho tOOC mbatum and it was the ancestor of the modern
abbrewa;{c?c;;)ds ‘yof music from Greece, Tialy and Sardinia
piano. R

playe
were near Gand

followed.
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Effects of ¢ Harmony

Mr. Danielou then played Welsh folk music and remarked
that the advent of harmony and the writing d
tion had destroycd all the music materjal
people and warned that the inroad of similar tendencies in India
might have g similiar ruinous effect on ancient musical forms
fortunately stif) surviving in India. With a record of Celtic bag-
pipe music the lecturer pointed out that it had a fixed tonic sa und
was thus akin to the Indian mode] system. e referred to the
wandering minstrels and islands of ancient music that could be
discovered ip Europe and illustrateq with a French song of the 13th
century, From Switzerland, he presented a record of Yodling
which had afiinjties with the far-away Polynesian islands.

Prof. Singer of Chicago University, who attended the lecture,
pointed out that this Yodling had beep adopted by American
cowboys.

Coming to American Indian civilisation, Mr.
out a number of Indijan analogies and Stressed |y
of caste system which had saved the culture of di
ties. He drew attention to the preparatiop of s
to the accompaniment of music. One of the cha
him was addressed to the God Yelbichai,
or Pitamaha, the high-pitch part of whijch
religious value. There were also purif
in India, to rid oneself of defilement ca
stranger or enemy. The Song connected
ceremonial liquor had similarigy with Ve
ceremony was intended to prodyce rain,
song in a pentatonic SCa'Ie as also some
ilfustration concluded with 3 Petuvian go
region, which represented the oldest for,

an-pipes.
Pt gafr)]gita Kalanid’h{ T. V. Subby
his interesting exposition.

own of music in nota-
prevalent among the

Danielou pointed
OW it was a kind
fferent communi-
acramental liquor
nts illustrated by
meaning grapd father
Was supposed to have
Cation ceremonies, as
used by contact with a
ith the Preparation of
dic hymnpg. The whole
He then Played a funera]
S0Dgs on the flyte, The
U8 and one from Titicaca
n of Red Indian muysjc with

Rao thanked the lecturer fot

gave an analytical account of the devotiona er,
tent and the poetic ideas contajnegy in the
Tyagaraja. .

Thanking him, Mr. T. v, Subba Rag ple

_ aded thyt Vidwans
might render in their concertg one or gy, Divyanamga Kirtanas
also.
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New Compositions

Dr. V. Raghavan next introduced Sri qum?' Ve;)q};z]xltisez:
Dikshitar of Chidambaram who belonged to the lesnézéd; e
attached to the Chidambaram. temple ax}d had comp
number of new songs in Sanskrit and Ta.mxl. ' . )

The composer said he learnt music L}nder Sri E{aji Ga:::d
Dikshitar. A few of his compositions, he sa1d,‘ .had b?‘“ Cbll‘n-p' sed
n Snllme‘-moration of the Gurukulam, established in Abhiram
in co

i adras City. o
pura?’h;nc:fnpositions of Sri Swarna Venk.atesa hp:l;silzi;a;ir (v;;zraectoil:
Nataraja and Sankaracharya aqd on philosop lC’l  idactic
were in a variety of ragas ar?d in rare talas

Mo Thec}ilozen of these were rendered by his younger brother,
M.Or? than' aDikShitar accompanied by Sri Kov_ai P. Rarnztchanql-an
cs>:,1 32‘3{2{; and Gur;lvayoot Dorai on the m;ufa;gam. The pieces
i aga-tala-malika and a few in North Indian ragas.
mclu,l(,l;::oipiser and the artiste were compler}:jcntecl 0;5;1:{1]1; }(/){f
the members of the experts Committee by Vidwan y

Chettiar and Sesha Aivangar.

THE FIFTH DAY
27th December 1954

Teaching of Music
Value of ¢ Gurukula > System

i Music Academy met this
Whep the E;pgrt;gzﬂ;g;g;e ﬁZI;?idylapore. Vi('iwan. Chittoor
mormng in the-“ : ;esiding, Sangita Kalanidhis ](araxku@: Samba}-
SUbfaI'Flama Pc; :11 l;ore Vasudevachar emphasised the.mer‘xts flnd efli-
siva Aiyar a‘?G ykula ” method for mastering the intricacies and
s O'f the i ljlf)z in the art of music. These two talks formed part
at(': l:;fewsl;%igsr eocrisTeaching Methods in Music and Dance.
0

: i i it was through perseverance

: a Aiyar said that i ' o ‘

Vldw?.n Sambazl[‘;ce Z/ome of the exercises exler}cl.lxlg over a

and contmugdt i::stery,could be achieved and such training should

a » - ! Wit

o yeari(tn even one while was yet young. ' Citing lhls 'ohlh

be undertake Vidwan said that he was a Vum-nk'a for the eig

examplé, ﬂ}e his family and when he was practising exercises of
; n
generation 1
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Sarali, cach for a year, his father would not Permit Aim to think
cven atiempt anything higher until the ﬁrstl step ‘v o
mastered.

A.t‘(ention on swarasthana and its precise playicg required (lig
the mind should not be distracted by too early noii();s (;r 'xnbru- -~
about the ragas or their knowledge and names. He thousv}(ltm‘muns
training like this in accordance wiih old method on Of] o m;u N
shuuld extend over a period of 12 years; ina shortcr‘ - .\ vena
said this instrument could not be mastered. His elders ﬁricjrl(?d' h]e
cated in him the complete swaragnana within his fifi ho \,‘l.ét . et
he was permitied to take to the instrument; ang on iiie J':(\‘{»:' e
without any verbal explanation, they taught pructicol‘}\ 1: ,11-"me_nt,
his attention by mere signs to sphurira, pratifasa, ct<; 4'lsy“x/\mw1ng
on playing.  Thus, Sarali, otta varisai, iratrq varisaj ;;I(;/z/' =y went
etc., wore learnt. Kirtanas were taught oaly u(‘t:; this\s(i),a; gia,
followingz the same practice he had also I;rought 1 lac and
pupils. 1 his

Then he asked his pupil, Kumari Rajeswarj,
method from Sarali onwards.

as coimpletely

Wwo

) 1
0 demonstry e the

Kumari Rajeswari demonstrated the Various stages, finishs
with a gita in Nata, a Bhairavi varna and Nata raga ;m(f - 'mShmg
kirtana ¢ Saraseeruhasana . - tana and the

Sangita Kaianidhi T. V, Subba Ruao, while thauking v;
Sambasiva Aiyar, appealed to the youngsters to follo»v‘ lhi ;ldWan
the efficiency of which had been cstablished through c911tL;1‘i:Leth0d

Mr. Subba Rao next introduced Vidwan Vasudevack;
doyen of Carnatic Music and requested him to speak‘lléar, the
“ Gurukula ” method of teaching vocal music. “hout the

Vidwan Vasudevachar said that the fundamenpty] basis of
<« Gurukula ” method was the Guru and devotion (o hi:]; a Od 'lhe
bibing of thic art from him as and when he taught wit} '” m
limitations of fixed number of years or duration, Thcé desir Alom any
¢ inake up something in a short period or to get S(»me:h}; to-day
books to be able to make an appearance in some forum wa~g Jom
cated by him. He observed that many could not mention an S g,-epfe'
guished  Guru under whom they received  their Icasonys iy
illustrated the vast difference of what 3 passage Of.a S(;;‘r IHC
Viriboni varna appeared from its printed version and (he ' ke

that one took from a Guru’s mouth. version
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Making a personal reference, Vidwan Vasudevachar recalled
how Dz was scized with a desire to learn music while he was a
student in the Sanskrit Collcge in Mysore and wanted to master the
art as it had attained its prefection in Chola desa and sought the
great Vidwan Patnam Subramaniam Aiyar. He observed that the
musician should be learned in the Sahitya also to be able to
appreciate the whole composition and its background. Incidentally,
the Vidwan said that in the Ley-days in which he learnt the art,
Pallavi singing was confined to four kalais and there was no fancy
for out-of-the way exhibition which were now attempted.

Vidwan Chittoor Subramani Pillai and Mr. T. V. Subba Rao
thanked the Vidwan for expounding the greatness of the ¢ Guru-

kula *’ method.

The Melakartas

Vidwan Chittoor Subramania Pillai then introduced Sri Raja-
ganesa Dikshitar of Chidambaram who was wellknown as one
engaged in musical research for some decades now.

Sri Rajaganesa Dikshitar read a paper in Tamil on Melas
being only 32. The question was an old one and of a highly con-
troversial character. Sri Dikshitar supported this theory by citing
the authority of two texts well-known to the Dikshitars of Chidam-
baram temple—the Chidambara Mahatmya and the Kuachitan-
ghristava of Umapati Shivacharya, in both of which only 32 basic
ragas were mentioned. He adduced also some astronomical analo-
gies for the 12 swaras forming the basis of this scheme. The lecturer
expressed the opinion that the 40 other melas were superfluous and
the compositions in them might be open to question.

Prof. R. Srinivasan observed that though 32 ragas might once
have had wide vogue, in course of time others might have been re-
cognised and he for one saw no reason why there could not be even
rtore than 72 melas; using both the ‘mas’, for example, he said 90
melas were possible.

Sangita Kalanidhi Mudikondan Venkatarama Aiyar said that
they should not scrap the large part of their musical heritage deriv-
ing from the 40 other melas. The progress of science, he said, lay
in greater and greater distinction and not in reduction.

Vidwan Chittoor Subramania Pillai spoke in appreciation of
the lecturer’s efforts bt said that it was not easy to revolutionise
our musical theory and practice immediately on the basis of such a

theory.
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Intricacies of the Art of Composition

The Experts” Committee assembled again at noon, when Vidwan
T. N. C. Venkata Nurayanacharyuiu of Guntur, a member of the
Commuittee read a paper in Tamil on the art of composition.

Dr. V. Raghavan introduced him as a Vainika and a composer
who had given demonstrations of difficult types of compositions.

The Vidwan, taking his stand on the Sriranjani kriti of Tyaga-
raja, < Sogasuga mridangatalamu’’, explained the features of a
good composition.  He illustrated the characteristics enumerated
Tyagaraja from the kritis of Tyagaraja himself, Syama Sastri and
Dikshitar. Dwelling on the scope for the portraval of rasa in a
song, the Vidwan said that songs with definite themes or episodes
gave scope for rasa and in those cases, the composer should see to
the employment of swaras which were suggestive of the respective
feelings and illustrated this by rendering some of the kritis,

- Vidwan Veokata Narayanacharyuly then referred to his own
compositions and sang, among others, a piece in which the entire
sahitya was composed of the seven siwara-syllables only.

Prof. Srinivasan thanked the lecturer on behalf of the members
of the Commitiee, and referred to the Vidwan’s skill, particularly
in certain types of very difficult composition.

New Compositions

Sri Mayuram Viswanatha Sastri, the well-known composer,
assisted by his brother, Mr, Vaitheeswaran, and accompanied by
Sri Trivandrum Hariharan on the Violin and Sri Tiruvannamalaj
N. Tyagarajan on the mridangam, gave a recital of more than a
dozen compositions of his in Tamil and Sanskrit which included,
besides kritis, a varna and a tillana.  He ended his recital with g
sample of his national sougs.

Sri Mudikondan Venkatarama Aiyar thanked Sti Viswanathg
Sastri.

Review of the Radio Month

The Carnatic Music features of the secently celebrated Radio
Month of the All India Radio formed the subject of comment at
the Experts’ Committee Meeting of the Music Academy today.
Vidwan Chittoor Subramania Pillai, President of the Conference,
was in the chair.

Mr. C. S. Aiyar, Member of the Experts’ Committee, reviewing
the programme during the Radio Month pointed out first that the
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AL R.~Radio trade understanding which was quite obvious, was
not a commendable basis for the celebration. It would have been
more proper, Mr. Aiyar said, if more broadcasting cestres in vil-
lages had been installed. He was particularly critical of music
competitions which A.L.R. held during the month for, whatever
the disorganised state in the field of Hindustani Music, proper
media for the discovery of young talent had been adequately orga-
nised in the field of Carnatic music, and competitions especially had
been held by the Academy as well as by the Sabhas. The money
spent on the competitions was a waste and A.LLR. need not have
descended to the level of music sabhas. The Southerners,
Mr. Aiyar said, had been taking care of their culture.

Mr. Aiyar regretted that the avoidance of cinema music was
driving listeners to Ceylon Radio. He emphasised that in ques-
tions like lighter music, which was understood in the South in quite
a different manner, formation of opinion, decision and selection of
the material should be left to independent bodies devoted to art as
in the case of art institutions in United Kingdom, Mr. Aiyar
observed that one could not understand what the speciality was
about the recitals that A.1.R. arranged in the Museum Theatre or
the Anpamalai Manram. The loudspeakers should have been
avoided at least in these concerts. What was needed today was
Mr. Aiyar said, ““Chamber Music” for choice listeners. Inciden-
tally Mr. Aiyar drew attention to the serious disturbance which
the habit of ‘clapping’ caused and pleaded for the discontinuance
of this purely modern habit, which had been copied from the West,
Silence was the best respect one could show to our artistes and
even as Europeans coming out of Church after an organ recital
would not clap, so too should we after listening to our classical
Music,

THE SIXTH DAY
28th December 1954

Teaching of Music Theory & Musicolegy

At today’s meeting of the Experts’ Committee of the Music
Academy convened in connection with its 28th Conference, held in
P. S. High School Hall, Mylapore, with Vidwan Chittoor Subrah-
manya Pillai in the chair, Prof. R. Srinivasan expressed his views
on questions relating to the place and scope of theory and musico-
logy in the series on ** Teaching Methods in Music and Dance. ”

6



42 THE JOURNAL OF THE MADRAS MUSIC AGADEMY [Vor, xxvi

Sri T. V. Subba Rao introduced him, Among those present at
today’s meeting was Mr, Justice N. Somasundaram. Prof. R Srin"
vasan said first with reference to the scope for research in th'e De l:
artment of Indian Music in the University of Madras that tl?e
present rules governing award of research studentship in music had
to be modified so as to enable even non-graduate musicians to taie
to research under University auspices. The system of teachi
differed in Arts Colleges and Colleges exclusively devoted to M {]g
In the former, he was of the view that the theory and musicoLll:C.
taught should be devoted to essential aspects of music ratl‘vler thgy
to subjects remotely connected with the art such as minor detail§ af;
musicians’ lives etc. He recognised that there was an interest (')
all such knowledge but it should not be at the sacrifice of what wm
helpful to the acquisition of practical knowledge of music Tlas
difficulty in modern teaching as applied to music was the n.eed tw
take large classes of music in which both the teacher and the tau h(:
were apt to miss the subtelities and ignore the defects of individ%la;
singers. The limitation of set periods was totally incongruous with
the spirit and inspiration neccssary for music and pleaded that som
method should be evolved which would preserve the ancient systen?
as adapted to modern conditions. He was emphatically of the view
that as it was, the College course was incapable of producing any-
one who could become a performing musician directly.

Vidwan Chittoor Subrahmanya Pillai thanked the lecturer and
next introduced Srimati Kamala Krishnamurthi, who gave
recital of ten compositions of Prof. R. Srinivasan ,in Tamil ; :
Sanskrit, accompanied by Sri Varahur Muthuswami Aiyar on vi:)‘]rf
and Sri Karaikudi Muthu Aiyar on mridangam. The pieces incl zln
ed one in the new Raga, Pramodini (65th mela, Kalyani) which t: 1;
sa ga ma pa dha sa in arohana and sa dha pa ma ga sa in avarohan(;

Tallapakam Compositions

After thanking Srimati Kamala Krishnamurthi for the ve
pleasing recital, the President of the Conference, Vidwan Chitt o
Subrahmanya Pillai, requested Sri Rallapalli Anantakrishna S o,
Reader in Music, Venkateswara Oriental Research Institute Tirupati
to give alfew samples of the compositions of Tallapak’am pIz)et]s’
Ynhslglt]u}tl:. ad been setting to tune and publishing through the

Sri Anantakrishna Sarma said that the Tallapakam com osi
tions numbered nearly 12,000 but they handled only about 90 rfgaq.

arma,
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of which nearly 50 were rare. Among the known ones, Rakti ragas,
Ahiri, Bouli etc. predominated, in one of which there were no less
than 100 pieces. His plan was to edit with notations, at least 100
songs from this collection of 12,000 songs. Volume I had already
been brought out with 54 songs and the second volume would be
ready in a short time.

Sri Anantakrishna Sarma sang four pieces in Malavi, Kambhoji
Mukhari and Bouli and a Mangalam in Lalita.

Vidwan Chittoor Subrahmanya Pillai thanked Sri Anantakrishna
Sarma for his service.

THE SEVENTH DAY
29th December 1954

Teaching Methods in Music

When the Experts’ Gommittee of the Music Academy met this
morning in the P.S. High School Hall, Mylapore, Vidwan Chittoor
Subramania Pillai presiding, Sangita Kalanidhi T. V. Subba Rao,
Principal, Teachers’ College of Music, Music Academy, spoke in
the series ¢ Teaching Methods in Music ”’.

Mr. Subba Rao said that there was no gainsaying that for
learning music, there was no method comparable to the Gurukula
system, but in the modern conditions, it was difficult to apply it
universally and efforts could only be made to preserve as much as
possible of that system, in the modern class room. The higher the
course of studies, Mr. Subba Rao said, the less the need for actual
teaching on the part of the teacher who became a guide so to say
for the scholars who had to study themselves. In Carnatic Music
especially, notes written down or spoken could not by themselves
convey the Raga picture. Libraries for music classes should be built
up with music records while theory and historical aspects could
form the subject matter of lectures.

Mr. Subba Rao said appropriate scientific instruments could
also be employed for the teaching of accoustics and physical basis of
music. He dwelt at some length on the vexed question of Srutis and
the difficulty of giving the students a clear and a decisive idea about
{hem. In the teaching of Raga Lakshana the correlation of theory
with practice was more important. All well-known compositions
should be studied for the full grasp of the aspects of the Raga. The
Bhava and Rasa of the piece should also be properly appreciated.
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Varna, Mr. Subba Rao said, was a combination of Lakshya and
Lakshana and a most practical example of both the aesthetic and
technical aspects of the Raga put into the form of a composition
and its importance for learning could never be cxageerated.
Notation could give only a rough picture but in the modern
methods, it could not be altogether set aside. It was useful as
far as it went but a record was more satisfactory. The pupils could
be asked to write the notation themselves as exercises. Manuscripts
with notations had come down from the days of master-composers.

The time-honoured method, Mr. Subba Rao said, of practis-
ing Alankaras in different times with all the variations and in
different talas could not be improved upon, and daily practice was
essential. The life of a Raga centred round the certain core of the
Raga which should be well impressed on the minds of the students.
The definite system of Raga alapana as laid down in Sastras should
be taught. Raga alapana should not be taught by set phrases.
Emphasising the value of Akara sadhaka, Mr. Subba Rao pointed
out that the correct vowel ¢ a’ should be pronounced and not with
any other grotesque mixture of vowel or consonant while singing a
Raga. The teaching of music was rather peculiar in that no hard
and fast rule could be laid for it and individual attention in the
midst of group instruction was the only possible way of adapting
the Gurukula system to modern needs.

“ The Science of Sound ”’

Prof. Vissa Appa Rao, formerly Professor of Physics and
Principal, Madras Educational Service, and one of those connected
with the work of the Teachers’ College of Music of the Music
Academy, spoke about the *“ Physics of Music *’, and the inculca-
tion of the knowledge of accoustics to students as part of the
theory curriculam in music courses.

Mr. Vissa Appa Rao congratulated the Academy for discussing
the subject and appealed for adequate provision being made in the
syllabus for the teaching of accoustics.  The satisfactory teaching
of the science of music so faras it was based on accoustics required
the rather difficult combination of a musician and a physicist, and
if a person of such a dual qualification could be found, the under-
standing of the deeper basis of music on the part of the student
would really be wonderful. Adequate sound apparatus was also
necessary for conducting such classes.
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Prof. Appa Rao then explained with the help of blackboard,
the phenomenon of sound. vibration and frequencies and the con-

cepts of Vadi, Samvadi, Anuvadi and Vivadi etc. He then explained
the accoustics of the mridangam, the Tambuya and the Veena, .the
principles of sympathetic vibratiqns as applied to. human voice,
and also the usefulness of the Oscillograph. He pointed out how
the nature and number of quarter-tor'xes or anuswaras could be
objectively estimated. Research in music had to be undertaken aqd
tht;, Academy with the help of Governmer}t should take the lead in
such work. Time and again, resolutions had been passed for
equipping the Academy with a tape-reco.rder, and Prof. Appa Rao
appealed that without losing any more tlmej, the Ac'ademy. should
build up a respectable research laboratory in Carnatic Music.

A RARE DEMONSTRATION
¢ Shapmarga Pallavi ”

Sangita Kalanidhi Mudikondan Venkatarama I}iyar, Vice-
Principal and Professor of Vocal Music, Tgachcrs College of
Music, Music Academy, might tru}y be said to have excelled
himself and the expectations of the Vidwans anc.i rasikas when he
next performed the most difficult type of Pallavi—the Shanmarga
Pauar;-;:"\l/izzwl;ilﬁs accompanied by Sri Lalgudi Jayaraman on
: 1in and Vidwan Palani Subramania Pillai on mridangam.
violin an catarama Aiyar explaining what he proposed to do
S Ve account of the Marga and Desi system of Tala as set

. he evolution of Desi talas and the history of
fﬁztlsle:fé[}’?ﬁl;: s;‘ (tio:jay. He referred to the Angas and the ten pranas

arding the name Shanmarga, he §a1d that thrge were
(t)lil‘eTrifr.ga:{ jfually rgeferred to, Da.kshina, Vartika an(.i Cglt’ra put
from authorities like Kallinatha, 1t was found that in t C{r skill,
. ould execute three more also, namehly, Chitratara
musncuzn's Cand Arichitra, starting with one and going up to 32
Ardloe maHe took up the Pallavi “Navarasa rasika sikhamane
{ Chandrakulasekhara” in .Kalyani raga and .Adi tala,
d first rendered the Dakshina marga in 32 aksharas doing Tana
and fir 1. He continued in the other margas and ended with
am'i n‘?rava}-] sixth. The keeping up of the Raga bhava all through
Auchlt(:‘:l;éoﬁal I;l the end, he sang a Simhanandana tillana of
was ex .

Maha Vaidyanatha Aiyar in Kanada raga.

gave a brief

aksharas.
Sadgunanidh
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Rising in the midst of the cheers from packed audience which
included many senior Vidwans, the President Vidwan Chittoor
Subramania Pillai expressed his admiration for the arduous and
successful performance which the great Vidwan had done before
them. He appealed that more opportunities should be given for
such Pallavi displays and both the public and the younger vidwans
enabled to know and enjoy such musical rarities.

Mr. T. V. Subba Rao observed that the extensive tempo and
melodic sweetness of Mr. Venkatarama Aiyar’s Pallavi made his
performance a feat as well as a feast and he acclaimed it as the
greatest musical feat of the century, and prayed that the Vidwan
might be blessed with long life to bring to light such hidden
treasures of music lore.

THE EIGHTH DAY
30th Dccember 1954

Teaching Methods in Dance

At the Experts’ Committee meeting of the Music Academy held
this morning in the P. S. High School Hall, Mylopore, Vidwan
Chittoor Subramania Pillai presiding, Mr. K. V. Ramachandran
spoke on the ‘ Teaching of Bharata Natya ” in the series of
« Teaching Metheds in Music and Dance .

' Mr. T. V. Subba Rao introduced Mr. Ramachandran as a
gifted critic and scholar.

Mr. Ramachandran ridiculed the many oddities and corrup-
tions which had crept into the art owing to the recent craze fgr
Dance. He said that proficiency in this art was the result of years
of strenuous discipline and could not be gained by three months’
courses. Unfortunately Dance had become very much of a sociz
pastime and parents bad become over-anxious to show off their1
child-prodigies. The question of children possessing natural
ability, gift, aptitude or temperament had been ignored. Like
voice for a singer, personality for the dancer was the ﬁrst
requisite. To meet the rising demand, a new race of teachers had
also arisen and even the small group of genuine teachers of tradi-
tional families had been forced to fall in line with the new type
of teachers and adopt the new vulgarities of dance and make-up.
The quickening of the time in the adavus had wrought devastations
in the art, and so also the choice of any song for Abhinaya
though tradition had prescribed very special compositions for
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this. The greater the departure from the classical norm, the
greater seemed to be its popular appeal. This state of affairs
could be remedied only by restoring the genuine classical dance.
The standard movement and gestures should be defined and classi-
ficd with the co-operation of genuine teachers. Model dance
recitals should be encouraged and not mediocre ones. Those who
had devoted their life-time to the study and understanding of the
art should be helped to educate the public to distinguish the good
from the bad. Mr. Ramachandran pleaded for the bringing
together of the old-masters who were still living and gather their
knowledge. He congratulated the Music Academy for the
organisation of the dance class under Srimati Balasaraswathi, the
foremost living exponent of Abhinaya.

Srutis

Gri Balakrishna Buwa Kapileswari of Bombay, pupil of Khan
Saheb Abdul Karim Khan, who was intro.duced by Mr. C. T.
Srinivasan, then gave a talk and demonstration of Sruti, Swara,
Murchana, Grama and Raga. He gave a historical review of
ancient as well as modern writings on these.sgbjects, His talk
was explained in Tamil by Mr. C. T Srinivasan and Prof.
Referring to his gurw’s views on these questions,
Pandit Kapileswari explained aI.ld demonstratefi the ascertainment
of octaves, the suddha and vikrita swaras, srutis, whose distances,
he held, were flexible according to the Ragas, the murghanas and
the three gramas, the derivation of Ragas and relation of Sruti
and Swara to tempo- He referred also to the views of Venkata-
makin and Somanatha. |

Sangita Kalanidhi Mudikondan V.enkatafama Aiyar in propos-
ing a vote of thanks to the lecturer paid a tribute to the genius of

Abdul Karim Khan.
THE NINETH DAY

Sambamurthi.

31st December 1954

Teaching of Music - Violin
When the Experts’ Committee of the Music A?ademy met this
morning at P.S. High School Hall, Mylapore, Y;dwan 'Chittom
Subramanya pillai presiding, Mr. CS Ayyar deh‘vered his talk on
the points to be remembered in teaching and learning so far as they

applied to the violin,
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Mr. Ayyar referred to his tuition under late Sangita Kalanidhi
Sabhesa Aiyar and also to his personal investigations in respect of
violin technique, bowing, fingering and the accoustics of the instru-
ment. Mr. Ayyar was introduced to the gathering by Mr. T, V.
Subba Rao who referred to his research in physics of music.

The acme of perfection on the violin, Mr. Ayyar said, was to
produce the human intonation without detriment to its pure tone,
The writing down of kritis in notation with signs for the gamakas
as introduced by Subbarama Dikshitar were helpful after the
student had reached a stage of self-instruction. Pointing out how
science was a great aid in the understanding of the art, Mr. Ayyar
pleaded for scientific research in music which was yet to be under-
taken in any large measure. The lecture was illustrated with
violin demonstration by the speaker.*

Vidwan Chittoor Subramanya Pillai referred in appreciative
terms to the vatuable research work by Mr. Ayyar.

Recital by Sri Papanasam Sivan

Vidwan Chittoor Subramanya Pillai next introduced the
musician and composer Sri Papanasam Sivan who gave a recital
assisted by his pupil Sri S. S. Mani and his own daughter
Srimati Neela Ramamurthi. Sri Papanasan Sivan was accompanied
by Sri Kumbakonam G. Srinivasan on violin and Sri Ramnad
Raghavan on mridangam. The recital included his own composi-
tions and a Ragamalika.

Vidwan Chittoor Subramanya Pillai thanked Sri Sivan for his
moving and inspiring recital, the excellence of which had not been
lessened by his failing health.

THE TENTH DAY
Ist January 1955

The ten-day session of the Experts’ Committee of the Music
Academy convened in connection with its 28th annual conference,
presided over by Vidwan Chittoor Subramania Pillai concluded
today.

Teaching Methods in Dance

The proceedings of the day began with the second talk on

Dance in the series ¢ Teaching Methods in Dance and Music,” by

7% This firishes the series of talks on Teaching Methods in Mum
{ion in here invited to Dr. V. Raghavan’s address on the Present State of
Music Tducation in Asia (Indin) to the Brussels Conference on Music Educa-
: on roproduccd in the Academy’s 1953 Conference Souvenir,

i1
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Mzs. E. Krishna Aiyar, well-known critic of the art. He was intro-
duced by Mr. T. V. Subba Rao.

After tracing the modern revival of Dance, Mr. Krishna Aijyar
said thatit was unfortunate the art they saw today was * truncated °.
With his intimate association with institutions and individuals,
teachers as well as students in this field, Mr. Krishna Aiyar drew
attention, with demonstration, to a number of drawbacks, corrup-
tions, lapses, into inexact poses and mudras which had become a
normal feature in the present day displays. He regretted that
while mistakes in swarasthanas were understood and criticised by
listeners of music, onlookers of dance did not notice similar mis-
takes in dance with the result that anything in the name of dance
had come to be applauded. He deprecated the craze of parents and
the unfortunate position in respect of teachers among whom today
there were many who did not possess the requisite tradition and
qualification.

Adequate training and perfection of technique were the founda-
tion of the art and it was after the acquisition of technical perfec-
tion one could think of the gracefulness, and no innovations in the
name of gracefulness could be permitted. Again and again, the
lecturer cited illustrations of how particular poses or abhinayas had
to be done by referring to the display previous night by Srimati
Balasaraswati at the Academy. Dignity and suggestive restraint
were néccssary as otherwise expression would degenerate into vul-
garity. Dance was the perfect model of synchronised art and
mastery of all the elements, melody, rhythm, expression etc. were
required on the part of the artiste.

Mr. Krishna Aiyar referred to the Navasandhi nartanam
recently brought to light and some new adavus found init. On
the whole Mr. Aiyar said, there were 120 adavus of which only 40
were being adopted today. A mastery of these required some
years of training and from the age of five, the training of the
artiste should continue till her 12th year and no child should be
exhibited before her thirteenth year. There were distinct adavus
for the different items of recital like swarajati and tillana which
should be kept apart. Music was an esssential part of this art
and the padas of Kshetragna being exceptionally suited for
abhinaya, the course should include mastery at least of dozen padas.
As understanding of the sentiments and qualities of personalities
were both essential, abhinaya could never be properly learnt or
displayed by one too young.

7
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In conclusion Mr. Krishna Aly
take a lead in the matter of |
Sabha or institution would give

arurged the Music Academy to
aying down the principle that no
a platform to dancer who was not
;ltuleast 13 years old and who did not produce the certificate of a
I-;l course of training under an authentic and reputed teacher.

¢ urged upon the Government also to recognise the Bharatanatya

as the national dance arts, and accord it the status worthy of being
the mother of all other arts.

Mr. T..V. Subba Rao thanked Mr. Krishna Aiyar for the
many practical suggestions he had thrown and hoped institutions
and teachers would avail of them.

Pallavi Demonstration by the President

The President of the Counference, Vidwan Chittoor Subra-
mania Pillai next gave a demonstration of a 16-Kalai pallavi. ~He
was accompanied by Sri Madras Balakrishna Aiyar on viohq,
Sri Murugabhoopathi on mridangam and Sri Vaidyalingam Pillal,
son of late Pakkiria Piflai, Konnokkol.

Introducing the demonstration, Vidwan Marungapuri Gopala-
krishna Aiyar gave an account of the Pallavi singing in the past:
He referred to some noteworthy names in the ﬁel_d ofPffxl!aVl
singing like Shatkala Narasayya of Chittoor district, .‘Vﬂ'_]ala
Arunachalam of Karvetnagar samstanam, Konerirajapuram
Vaidyanatha Aiyar, Puducheri Rangaswami Aiyar and .Kanchee-
puram Nayana Pillai. He also mcntifmed the fresh'ﬁllxp to l.aya
given by Pudukottai Mamundaya Pillai, Pu‘dukkottall Dakshina-
murthi Pillai and Mannargudi Pakkiria P'illal. He said Fhat ‘th(?
President of the Conference, Vidwan Chittoor Subramama. Pillai
had always been interested in matfers of laya and he hqpad thadt
the earlier demonstration by Mudikondan Yenkatarama Alyflr an
the present one by the Preside.nt would serve to keep alive and
develop further interest in Pallavi, ‘

The pallavi undertaken by the Presjdent was .“Yad'lvel'ant
adiyarkkanukoolan, Devakunjari manalan” in Bhairavi, intisrajati
dhruva, 18-kalais with sama eduppu. .

After the performance, Mr. T. V. Subba Rgo, thankmg the
president for the display, observs:d that Pallavi was a unique
contribution to music by the Carnatic system. '

gri Mudikondan Venkatarama Aiyar paid a tribute to Chittoor

S pramania Pillai for continued interest in Pallavi and Laya. He
u
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referred to some more names in this field like Ettaiyapuram
Ramachandra Bhagavatar and his own guru Simizhi Sundaram
Aiyar. Vidwan Venkatarama Aiyar appealed that at least in
nagaswara plaving, full scope would be allotted to dzvelopment of
Pallavi instead of introducing a kriti-dominated programme in
nagaswara recitals.

Concluding Function

The proceedings of the Experts’ Committee meeting came to a
close with the singing of a Tiruppugazh by the President.

Speaking on behalf of the participants in the Conference, Mr.
Alain Danielou gave a review of the various features of the Experts’
Committee meetings during the 28th Conference. He said these
discussions and .demonstrations, apart from their having added
pleasure to a large body of listeners here, had a special significance
in the musical history of the country. They showed the great
interest that people here evinced in the preservation and develop-
ment of Indian music, particularly of the South, which once had
spread over the whole of the East.

Mr. Danielou made a specific reference to the series of lectures
on Teaching methods which he thought were most opportune as
there was a crisis in the manner of teaching in the art in India
today, Change of method in the {e;aching of art could utterly
destroy it. He was reminded of a similar crisis which occurred
some centurics back in the history of European music and the
Conservatoire of Music in Paris was established to save the art,
from falling into wrong methods of cultivation. Music, it was
obvious, could not be taught like other school subjects. The
Conservatoire therefore took it away from school methods, ap-
pointed mastersin the profession themselves as teachers, allowed
them to choose their own qualified pupils, train them in their own
methods without any stipulation of any time or course and avoid-
ing examinations altogether, presented them in a specialists’
competition as ‘ so and so musician, student of so and'so, master.”
The plan was to safeguard and maintain professional proficiency.
Such methodsand standards would serve as a model in our
attempts -to solve similar teaching problems in the field of Indian
arts today. The Music Academy, Mr. Danielou said, was a unigue
body in all India,composed of workers of both knowledge and
non-sectarian attitude and the next step was to explore how best
to implement the opinions and decisions of the Academy.
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Condolence Resolution

A condolence resolution touching the demise on November 15,
1954. of Vidwan Manjakkudi Ramachandra Bhagavatar, Member
of t}’xe Experts’ Committee, was adopted. The late Vidwan was
the grandson of Umayalpuram Sundara Bhagavatar, the direct
disciple of Tyagaraja.

Vote of Thanks

On behalf of the Academy Mr- T. V. Subba Rao, Vice-
President, thanked Vidwan Chittoor Subr_amania Pillai for accept-
ing this year’s presidentship and .conductmg the Corfference, going
through the different arduous items of'work during the 12-day
music festival. He also thanked all the de.wans and scholars who
participated in the concerts and demonstrations apd made particu-
lar mention of those who had come from rpofussul. He expressed
the gratitude of the Academy to the musicians who acted as Judges
in competitions, to Surajmals for the souvenirs manufactured by
them for presentation to musicians and scholars, members of the
music-loving public who attended the concerts and conference and
to friends, inside and outside the committee who were very helpful
in the different departments of the conference W9rk, He th:?nked
the Press, the Hindu in particular, the Swadesamitran, Kalki and
Ananda Vikatan, the authorities of the State Government, the
Police, the Port Trust, the P.S. High School and the R.R. Sabha
and the Dhanwantari and Subrahmania scout groups.

There was a group photo later of the members of the Experts’
Committee and the Executive Committee, and the musicians and
scholars who had taken part in the conference.

THE MEMBERS’ DAY
2nd January 1955.

rs* Day of the Academy was celebrated in the

‘n'ﬁle ;:’ICS:EC Sri s}:mdareswarar Hall, Mylapore. After
mot hn%ems there was a programme of Music by members and
refres h'ldrc;\ Among those who rendered songs were Sri'T.
their chi As.tistant Director, A. L. R., Madras and Srimati

Sankaran,
Balasaraswatl.

i Pri imati Balasaraswati at

; Privamvada, a student of Srima _
K‘}l)malrbcing conducted in the Academy’§ premises, gave two
her sC 8 arata Natya. Sangita Kalanidhi T. V. Subb.a Rao
the Members of the Academy to take greater interest

items odeh
ealed to

?r? I:hc develop
The Scouts 2

ment of Srimati Balasaraswati’s Dance School.
1so gave a variety programme.
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THE SADAS

Mr. M. Patanjali Sastri, Former Chief Justice of India presid-
ing, the Sadas of the 28th Conference of the Madras Music
Academy was held in the evening at the Sundareswarar Hall,
Mylapore.

The title of “Sangita Kalanidhi” was conferred on the
President of the year’s Conference, Vidwan Chittoor Subramania
Pillai. The Academy also honoured on the occasion Sri T.K. Sesha
Aiyangar, one of the oldest traditional vidwans, Sri Annaswami
Bhagavatar, a master in Harikatha, Prof. P. Sambamurthi, the
well-known musicolegist and Mr. E. Krishna Aiyar, dance and
music critic, by presenting them with Souvenirs.

After prayer by Srimati Rukmini Rajagopalan, Mr. K, Sounda-
rarajan, Secretary convoked the Sadas.

Mr. K. V. Krishnaswami Aiyar, President of the Academy,
garlanded Mr, Patanjali Sastri.

Sangita Kalanidhi T. V. Subba Rao, welcoming Mr. Patanjali
Sastri and the gathering said that Mr. Patanjali Sastri was a great
scholar, an cminent thinker and a person truly imbued with the
spirit of Indian Culture.

Presenting Vidwan Chittoor Subramania Pillai, Sangita Kala-
nidhi Mudikondan Venkatarama Aiyar read the following citation :

THE CITATION

“Born in 1899 in a village in Palamaner taluk, Chittoor Dt.
had his first lessons in music from his own father, the musician
8
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Sri Per . .
anarya; later became the disciple of the renowned vocalist,

Nayana Pillaj .

foryover al 1:1 of Kanchlpurum; has been a leading vocal musician

Departlmenci drrter of a century ; has been the Head of the Music

music boards0 dthe Am}amalm University and connected with the

Central Govei?]mecimmmfes Of the universities and State and

e nts § well-know ; . : .

kritis and mastery of la’ya.” n for his repertoire of Tyagaraja

Mr. Patanjali Sastri the

- . 1 present e natr
Insignia to Vidwan Chittoor ; °d the Birudu-patra and the

Subramania Pillai.

Presenting Vidwan T. K. Sesh

read the following citatiop - " Ayangar, Dr. V. Raghava?

THE CITATION

his gu}r;l?ligl;nv; %82 at Tirukkurungudj
from 189] ]92a3 .uqudzp ?\{amakkal Pallavi Narasimha Aiyangal
singing ; had been’il; 21 was well-known for neraval and swaram
Tiruvayaru Subramanii?SCA-to'uCh with Patnam Subramania Aiyaf,

1¥ar and other stalwarts; has a vast

repertoire of S i
Ofpthe e ptr;)(?hd'ab w}_nch he learnt from Padam Krishnier; oneé
ma vidwans fortunately stil] with us.’

Tirunelveli district ; had
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Dr. Raghavan then introduced 'Sri Annaswami Bhagavatar

and read the following citation:
THE CITATION

“Born in July 3, 1899 at
Pettai, Tiruchirapalli district;
studied in the Sanskrit College
at Tiruvayyaru; studied Sastra
under Sri Bhuvarahavachariar
and Sri Ramasubba Sastrigal of
Mathurai ; underwent training in
Harikatha with the master Tirup-
payanam Panchapagesa Bhaga-
vatar and musical training under
Matirimangalam Natesa Aiyar;
has been in the field of Haria
katha for the past 33 years; is
noted for his apt use of rakti
ragas and his genial wit and
taste in the discourse.”

Mr. C. K. Venkatanarasimhan next presented Prof. P, Samba-

murthi and read the following citation:
THE CITATION

“ Born on February 14, 1901
of Parvati Ammal and Pitchu
Aiyar in a family with musical
affiliations belonging to Tirup-
punturutti, Tanjore district;
learnt instrumental and vocal
music under several teachers
chiefly Manathattai Doraiswami
Aiyar ; graduated in 19225 pas-
sed B.L. in 1926; appointed as
first Lecturer in Music in the
Queen Mary’s  College; in
1931-32 studied Comparative
Music in the State Academy of
Music and University at Munich,
Germany ; has been the Head of the Department of India Music,
University of Madras from 1937; author of a number of text
books and editions of compositions and papers; a pioneer in
modern music education and a leading musicologist.”
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Dr, v. Raghavay in
the following Citation ;

presenting Mr. . Krishna Aiyar read

THE CITATION
“Born on August 9, 1897

district ; educated at the Madras
Christian  College and ~ Law
College : called to the Bar in
19225 entered active politics as
a Congressman in 1926 and was
well-known for his singing of
Bharati’s National songs at the
Congress meetings ; served asa
journalist for some time ; learnt
music, took to histrionics and
became a leading actor of the
Suguna Vilasa Sabha and the

learnt B ' Madras  Sanskrit Academy:
harata Natya from Melattur Natesa Aiyar and has been

a continy .
“ Personaﬁﬁisworger o1 {he cause of that art; anthor of the book
reviewer of muls?c sent Day Music” and a well-known critic and

and dance ; wag one of those very actively con-

nected as Secretar wi
. . i
early years,” Y with the organisation of the Academy in the

Mr. Patanjal; Sastri
Persons and pregenteq them
‘ Sangita Kalanidhi Sem
Citations to the recipients o
music of Vidwan Subrama

garlanded all the four distinguished

each with a souvenir. '
mangudi Srinivasa Aiyar offering feli-
f. the Award and the souvenirs, said the
. nma Pillai w ¢ iagtin? H but
fittin as ‘majestic’ and it was bu
g that the Academy chose him for the honour that year.

g ! f

full  with raaaxpg}?em’ noted for his renderings of the songs

referred to the L;e V. Sri Semmangudi Srinivasa Aiyar

keen interest hs-earch'work_done by Prof. Sambamurthi and the

dance. He apwe lfh Mr. Krishna Aiyar took in the renaissance of

s thei ppea e(.i to all the Vidwans to consider the Academy
: Selr OWn 1nstitution apg Strengthen it
angita idhi ‘ .

gita Kalanidhi Dwaram Venkataswami Naidu congratulat-

. ] m
1de 0 e ye'][, [[lade a p{n thU ar

at Brahmadesam in Tirunelveli-
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Mr. K. Chandrasekharan relerred to the noblg qualiligs of
Vidwan Subramania Pillai and his rasikatva, \'.1dw:m .Hcshzf
Aiyangar, he said, was a teacher of te'achers and Sn. Ann:xswamn
Bhagavatar’s Harikatha was characterised by suggestive restraint,
Mr-bhandrasekharzm also pointed out the contribution to the
field of rescarch made by Prof. Sambamurthi anl thc. valuable
suggestions made by Mr. Krishna Aivar for the promotion of the

art of dance.

Mr. Alain Daniclou complimented the Music Academy on the
wav in which they were honouring the musicitans.  They should te
gra'tcful to the Academy and its inspiring _lczldcrs. who {ook so
much pains io bring together all those who believed in the great-
ness and improvement of Indian music,

President’s Speech

Replying to the felicitations, Sangita Kalanichi Chittoor
Subramania Pillai said he could hardly find adequate 'wo.rds to
express his sincere thanks to the AC:ldem.y fer thc.ygmﬁcgmt
honour it had done to him. Vidwan Sesha Aivangar s.;ud that hc.
was thankful to the Academy for honouring him. Sri :\rmasx.vam;
Bhagavatar paying a tribute to the selfless work of the Prcsndcn(
andbommittee of the Academy, appealed to Vidwans to offer their
unstinted co-operation to it. He was crateful to the Acgdcmy
which had already henourcd two giants in the ﬁc.:ld of .}'larlkathz],
Sri Mangudi Chidambara Bhagavatar zu_ld Sri Muihla' Bhaga-
yatar for chosing him for the special honour this  ycar.
Prof. P. Sambamurthi said that the valuable work. of }hc J\L:;lfjtlny
was greatly appreciated in other paris of I'ndm. Mr, hr.nshr'la
Aivar appealed to the Academy to lukf: effective steps t(? maintain
th(; tradition and standard in dance as in the case of music.

Prize Distribution
Y

Sri T. V. Rujagopalan presented the winners in music compeli-
i . . 1% iy > A2 .
tions and the President distributed the prizes to then,

The following is the list of the Compelitions, prize-winners

and the Donors of the prizes.
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The President also awarded certificates to the students of the

Teachars’ Colicge of Music, who were introduced by the Honorary
Principal, AMr. T, V. Subba Rao.
pal,

The Chairman’s Speech

Mr. Patanjali Sastri, after cuologising the services of
Mr. K. V. Krishnaswami Aiyar, the President of the Academy in
the cause of music, said that Vidwan Chittcor Subramania Pillai
was a disciple of the great Nayana Pillai and had undergone
training according to the gurukula system.  He congratulated the
Vidwan on his well-merited distinction and also the recipients of
the souvenirs who were well-known for their accomplishments.

Mr. Patanjali Sastri said that in India music had always been
conceived &s ameans of God-realisation and unless the kritis of
the great composers were rendered in tha

t spirit, one could not
ezt the full benctit out of them.

Today, he found that modern
coucerts did not appeal much to the emotional side of the listeners.
‘They appealed mostly to the intellect. Listeners were called upon
to appreciate the skill, mastery and technique of music. Some
of the musicians, not all, overdid the swaras and sangatis. Such
displays of skill and technique might be exhibited in competitions
of musicians who were to be awarded prizes. But in modern days,
he thought, musical concerts required a greater sense of proportion.
Mr. Patanjali Sastri said  that  musicians  must  render the
songs in such a way us to appeal to a common man like him. No
doubt musical concers without the exhilaration of the sy orgs and
the nuances of the sangatis would be insipid. Hc would only plead
for a moderation in the use of these features,

Vote of Thanks

Mr. K. Balasubramania Aiyar ir proposing a vote of thanks to
tae President, the Sadasyas, donors of medals and the Judges of the
competitions, made a reference to the donation of Rs, 2,500 to the
Academy made by Mr. T, Sadasivam for the presentation of a
Tambura in the name of ““ Amarar Kalki” in the competitions in
pieces of Muthu Thandavar, Gopala Krishna Bharati and Aruna-
chala Kavirayar. He also felt why they should not confer the
title of “ Sangita Seva Nidhi ™ on the President of the Academy
Mr. K. V. Krishnaswami Aiyar for his meritorious service

in the
cause of music.
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TEACHING OF MUSIC—THEORY

BY

Pror. R. Srinivasax

Considering musical instruction at what may be called the
College stage there are several categories of institutions to be
considered. In the first place there are the ordinary University
institutions teaching music along with other subjects as an optional.
In these institutions emphasis is naturally laid on what may be
called the theoretical and cultural side and only as much practical
work as may be needed to illustrate the theory aspect is done. Then
there are the music Colleges where only music is taught, for exam-
ple, the Madras Central College of Music, the Annamalai University
Music College, the Trivandram Swati Tirunal Academy, the Vizia.
nagaram Music College  Here the stress is essentially on the Practi-
cal aspect; though Theory is generally provided for in the
curriculum it has only a secondary place. These institutions may
be expected to train future professional musicians. Then there are
Teachers’ Colleges to train music instructors as in the Music
Academy. The syllabuses and modes of teaching in these institu-
tions differ from what should obtain in the other types of-
institutions.

As regards the teaching of Theory we have to recognise the fact
that what now passes for Theory and * musicology ™ contains a lot
of subjects having little bearing on the art of Music. Topics Jike
personal details regarding great composers, while very interesting and
valuable from the standpoint of cultural history of the country, have
little or only a remote bearing on the art side of Music ; on the con-
trary, subjects lik.e theory of sound, nature of the microtonic intervals
which form the life-essence of our music, effect of climatic condi.
tions and other factors on vocal and instrumental music have great
value even for the practical side. ~ The topics of Musicology which
have to be taken for the different categories of institutions have to
be carefully chosen, having clearly in our mind their objectives.

While every branch of applied knowledge has both the theo-
retical and practical sides (as in Engineering, Medicine and so on)
the relative emphasis varies with these branches. In music these
two aspects, called generally lakshana and lakshya, have their own

'
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place ; but lakshya is considered more important than lakshana,
for obvious reasons. All lakshana only observes the needs of
lakshya. This should not lead to under-rating the value of
lakshana. In the realm of music we, in India, have given much
value to lakshana- granthas ; vaggeyakaras and lakshana-granthakar-
thas have been held in great reverence and are always remembered
while practical singers might be forgotten. When we think of the
drama we immediately think of the great dramatists like Kalidasa
and Shakespeare and not of the actors though these have a place in
the world of drama. I only wish to point out that it is not in the
interests of the art of music to lay undue emphasis on any one aspect
to the neglect of the other aspect.

Coming to the teaching of music in our institutions we may at
once say that class or mass teaching is possible only for the theore-
tical and cultural aspects. To give practical instruction to a large
number of students at the same time is next to impossibility.
Especially for vocal music individual instruction alone is possible.
The usual time-tables and red-tape will not do for the teaching of
music. The old Gurukula system alone will serve the purpose. Of
course it is apparently not possible to think of introducing that old
system now. Like many other things of old we have lost this also.
The result is certainly not to our advantage. No institution by its
instruction and training alone can produce a good professional ;
persons who have gone through the mill of the old system stand
apart as good performers, though thev have learnt very little
of theory as such ; whatever theory was required to enable them to
sing well they automatically imbibed when learning their songs.
Now we have to devise a method of instruction in which all the
essential features of the old system are incorporated consistently with
modern conditions. We must consider this matter with a fresh mind
freed from the accepted class-room ideas. Music has to be treated
entirely on a different footing; the scheme of teaching should
be organised in a new way ; individual instruction for the practical
side should be insisted upon.  University degrees should not have
undue value in the realm of music. Sufficient inducement shouid be
offered to first-rate lakshya-vidwans to accept work, occasionally on
honorary or part-time basis. Plenty of opportunities should
be afforded for the pupils to bathe, so to say, in the musical
atmosphere of great masters.  All this requires a certain breaking
away from our ideas of ordinary teaching institutions. The craze
for hurry and rush which characterise modern age should give place
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to slow and steady process of assimilating in a n.'atural way the
musical food supplied by such masters. .lt is desirable to h.ave
separate institutions without the usual.hldebound rules za:nd time
tables. I am among those who believe in rules and regulations anfi
discipline. But there are spheres where these may have to be modi-

fied in larger interests.

People who go to the institutions usually fall under three fnain
heads. In the first place, there are those who take music as
an optional in the University course in (-)rder t(.) have. some general
knowledge about it and develop a certain music sensitiveness ; they
are not out to take music as a profession. Then there are those who
want to become professionals. A third category are those who-
propose to become music teachers. These three groups meed
different types of instruction ; the contents and the course for each
of these have to be carefully decided.

In a paper like this I can only give some geperal ideas. I woul.d
suggest that a small committee may be constituted to go into this
matter thoroughly and make a comprehensive report.



TEACHING OF MUSIC
BY
T. V. Susea Rao

1f there is one subject more than another which requires direct
personal method of teaching itis indeed Practical Music. Books,
charts, the black-board, printed notation, even recorded music are
no substitute for the living presence of the guru. Subtle nuances
which form the soul of beauty in Karnatic music cannot be imparted
except by the mouth of the master and cannot be grasped except
by the devout ear of the pupil. Nothing can replace the gurukula
system for learning music. It is, however, only in so far as the
gurukula system in the modern conditions of life is difficult of
universal or extensive application, that it becomes necessary to
think of other methods to provide for music education of those who
but for the other methods would have had to forego the benefit of
the highest of all arts.

Even in the modern methods devised it should be remembered
that the essential element of personal instruction so pronounced in
the gurukula system should be preserved to the greatest extent
possible. In the class-room the teacher meets his pupils who learn
as a group and not as individuais, though within the limit of time
available, each pupil may receive individual attention. After
instruction the teacher and the taught unlike in the gurukulavasa
retire to their respective homes. Yet in the limited scope of time
and place the direct personal method is to a fair extent possible,
and the value of the practical lesson is in proportion to the direct
personal instruction.

In the colleges in respect of other common humanities OF
sciences the work of the masters in the higher aspects of learning
js mostly confined to the guidance they give to the pupils. The
higher the course of studies the less is the need for lectures. The
scholars study for themselves with the help of the masters. In
practical musiC proper every svara or syllable is learnt direct

" rom the voice of the guru. In Karnatic music in particular the
expression of raga-.bhava depends on the most careful employment
of subtle modification of svaras, delicate gamakas, anusvaras and
characteristic sancl}aras. Notes written or spoken cannot by them-
selves suggest a picture of the raga. Only intoned svaras with of
without sahitya syllables can serve to give the raga form. The
flexible living voice has to sing and the ear has to take in the
music. If the constant personal touch of she gurukula system is
not possible in the present set-up of society, still the personal element
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even in college education cannot be avoided. In the case of
other humanities and sciences, libraries and laboratories are
essential. In practical music the only library worth mentioningis a
collection of good recorded music. Books as such are only of
limited value.

Musicology however stands on a different footing. Instruction
therein is not substantially different from thatin other humanities
and sciences. The theory proper in the abstract, particularly the
historical portions, can well form the subject matter of lectures like
science or philosophy. Terms and definitions could well be
described in words with illustrations. Acoustics, the physical basis
of music, the phenomena of harmonics, vadi, samvadi, anuvadi
and vivadi svaras, nodes and beats are excellent topics for exposi-
tion capable of being made highly interesting with the aid of
appropriate instruments.

Srutis indeed form a difficult branch of musicology. Theoretical
explanation however learned and profound ceases to convince
unless they are correlated with practical music. Classic writers
themselves do not appear to have expressed themselves with preci-
sion which is to be expected in dealing with a subject of much
controversy. Their treatises seem to lend colour to the view that
the twenty-two srutis are of equal intervals. Equal intervals are
utterly repugnant to the nature of Indian Music where every tone
should be harmonically related to the fundamental. The classic
experimental process of deriving the srutis is somewhat vague.
The authors of the experiment are content to say, for instance, that
the panchama of the chala-vina should be reduced by one sruti in
the first instance. This is really begging the question. The whole
preblem is to determine the srutis. There is, therefore, no meaning
in saying that a note be reduced by one sruti so that by four such
reductions the panchama of the chala-vina may coincide with the
madhyama of the dhruva-vina. The experiment should, therefore, be
conducted as guided by a sensitive ear. Each of the four reductions

has to be made until the nearest harmonic note is reached. The
experiment has to be interpreted and carried out acoustically
rather than by a rule of thumb, with the result that the tones
obtained will be the same as those derived by successive progressions
of the panchama and madhyama ratios. A teacher who would give
an exposition of srutis should possess a sound knowledge of
acoustics as well as proficiency in practical music good enough to
demonstrate the srutis either by voice or instrument. The srutis
should be illustrated in ragas.

11
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I.n t.eaching ragalakshanas the correlation of theory with
practice is even more important. The note content of the raga is
but the bare skeleton. The form of beauty rests upon characteristic
sancharas rich with gamakas which need expression with colourful
intonation. The piece taught in a particular raga has to be
analysed svara by svara, Such of the general lakshanas as apply
to the particular raga have to be described and related to the
relevant sancharas of the raga. Reference should be made to other
well-known compositions for study of similarities and differences
if any with satisfying explanation for the differences. The pre-
dominant rasa of the mode should be discussed first with reference
to its inherent quality and next in relation to the bhava of the
sahitya in the compositions of the great masters; for rasa
natural to a raga is subject to considerable modification into
different shades by appropriate pada prayogas. No teacher in a
music college can do justice to the subject of ragalakshana
unless he knows a large number of compositions in each of the
major modes. Further he should encourage and help the students
to write an appreciative essay on the bhava, raga and tala aspects of
each of the important compositions taught.

In the effective methods employed in teaching, the importance
of the Varna cannot be exaggerated. It is a type of prabandha
which is peculiar to Karnatic music. The musicians of northern
India are now becoming alive to its merits and are most anxious to
adopt it to their system. The varna is more than a combination of
lakshya and lakshana gita and is the most practical example of
both the aesthetic and technical aspects of the sancharas of raga
embellished by charm of rhythm and melody. Inaddition-to the
presentation of a most comprehensive picture of the raga, it serves
as the finest model for svara and pallavi singing. It is sometimes
spoken of as a technical piece serving only for exercise rather
than one tc? be enjoyed for its melodic beauty. I am afraid it is too
narrow a view to take. I have not known any composition more
surcharged with ragabhava than Viriboni of Adippier or Vanajakshi
of Gopala .Iyer: The technical quality does not in the least det-
ract from its high aesthetic appeal. The larger the number of
Varnas learr}t, the deeper would be the knowledge both practical
ar'ld theoretncal.' In a professional music college every pada or
ertana taught in the rakti ragas should be supplemented by a
varna. There is nothing like the varna to furnish an authoritative
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basis for ragalakshna and sanchara. The kirtana may change by
sangatis. The svaras of the varna are fixed unalterably.

The next subject of importance in teaching music is notation.
No system so far devised can give even a rough picture of the
melody. Subbarama Dikshitar’s system of symbols is perhaps the
most elaborate one. Yet even that system is inadequate to convey
the music. No song may directly be learnt from notation. One
reason for a certain deterioration of music noticeable at present is
the learning of songs from notation rather than from the guru. Still
it cannot be said that notation has no use whatever. Every song
properly learnt from a guru may be reduced to notation to serve as a
sort of memorandum to aid the memory. When a song has been
thoroughly mastered as taught by a teacher, a notational rendering
of it would ensure against its being forgotten altogether. A tape
or plate recording would be very satisfactory. Such a device for
pupils would be expensive. Notation is but a cheap though poor
substitute for records. If it is used only to refresh the memory it
may not be harmful.

Notation if it is to serve only the purpose I have indicated and
not to be used for learning music direct should be extremely simple.
Only the plain svaras with marks for time duration and sthayi
should be written down. The teacher rather than write the nota-
tion himself must induce the pupils to reduce to simple notation the
song that has been taught. Exercises of this kind, subject to correc-
tion by the teacher, would be beneficial in many ways to the pupils
particularly under the teacher’s training. It goes without saying that
the text of the song should be separately written or dictated. It
may be recalled on this occasion that Tyagaraja used to sing to
pairs or groups of disciples who would, after most careful listening,
master the pieces and reduce them to notation and after comparison
correct and rectify the notation which indeed was always extremely
simple. Compositions so rendered into notation have come
down to us and could be seen in the Walaja and Umayalpuram
manuscripts.

For inculcating talagana and svaragana, there is no better way
than varied exercises of the saptalankaras in trikala, with all the
varieties of eduppu and nadai. The classic methodology of
Purandraradas still remains unsurpassed. Exercises in thirty-five
alankaras which is but a jati variation of the suladisapta talas may
also be taught to great advantage. I bave known masters of
instrumental music keep up their daily practice of the alankaras.
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Though these alankaras are primarily in the Malavagaula raga they
may also be practised in certain other prasiddha melas, For
vocalists these afford excellent voice training.

In the development of ragagnana the teacher should select what
is really the core of the raga which usually centres round the
life-note and it should be well impressed upon the minds of the
pupils. The raga should be extended therefrom to develop so as
to include all possible sancharas. There is a definite system of raga
alapana which as laid down in sastras should be taught. When
ragagnana has been developed there will be ample scope for manur-
dharma. A musician is at his best in raga alapana in the
frecdom of spirit, breadth of imagination and power of improvisa-
tion. Teaching raga by set phrases is destructive of originality-
The teacher should provoke his pupils to make their own efforts.

Development of the creative talent of the pupils should be the main
aim of the teacher.

Pupils should be made to learn the perfect tuning of the
tambura. A great part of the success of a recital depends upon
the very accurate tuning. A well tuned tambura is in itself a feast
for the ear. It affords the best method of gaining srutignana.

Akara-sadhaka is proper only to the training in pre-collegiate
courses. Since the training is often found to be defective, it will
not be superfluous if it is imparted on correct lines even in college
courses. The deep-toned resonant Akara produced from the
lowest part of the vocal cavity such as is found in the word ‘law’
is the sine qua non of all good music. It should be extensively
employed in raga alapana except when thsre is break of phrase by
the use of syllables like fa, na and m. The use of any other vowel
or consonant would be grotesque in raga singing. In rendering

sahitya with vowel extension, the proper vowel alone should be used
and not any other word, syllable or vowel,

In the teaching of music there are several matters for which no
rule could be laid down. Themaster’s intuitive mind has to dis-
cover what exactly is the defect or trouble of the pupil and deal
with each case on its merits. Imagination and psychological in-
sight are neccessary for successful teaching. Group instruction and
individual attention Which are possible in modern institutions are
the only methods by which the gurukula system could be harmo-
nised with class teaching. When all has been said, it will be
recognised that in music the personality of the teacher transcends
methods, systems and institutions.

THE SCIENCE OF MUSIC

BY

Pror., Vissa Arpa Rao

1t is commendable that the Music Academy has organised at
this its 28th Conference a series of lectures on the varicus aspects of
the teaching of music at the elementary, secondary and higher stages.
The Academy has been successfully running the Teachers’ College
of Music for over twenty years. ) remember vividly the enthusiasm
of the Academy at the opening of the College for the improvement
of the theory and practice of Carnatic music.

We are now living in a highly modernised scientific age. There
is a wide awakening in the general public and traditional culture
and art are being re-established on firmer and rational basis. Every
one is interested in music and wants to understand the why of many
of its interesting aspects. This is exactly why the Academy has
been trying to educate the public in the physical aspects of music.
Twenty years back, a lantern-slide lecture on the flute—its history,
construction and theory—was organised by the Academy on the
opening day of the annual conference. It aroused great interest and
it was a good beginning. It could have been continued with great
benefit. Further the Academy had taken steps to include acoustics
in the syllabus of the course of studies in music prescribed for the
various exarainations. Acoustics is the science of sound and is
essential for the clearer grasp of the fundamentalis of music.

I have some experience in delivering a course of lectures to a
few of the baiches of the students of the Teachers’ College of Music
on the fundamentals of the science of music. I find from the
current syllabus that the course in acoustics has been recently cut
down. T am afraid that it is a step in the wrong direction. On the
other hand the course has to be widened so that students may
derive more benefit.

There are certain difficulties, no doubt, in the satisfactory
organisation of the teaching of the science of music. We have
to find, as in all the activities of life, proper persons for the teaching
and they are not easily available. Acoustics teaching is an innova-
tion introduced by the Academy and the Academy has therefore to
take steps to secure the proper teachers by giving them proper
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:;aell;)l}rllygs.icfr;)fmmzzzo:na; f())(pﬁneg]ce Ihfound that I was able to teach
‘ music anc andle the apparatus and de strate

the various principles involved. But, I found ;e
us : . , , that was not all.
;I;hc:} ia;éphcatxon of these .pr.mciples to subtleties of Carnati: ntmfsii:
lagkir s a very good t.rammg and knowledge in music which I was
mustnbg mt.1 A dlSCCl'an.g mgsician and an experimental physicist
e therefore combined in one. If such a person is on the staff
of the (?ollege I am quite sure that the scientific understanding of
the various aspects of our music will be broader and dee ergand
wonderful results can be achieved. A good scientific equi mZnt and
a laboratory to work in are the essential requisites for suci a set-up.
The' present equipment is very inadequate. To mention only
one important requirement, we want large-sized tuning forks tuned

ij).tt}ixe important srutis in an octave, at least twelve of them to start
nn.

I will now be a little more concrete in my treatment of the topic
and try to explain some fundamentals of the science of music.
Sounds that are pleasing to the ear are musical sounds. They have
three fundamental properties—amplitude, frequency and timbre.
Amplitute determines loudness, frequency determines pitch and
timbre determines the character of the sound. Let us consider the
vibrating string on the vina. The string vibrates in the form of a
spindle. The width of the spindle is maximum at the middle and
narrows down to zero towards the ends. The loudness depends on
the displacement of the string at the middle poiat from its undistur-
bed position and this displacement is called amplitude.

Further the string vibrates to and fro, 2 number of times
in every second.  If it vibrates say 100 times per second 100 is said
to be the frequency. As this frequency rises to 200, i.e., to twice
the original value it is said to rise through an octave or a sthayi.
The ear recognises in each octave a maximum number of 22 srutis or
pleasing notes. The relation or ratio of the frequency numbers
of these notes is called the interval. The best and the most pleasing
among the musical intervals are as we all know sa to salsato
higher sa | sa 1o pa | and sa to ma | . These can be pressed as
ratios or intervals thus—1:1]1:212:31 and 3 : 4 respectively.
It is significant that harmonious blending of two notes which
is a measure of the pleasing sensation is maximum in1: 1 called
complete unison and slowly goes down from 1:2 to 2:3 to
3:4. Ratios 4:5 and 5:6 are also pleasing intervals and
are called antara and sadharana gandharams. It may be added that
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among the ratios 6:717:818:9] and 9 : 10 | the last two only
called the major and minor tone are more often fouad in our music.
The existence of 7/6 and 8/7 intervals is denied by some but some
experimental investigations throw a doubt on such an assertion,

Leaving this point at that for the present I proceed to say what

timbre signifies.

A string can vibrate with the whole length as one piece forming

a large spindle. It can also vibrate in two parts with two spindles

each of half the length of the string and with no movement at the
middle of the string. In this case the frequency is doubled as the
vibrating length is halved. Similarly, the string can vibrate
in three or more equal segments and produce notes three or more
times the frequency of the first mode. The first note, the lowest in
frequency, is called the fundamental, and second, the octave, the
third, the twelfth, and so on—n. 2n, 3n etc. Further, it is
most interesting to note that a string or any other vibrating system
naturally vibrates in all these modes simultaneously, i.¢., as a whole
and in parts at the same time. If these different modes emit notes
hich are integral in value like 1, 2, 3, 4 etc., they are
because they harmonise with the fundamental and
among themselves, i.e., blend into one another very effectively. This
harmonic effect will decrease as the frequencies increase as indicated
already. It is this graded harmony that is indicated in the names
vadi, samvadi, anuvadi and vivadi, the last one indicating discor-

dance of beating or vivadam.

of frequencies W
called harmonics

Certain systems vibrate and give out notes of frequencies
n,, Ny, Na such that the intervals of successive notes with the
fundamental—-':f1 and :31 are not integral in value but fractions like
173, 679 etc. Such frequencies are called overtones or upper

partials and the preseace of such upper partials does not conduce to
harmony.

The great practical genius of the Indian musician can be
illustrated in this regard, Take the case of a circular uniformly
thick skin stretched equally in all directions. It emits, when
sounded, an inharmonious sound. But if the skin is suitably loaded
as we find in the tabla and mridangam, it emits harmonious notes of
the frequencies n, 21, 31, 4n and Sn which correspond to the lower
shadja, the middle shadja, the middle panchama, the tara shadja
and the tara antara gandhara. So, if a musical sound has a
good number of harmonic upper partials in it its musical value
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is great. It is said to be a rich note, rich in harmonics.  This rich-
ness determines the quality of the note, its character or timbre.
Individual voices have their characteristic timbre and are thus
identified or distinguished.

How this character or timbre is brought about in a musical
sound requires further examination. A string stretched between two
vertical rods fixed perpendicular to the ground does not emit
an audible sound. But if it is mounted on a sounding board as is
the case in a tambura, vina, etc., and sounded we hear a plea-
sant audible note. How did this happen ? The sounding board
which encloses a volume of air is set in motion by the vibrating
string and the sounding board vibrates in symphony and emits the
same note—which is much louder due to the largeness of its
size. The sounding board responds to a number of frequencies
which correspond to the frequencies which it will emit when sounded
by itself. So it will pick out from the complex note of the vibrating
string frequencies natural to it and makes them audible. So by
picking up and reinforcing only the harmonics of the vibrating
string leaving out its inharmonic frequencies the sound heard
is rendered richer or better in quality or timbre through the interven-
tion of the sounding board. This process is a complex phenomenon
and depends on various factors, the thickness of the wood, the
seasoning and age of the wood, the nature of the surface, the nature
of the wood itself and the form given to the resonating volume of
air, This applies with maximum effect to the violin and in
less degrees to the vina and tambura.

Again the correct adjustment of the jivali in a tambura and
vina has a similar significance in reinforcing the harmonic notes and
suppressing the inharmonic overtones. I am unable to put before
you all the details involved in these phenomena as it would
be possible only with the help of patient and accurate demons-
trations with appropriate apparatus.

I' will now illustrate this principle of sympathetic vibrations by
applying it to the human voice. The vocal chords vibrate and give
out complex notes with different fundamentals depending on
their tension and the forcing of the air through the slit between
them. As already stated this sound is inaudible by itself and it is
the sympathetic vibration of the cavities surrounding the vocal chords
that is responsible for the sound we hear. These are the wind pipes
stretching down to the diaphragm, the throat, the mouth, the nasal
cavity, etc. The low frequency notes are reinforced by the large
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volume of air in the wind pipe and the higher notes by the throat,
the mouth and the nasal cavities; the volume of these cavities is
being suitably adjusted by our effort. Three octaves is the maxi-
mum range of musical sounds, with different air cavities reinforcing
different sounds,

An example will make the point clzarsr. The lowest of the
sounds corresponds to 3 and, the middle frequencies are charac-
terised by the sound ii and the higher notes are illustrated by the
sound m, So this &, %, m among themselves, symbolise or
represent the range of musical sounds. 1 believe this is one
way of understanding the significance of the serried sound OM
akara ukara makara iti When OM is uttered the whole system
of cavities in the body and many physiological and psycho-
logical processes are set in action. In this way it is
possible  perhaps to conduct research to understand the
significance and efficiency of a number of sounds of this
category called Bijaksharas. But such a study can be effectively
made only with the help of costly and intricate equipment like
an oscillograph Such an equipment will help us to do research along
many lines — for example — the individuality of a swarain a raga,
how it changes in the same raga in arohana and avarohana,
in combination with different groups of swaras of the raga, in
gamakas, etc., these can be determined. Again the diﬂ'cfent varieties
of any swara, say antara gandbara 5/4 which are used in our ragas,
can be analysed and the secret of their individuality can be under-
stood. Further there is a particular method of uttering a particular
swara in any raga and it entails what is ordinarily called the
accompaniment of quatter tones or anuswaras. The nat.ure‘and
number of these anuswaras can be correctly and ob)ectlYely
estimated without any reference to subjective judgment. I have just
mentioned a few examples and there are more. Many more
very interesting features can be visualised by.vndwims find they can
have the benefit of the analysis of a scieniific anCStlga(.IOI’l to make
clear the mystic value of these subtle points of our music. Research
in this field has to be undertaken if the sphere of knowledge has to
be enlarged. The Music Academy, with the help and appreciation
of the Government, must take the lead. I hope that the manage-
ment of the Academy fully appreciates the importance of this line of
activity of understanding the physical signiﬁcanc.e of fnusic. Some-
time back it was resolved that a tape hr%’cordmg instrument be
bought and records of the fast dying tradition of music be made. 1|

12
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believe this is yet to be accomplished. Unless action follows
resolutions solemnly made progress will be impossible. I therefore
take this opportunity of requesting the Academy to enthuse itself in
the matter and take prompt action to buy the machine and make
records of classical and folk music.  Further the Academy has to
take steps to improve the acoustic curricula of the syllabus, to train
proper persons who can do justice to the teaching of the scientific
aspect of music and who can have the vision and capacity to solve
the mysteries of our music, to establish under the guidance of such
persons a respectable laboratory of research in Carnatic music. The
Academy can thus set an example to the music-loving world and keep
up its reputation as a pioneer in the all-round development
and improvement of Carnatic music. I am eagerly expecting to
see such a pioneering enterprise to take shape in Madras under the
auspices of our Academy.

TEACHING OF THE VIOLIN AND ITS SCIENCE

BY

Srr C. S, Avvar

The previous speakers in the series of talks, i.e., Vidvans and
teachers have dealt with this subject on ¢ Methods of teaching—
vocal and veena.’ Today my object is to present to you my
experience as a student (wr@msdsar) of violin, under the individual
tuition of the late Vidvan Sabhesa Ayyar. I have had no pupils.
Yet I propose to talk on the subject on the methods to be
adopted by the young student who should approach the art of
music in a scientific spirit and with an analytical mind,
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M wr@d Csrewrars Snr Carirs auflleswrs Qlas&b,

“The data which are embodied in fig. 38 enable us to
analyse the motion of the string into its constituent harmonics,
Helmholtz showed that the strengths of the various harmonics
must always be in the ratio of 1: 1. 1: % etc. whatever the
point at which the string is bowed.

“This assumes that the string is bowed in a direction which is
strictly at right angles to its length. Bowing in any other direc-
tion sets up longitudinal vibrations, and these make themselves
heard in the agonising squeaks and scratches which characterise
the efforts of the beginner,” This is the distress of a violinist
whose aim in art is high.

erarg 14,15 alg o Psd @S box, harmonium Gever
FuwgPa, G53mBew anfl sos WFlud G UTsNFHEG
et ssuu@fier A8s@gr efLiyew @TIT Qb eTerdar
FswPssrs Violin alewdn Qurl @sbarar® @@a’;&;é@errsir@r'r.
wep dogud, @Quer® @Quan® ssPedbré Gsrsg, oo
Qur@ibuy.¢ QsTar@r. o8 HINIUTESHar saran Big &
w8 pg. (Qis ALdursnd §parsesss CuarQuoer gy
wrer QFroaCaiqiry wHodw).



88 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vor, xxvi1

ps o eumapmsesssi9er (1908) Do @ gmsdmabd,
& pw & Gaenlorupd (Creri g Qsrereyr; 1)@ Hifls 61 67 o
smbBurHE& 55 a1 svary Fmg Deresdal B (arbBur ) yrat
a7 §Bs 1y 38 wSw), arf g gdQarer arérmi. @eye LITGID
aPuiey omg aurfds arorss apgweday, L9180 IugFdw
fib Jy.a s npéQararer grdgiBger. o oraw o0Bury
anwg 33. ST Fye oudgy &Hpilsrasw3icr. et
Qerovad@sr® 455 anf edauy mser erure Qe 393 per.

.g/%;urug W A5G ®IUGLGMSG 2 msend s Wy kg
ar®s@3 per,

(1) e¥edFwgear — &FBIG I T J T 1D
(2) swew mrgw  — Feuihirwl]
(3) mevgmram -— OMbeN Galaf

Notice the difference in the kakali Ni or the major 7th.
(4) ©6BCws or@aiwryg.
Please note the isolated Ni.

(5) wanor gy (Thulasi Dalamu) .9 syueevad,
Yo Aps, eriiurl® &5 pE0sToTE QI 5 Pt Famw S
7B Pmsa3umTRId T b 2 atravipaws 9053 HoT.

4 gramaafie, wrwr ivTeres Qaererid, FmEyTLy@TID
Comy, sdwrenl gremsefior gar®send o masofe vl
BT 181 561G, 9 QUBIG T A1 &8 1D Serid 505 yirgors anrd) 53 Gwib.
QREmEg owmsTyd orRAURI I yre  eEUmEST
BT WSS Qgfupbing &poysdsraror  Bousr@b.  1p 5600
svwTanr  gragser, (3pgy FHmEPsrew_ o 48s s
GTTEIEET G L_Q JTS G TN 105 8ra1 R, %55 evrBeu,
epegawl, Cursermsefiey yOwRsBsmd,  @maimaric
grar Fingering Technique @or a¥3sopmser Q gilwraimb,

Janvary 1922 sdisprusar airawrid Presidency College @a
Public 5 weoreye), eur@légibing Qrll i g.  .ysumd 51D
@@ pafaerod, o earé@id Gampalomrow, rNiigns B
@i QuLugrs @ ghwd Qasr@ gy o s,

QLwelss riblgs (pse Greavr@airImsefe ot
o0 Caorad Cs_BL o, gyrusid @ pg. wrwumsrerel Gaer
or g Fev avill 510 Lgafiovr HBrramr G0 “ wio” Ty QFT®
onb@urg wpsde 1wgPiwd CGuwr@raiser LEDpEs 9345
wr @ Bev Tar&wBurg ap gt LGB P3G ? HSHE0 LD
- Gomd, YD, & B THIP GFraw QaaT@d ora@ray
Qerereyr. SO srr & H555, HOH ITLGR yHFES
evaug mger (Unpronounced) saw & Ravwrive GsESr per orer g
war Gev G grer B gy

PARTS [ —IV] TEACHING OF THE VIOLIN AND ITS SCIENCE 89

G, ois ovalrmaofe B2%w53) Aps wpyud ? Psp
o Grolg 54ganb (scientific laws) o eorem ?mknov.vledg.c of PhyisxcE
@spg aerer eUGursiu@D 10T wg'mmr,a&,mgj.. Helm
hoitz«qg& L 5BST. BB g.0h av,g;irﬂu_?m) QarPssiiu_L_
Freqfxency ratios of Prolongable notes L9ar eugpior p :—

L %, 88553 55 % o &%, 2 being the octave
(Prolongable notes). Major chord, minor chor-da) LBFTS ) & %
QUG T OV & T IBIS ST @(Eé&@ﬁéﬂmﬁ?ﬂ ,@mwg)@r_rmrsm. umliger @ié
Bar parar, of Zwr ol @ .LJIﬂ@JIT:@LI\oLJﬂ'ID ST 1y olaT
Ggeor, @OBLrg § Vagpd § ovaIgptd Fdauseile) &1ewtauriD.
Sarva Bhowma & Janani respectively)_. QP 4 qua.rter tones
Go_Qaeflaser 3%, 33 38 & 83 Qus@psrs @ar/mv,@y@@\?rr,
@5 @o_Qaafiaar, Antara Gandhara (Svayambhu svara) &

Suddha Madhyama @@w55i0 @ @@mﬁm.w .@9; GOPES
@al. BTD  omwr wreral Gerartd QFreweds  GerBESh

Qurg aawiblds sragha Qerer g da’ Qarerri (i) aoT
s gioral) (39 s@3@mid? YT FGHD TaTET

10 ;rar@ p ratio gerg, AL@ evaigwrs QFTWGND HTD
CBurr@g Dam?;ug)ml_w,qf% Ii/ncharpa-,é_(@d) Quésh G sPw
Shadja &5 Huie @@&@(mg’/ 6T @T mytb c?,ﬂfu Ggymtu@,ﬁ; er T
erawanrid @ evagevgrerasdr tyde B pyewFewlw wer
s o HroU®s D, af gofov Fifwiren QL mgeflen  @aIsEDLILY-
Qeradds GaTHssS e ®!o.

9 p Andolika gan_laka{é;@@}r Aot s GG
LG g T me, gSEGFHurPu § gmFa QuiTgry eTer 1y
LEGID QDB LTS FTET. . o i

9 FD)E Oscillograph@la investigation Q& e rEer . Jrll'\.oauﬂ
wi, Aop GFas, EBE Harajd m'gr@u-amj,@ BagLs, Sus
Qslalg, EBE T S@HD u:ﬁwarrr.’@;;s@gs@r. CERS ‘@«Jgur.@m
s Guiew 001Gl urs sBabmsg 16-a19 LUTE S8 DG | Wiﬂ
Qaroed Doy, 0P Z TV Sh.adja&-Pa.nchama ,&rSQ.U_GU
10-a1 g Lmaﬁ@ﬁ@/ég 8-qugs LITEID WDIUIR YWFQ] 6T6T P
e gl i o raror o

isaka Nishada I, Panchama &85 owgrers&lew
&Imsgzzg,KgLS:dji ,ﬁf”i,@‘ﬁg’ Kon}ala Sa.dar'ina .Gandhara%
BB cvagIoTE Ananc}a Bhai_raviv@_ev gqsofgiﬁm@ro. .@%ég,-m'frw
Qgrig &THSTT GURITID Shadja gw@uui?fv_ gl Lt@edass s
Nag UG amguie IDFITE 8] Gwor ﬁm.uszTLég/t_. ,3{5,;—@?,
1 erar/m quartertone @mmﬁuﬂ@.@mg]: gb Zlb@ep.lm? minor
7th & Septimal minor 3rd er&r guib Physicists s py@mpraar.

. —_ ! -
Qg wr@d Prati - madhyama region-e  aTarp SepElma
Sub ﬁ;fr 5th@(or 4th’ Sharp) &Tav&p. G ATFNUS



90 THE JOURNAL OF THE MADRAS MUSIC acapEMY  [VOL. XXVI

aawg Fmoifiureie resonance-o@ wrmé;u@@ X qggw”é}
urs & Gama ka Svaram seflor rescarch‘,.g;ieffr;@;(@mmr{a Jolu2) -8
eror ¢ Att and technique of Violin Play ", Four Finger
Technique-ggrr Lm0 &Tap ;@L_L?@‘@@G?m@r, Janta swaram, Nokku,
Sphuritam )5 & technique-av BOTHS e u@RE g & O g 67T
e @& T&T ., . ‘

Atana, Dhanyasi, Kanada, Aflanda Bhairz}vi BT @Ur;@lgjfg
Qurg, S0 U 6T p oay iFeficy @;ssm?wrr?;;ai @{@rﬁzs,@@&@fﬂ.
cror avmpuie s Suddha Madhyama y e 51 afle wrer physics
L 55 &7 Sl § 75 3 10 3 1 5 G0 Airemrind o pu g
eror g BEwaB3par, @iz ofeiymsdr 0w, Four‘Fmge_r
Technique Hyorflwnd, oy Tra'dmona! met}‘iodf%g, Dops 5570
STOT FIDHEBET LT T HST afuder M 5 Bd $ib-

& 550G GfU!T;JNEth . ‘%N’G’!’T(;) @Tevad BevBuws {ﬁ“fém G@’G?&T@{b @J,?-
sty Buewr® arnafe ourgsn Qedw Guelr@od. ol
@ufr@@;gﬂ@h’ sran & &LB alyGH@n.

s GTROFIT QLTI FToTd UG oubag SesFlub
eg. late Govindaswami Pillai, Dwaram Venkataswamy Naidy
T T G S PRTED,

The acme of perfection is to produce the human intonation
on the violin without detriment of its pure tone. The teaching
methods should be such that the repertoire of the violinists should
be ever increasing, without sitting at the feet of the master, The
means for self-instruction should be made available by writing
down the notation of kritis with the gamaka signs introduced by
Subbarama Dikshitar, The students should be taught the exact
meaning and the actual extent of the gamakas so that all classical

pieces could be available for the benefit of the instrumentalists,
Science is & great help in the understanding of art, and so
research work in the scientific manner has yet to be undertaken

i a large measure 10 comserve our art, Ragas Surwti and
1 » [ e - ’rb -
Madhyamavatt it A g5 wpigs@G por,

yprus Syl Clbamaithsr Jratussr
A C. grggeQars Gaflgr, & gibugib,

(1) s8s sefe, ddjurasear Qarafi@sFurd, (o
ayfaofie, spue ¢5Gule®, aoiere st e.Gas Goiaury
sar. s Puw el sdss i $E80 Qup@péd Fme
&b, GgisoggaraodadQué Qodiaignb, o Ggmasw giaer
adorufid, ST WEILBESS Ay uwignd srewBowrd, B4 sevaw
BTEHF®FIW  syipTue 1w FRE)ETUSL-L BTSSP ape
il wfouRsSew  BsE Bpig  wrrdswomd.  sbepen_y
SPGB sraarGyaiias 2 ews arpimaluomid evtbenry s
gﬁ%grf@ ﬁLﬁ}éﬁ&;L:lUL:.@f? @i 2y entoud @y ey Q?Jrffhégﬂﬁ@é;@sér/y
PUHUST GTATED 55 Boi-& (pHLULAD) HFFMEUsTND ] gy 5
SOUGRp worde Sad seraelw SEriemen b, sa m
s&wuh, WPLE BFEF5FDe @ @B GOLTOeTerL g B
awrid. Guogub sremi Qediuei ¢u 8, ow, srer$3sr®, avesy
T gt UESST T ity LrBEOUTpg Ler B rar g #Cu
dssoe awiLBBpg. WC@OUSSETY  SLoSrue gy
OFF S5 e8I,

(2) Bmwre 0 srewgPe srogepefom b D& reer g
g “srapd aevrd eugarGL. s Cur e sCGus 2 Qauar 116
LEST WHT srus B 51 BeyLmid srr s, o gresgs “67 67 gy
Qoo wror arger g §Bar, QurBseyaw SD0h L &
HCer prey ww@dseiato; aorg uwdsr ehg 2. & B3
o ar g @@,@fﬁrﬁ@%}fr u?@@@/}&@m:f eI td srar whs
@3 par”. @iy s Qerarar SwGe Gibow, wyen @ e
19 DD STF W (L. TS FES p gy srorBin,

.(3) OF Gxun?f&?ggfm,e; mio g EHTBEmraar, evgra
d@w@’wm‘@iﬁnm Gurer p eviRwredseyt, & Fuevowrsriyy
@b, @aRpIT Rl FLOUTFFTOLTTSENRD, Bwrey ovrgeTinrsd
g travor (3 sLadTL uTg 558538, me{ﬂ 2G5t Bur i o5 owr
o Gupperr. Qeweigms  Cumiusrannrd o] GRT FENF
wae wg shoouceamg a@sr urdw wEgFre Cgehreiig &
100 asmosepboerar el sBmis  Wins  Burarre
evaridger @ s0us aurg@owsryiser b g emr aflray 4 HDeyev
Y Sgudi Qar® g g orer i sev . “eurcllsing ev micws arer
aarp Bursyr® 2rssonsHe Qsrérering  ewrnQa EEIy
Qeraa LG p o.aw o fuTeT e S ESEmE seTE alerd
Bé sr B8 py B0 Frevid. aurioBare 5 Fer evass daer a9 ih:
s@ep D, Sy g, Al Gund, B Euud, &y g i, 106 g

rY P . » . >y - - s . .
gib, yPevauriend, C@gmgd, meerd, ey sih, I @l #1b,



92 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. xxvI

GIDLIY GV Y GRT 1D, Yoitt USTN g @T@.  f AT, 4 e Qe augerlar
evalgevgTermaser 12w wrh.  yrelg D grerer Quiwfseyd
@QOCuraps angm@aigpd  Cuwraend  yguley SETL_QUIT QY
@F G m, 41D,

wper QUi geir @CQuirap g o-eirar Quwirger
apL_gid ) @PLgRID
% 5% Mepuid i % 4% fopuid
@f (5 g MapLID i & 51F @ & flapLid
GG GTEHTOD & GUIT &GITJ T & T15 FTIID
O3 T 5 & ST HTY 1D % B S ST5GTI D
& 5 LD FUNLID in & 4% 1D, WIDID
@f i & wHLNID 0 Gy @ wgunotb
LIGHFIDID L LEHFIDID
i G5 Fan G FID & G HT WG HID
@l 00 G4 ) G HID 5 THIFUG D D FaIgD
% G % BleT SIb i 5618 Hegr gD
&b gy g5 Beayrmb I &r&6d HapT$ID

() Wws Purayrey sardsar uimnSuw @i o mioT
Bgmy. apsew seowrefamyul yiarar 32 & 51y TSTISEN. QD
DGHT  RETWITEEEGEH @i FomT 800 us5g5s wumuierss
Q gfger per.

(5) Gamis_108 QT H T FG .&/,@&L'Ju.@réi,anjul.'_.z__fm czr'r.,:z',‘as.n'
pramgel b ST gmeTw Jramsel b 3Q &g germiser
Buragirg; avardsar Quip SIBLUBTE HOVGS rdords g
Q gifw @ p.3 warilaer 32 G HET I TEE rfm‘?,«; I.lb 2] ST GG (LI
gfrg,,gﬂ,mﬁ sub o 800 Qf'mj,‘g;@r«'évemﬁr. QTW,@@UL}@@Q/QI@J
greonrug3ure Cormgt 1.8 S BITHET T 6V g/@aLuL_J@g,,.ﬁuul_L_ 40
ST BT e 18R QD 3 SO QAT J T 51561 QD o &F 800 2rg

r@@flb:lc’E«’ﬂ'T &/Tbmféic%_L_lT@? ‘9/5(5 40 &;ﬁ'rﬂ'jrﬁﬂ' ﬂ'fTé,El"b:li&'GIﬂG{)
G B plioL @ ar 30 Riggermsapd QUAUTWLS, 32 sTSST

) ety s o GG UTC-OUL® I8 D3I o7 STUH WTIGD 55
afeuid. 2%
oT AT BT 58T
Qunig.Cg5 erer

ow srisofwTad gnb, (sue Gul grerar Ss@iory
R &Gl ww Sar@ellurs gnd @edafiud
s ar (1 rer BT T D BTG BT W FMESIILY T G5 b
/010 - LI . . - ; . .
LTt @iChal g WP Y5 efapuil. A ps Fardser «@‘Uﬂ’
ﬁ:u” B pre0ry QurisTrd G750 5HF Hev L6 555 Doy
. 9 .7)(,7')1' b Gl LoV 5SS D0 Fy5yCfuT Gaer b, orisg
g)u-u_ﬁgs : R RrislardnF Ao yoavgas e F55seTWrE
- « . . . . -
By gyéw 'Lm‘qmap’i;,@w oGy a9 s Hiflar STOT D LoV 55
esrmurj@u oy &,r@{,r@?},’@tb. Qara? Gib or Ling. sourlser Quip g
T -leg& Do (U4 LT3 air, A Bre 40 FTHT J THBSST Bl
; Freow (U . . .. AP
%”Jl{c 412 G DTS raimAsar 30 i jgormear @uim @ yer p
I)k,l)jﬁln) 2D L h 3 P . . "-um_
SerassB T 1 yai s AT 5 DU B@aSS

ryeTieTs  uarevu Pud @rorar  uflwravsomiomL.

PARTS I-IV] (WIS S oo ® Bwersdda5m 51 miger 98

(6) 800 aipagmaensgurer Sgrerduw srrmsGgar orer
vt oG g gy aiid A p e QuadSudnd@mr. .y e
FawrGirgus @ 13ssyawmin, Wy rGuTwnd, §irseldwargur
wid, (Fg&r@yGwrwib, 195055 TSWTWD, STETTHUTLD, OITS
Bwrgwmind, 57855 durub, Qapse 4355 elepwmadn 5
Cgiala@mr. P 1wgns, m6F3sday GyBwrss e
Qghaliugre g :(—

£\ 0o 0 i | (RS o1 a&mlailaa gl:&l{atﬁ"éﬂn |

Qe@Bo ueraliyamr® oy apifFlwser STHT T LG
L)@ Dyl

o SavsHY TcRae: |
[y .
Bt wgT: Ry 9 e )
[ oSS -~
oty A8¥siq s saa g —
TENMTATORFE A A" o
& TRRERTE A fage &g )
FEfimIiRHBATRT Y O T A R AR |
dme Rt goafa —
RARSIET 9Aa Teh: 3716: 9ITET =9: |
A3 FASH T AFGT qw |
Fremme st argd erma |
[
FIRA T AT e FREnon |
N
T TEFIATRITI TFHA: |
T dd FIEINNG A7 TRET AETRaE i feaarey
TR W |
A FEATRETA JEGHNWE: TF IS99 |
o
T FEFIEIOm: |
AR, A R
Qoer spHarag oer, Coay, srivie, Qaaer aper g
CVOUI BE@YHGS ETIEIL.  Swayeler esmper ggs G s
a?a,@/u_g,/ D QsITs FO5GSTR G106 arinraayb, ’ “g/fg“é;
IDTEA1D, D.GTL_Thd i)y LTNAQIaT®, avoty Geabamns
apdr y  evgrudsefl yud 5y euBww L Bhwmisends, IDéﬁjﬂ'lD/Ta;Q/lZ)
VT STOTIOTES FUN G5 TAILIDGS O Brals® p gy, ,9/,@&,
IoTeT 5T @y Gois @mewrg. 510 51600 ofFairaiay—
wafour QgiallugTtaigy @ argaonss 4 afdad Gl W D,
FGE5E Fulg LI GNOTHT VRN Bres, a7 LIT60 J 6o B 6T GO L1 g
13



94 THE JOURNAL OF THE MADRAS MUSIC AcAbEMY  [VoL. xxvi

() @gbur sevevs éﬂ‘/'ﬁ@i,@@"«) G afialiin gra g
qgT R SR ATRIAETTTS Y-

A e Fagai ST, R aEEe |
TRE: YT FATGL NG @ -

IARATIAIT FAWY: FHARET ST, |

@Qig F8arssHer SBSHTOIG,  (I5108T BL_yTRapTs P
uior, Liops  eeduledn by QT LGN /500 TU[IR, & & Esmar T
b, A&TY GO H P15 % JIEOT 41D, Lier el y qwor (B 67'1)@111‘@
aarrss Gslalu@Spgd, wrwusTserTyeTer @)F &ym
se6H, USPalserrs  ge@unsg 22 &0 Haer, eaedgd (G
% aBarr® Huwiora  gdLbgHEBarr 903U pQETES
BLgTRT BddWS STUIUT DD Saar GQuar o O grels® p g

(B8 @ UgsId) G afLigib,

1) olgsr — e
(2) dourag ——

(8) srisT {

(4) ew~dsur ifl
(6) Qs

@ Bos0s { o
(7) 2 &y —_— &
(8) ebawrd {

9) Araid { &
(10) Fyr ——
(11) ewrduevanr

(12) priH {

(13) &iy® 10
(14) 1orefaf ce—
(15) suer

(16) wurer {

(17 sFresgerr %
(18) &srisr ’
(19) ai@elaf { &
(20) anBFSwrerivadal . 9
(21) efevrdent

(22) lJpaworr { o) .

BITEITR  QUDPLIULL WERS 10a1i 55D 0 5lads@ 0
$@'@$Qﬁ@r Guwigsr GioGe ﬂ@,@ﬂ@ﬁlulﬂ)’@lr,*
®8) #m8sy5@mas 550 Cir HBararira s 551l L o s
@@ﬁ@ﬂr @glﬂ@?uugna}r@: s
AseR vt AR |
[a¥ . :
TR AR | T ey i |

e

*@5 Bro0S 0 aeomtes 24 FBact 11 g i Benper, Lt

ARTS 1-1V] UIUG Dress® Biver &g Smr 7 rsmiser 95

ol a98sapmser ruaror 7y msor T8 yomishss ) TR T
WSV WATHmISANGT DI DG Y ehAsEE QFLG pgnd & Faurer
sorre ySUIUBB pgorery srEh. Qs@HBelu ‘yrs:’
orer p GFreeder s uwr Hevmsewiuy. 32 &rEr yrasisar
STET 2T (R T 1 BB gl
¢¥) rs@srsPe:
R PN SArArTE: |
TR CRATE TR I g: |
TEFRTAATEY et i
AR A AT S |
Y
TRATAIA QRS TFANLIC |
GEREY AARTas masEot: |
fastaaEr @0 endy smfqzaTEaTETE: |
@ TR AGHARES & T |
@ser  Qurgar-gnsrisQuer e %8y Tanar- Gy ranawr
VLI FOVRIL TS IT 1L, e LITESGIDS (R &I SST TS G FHar
QST J TFHISeM6) Tl VeI SeaITIne @)r5LIL S, LITQy T B
JraEGbeT (e Tt SWES UGG,  JIEITETRE
Quarp grle 32 sTGBTITSmAGreT g QuImer g
@pg. ghovgridsed gud, HE@WraVILTSL LT ayb  eviblly
STUNDTEL LTI QUK SID, QITG BISET, JTEMISST Vol BIEer
apary sromsefc rdésromfmssBoarr®, Gl ssmiqu 1béa
@&5 Ciorapgs 2 T BT T d R g aIsaT 6T g Qghaisd
Spg. Qugnb
FATRARATR R, s o oo
wfimsrer vz QiR aga A |
FAIHATSAT WETIEAT TR 7 qgar ferd |
TEgATEAl @ | A9 gEhenhaaneeran
FACTRAGETIRT T (TR |

Qs aurswmselldGig &4 nser DG sV Biser
12 eraruiemn g5 @gMalsS p gl

(10) Qgiouy ssovw s55655 50 QgMediiigrarg :
AATEAERAT T e 8 |
it ot fsramr avvm o) B ATETMY: |

Qs SBISSTO i— (50T BLITRIS inms e

955! @)@t_./éas,q}‘@d) @pL_ gD (l)?'ﬁ@.) ml, &, 1o, 9 ny Bu1g disemid,
1D sE S B uesFws He G grer Ju &,@8,ule T g1 Gug is@nD,



96 :
THE JOURNAL OF THE MADRAS MUstQ aeapemy  [Vor. xxvi

BT LI 1 ey S T I . ,
i ® s sz d i QgD py. 195 4m7
mmé“@@%@’@éTU{@flﬁ \,%.ﬁsfrj) m?@)y(ﬁ: @?J:(er,?‘)‘j)aa]tg, ‘%lgln‘.”j 100
®oIgy f&r VETDB@Ea D gy ib s gy BT 0T
vl PO G D Fupd Sty 53 a10misn0 o 5o Gt st
G AAUD (LS rieg ey sy sz el B Jus Q‘/ﬁﬂr"b;p,mrm g Ging
FIowowr & Yt Pk AL Nk 7
kil J(z’:’_sum,as Smar .y S, PN gy
SETITE Y Heir L}@Sm‘é}@ﬁ& N - 1 M B A
o oo pBR B ar. 196 JiAgaa)l By gon Brirer el
S EL IO 5%? S e FG®E op_miowsis Tol gigl
Qgim;(',,’g fa *5.‘ B Lﬁf?«,df;éﬁ.frw OF i@ s hope norals Beisib,
\.) ] ?’U,ﬁ@(ﬁ, @?’L"’(%NDIT&;LJ LT i . N . B
WS 1Y G576 eFicn 4 (O A BT 1@ T ih D
Q%L:.g}m;rg,lj ’U,TQQ i, (&55'55)‘%3@);%'11) @rraih, @G?,j,@;@@)g@,ﬁ'g;nm‘@
G g ,&(.j:f HEBGU Gy sGmgis (Sig 4 mre ads
18T Lral g g5t e W& @i SEB GG DMLY
B Hogrsd (Siéﬁ‘w‘ﬁ“ HETES gt g Ggrey i
Lare g g ‘;'f,ﬁ}f.}?“lcl :a.' Q%@#{ fﬁi@},rr,@;,ésm‘a AL EUETELL
e Md(ﬁﬁd,ﬂﬁw%'igg;ﬁmﬁu, 31y & gre @i g 10 Gutpth
LIGRFI0E 2 G1s ﬁzggﬁgé)r;; il ST Laal G gy oy E A
L gBIDT L) ured g g "ﬁ'ﬁ-ﬂ?m{‘fm Cusib, & 44 o)L o) &
Do b Quizh, ;5{ HI DL Hessogangs 19y garer 569
o 3 . .ﬁﬁ@?ﬁ@ngg;mg i siprad A .
S vErFFm g 139 & girow e SNOTEI L LT GG B
. . r B T 2y p ot % &
EVBGNI SDF WL g Cred e BTEFTND Gryzip, FEE
15195 gy S G & Bogr g G?u; 55 ASNG LEEFID ST S
Y, uraf g g ngﬂsg& g m a;f;g ré?@;,fr;y;,é;am;g; @ fn
Gagib, % FEDGUND G 35 éSL PADE TG 570 G g 10 Guntd
B H1 Lg’«‘}v'i;i‘ﬁﬂé.vﬂ ‘\‘%,@3&?6‘\'} b??i\‘i(fgu U;);G)?(Gjéﬁj, ,_pfrg;{ff)\,p)f; u@(}?
M . H £ \b'f 55 g x 5
Guosd op gt Beymip §a'>rmm§,"&;fd& J RO B BT BB
u@ﬁwm@ﬂ}@. a;,gwg U@fm}» ® ,5@1”(@517,«5,5 ST G LEDUS
* 36 : 4 . M *
IPTIOGI v gyin_ g4 o P FIa 5wy g, ETESY
v . . . . g o . - .
FEABEN RE gD iy & 4p, 3&7},13@6””’5"“7’, il -1 0 - DR
. : ) d - . . .
(I &0 (Shorane_Rey par é;qla;ﬂ@@} I G ey Mg e a2 B
g dsser Borarop gy, <7 Yurs 4 Quirsedar G

11, I EDET 5Dty «
TR R iy
o R
ARy sl i
ERRITAAN My im
AT AN Reaw |

L 5T 1L 734G 3 . .. . .
2 L AFSTG UL XSS Gty w1 Gyoug sy omF G P
Pom s Hitd, BT L-F @ﬂg@iygjm =] . N Ndesa at
UL B itC, BT, o ' ”‘f"&’“‘\?(ﬁ;rygfmn, B HALLIDI G
gromb QUMD FHBIEDUSE 6 Gy g Qadala® py, wrs

« . L

13

Weairs e BEST 2 Burc Qg
o o
agmm&ﬁ e a= A 3{;3%; i
qrye At g BRI AT T |

parTs V) oo g Bren® Biaral 57 5rsmaer 97

w0 FiDysFe 12 garmser QuiRev por. ywemal
upi g 12 oy paalader & STHr sTapLILG % Brh, b Gvais g
Gap_wir g areviig MEFuUnor® mar,

Bef atr(Burgi ©m Flars s T aponrs sSro, 2wy

amib
a wiw B A 7 3R Ba |
q A Far W e [ i

@‘@6737' Guamenrraig ,E;fﬁgzﬁ?@lwrrmé) @f&Lﬁ@‘)&m BTGl ug
06y ewarg e, BT ES0ra0 Fradadn, 2asEBio i sirwnr
yerargl, gmawrle srgdsors & avenGiedry Qo
s st 35 Qop RTiny veavry BadhGrd, 2
80 Gprory Gsri® @ty wmp wsrgieier ofgarer
send FABurtger ar 39,5@”@;&@10 LG Fagefauray aer
s1m8 gpgedu yramaald Fosar &w&r&zef»@mm@v ETE, qUaI i
a@ph UGhE &TH  mOLagnld  HNEUTBTSC LTy 6T Fr
@a wmgdda Gk,

12, rieper Swrdunen B¢ swddsrsr  Qgiafliu

Sradl
quy BeAzanad s vy damey
Rrcfmacaiirsan Tl
FOiRTaTETer 4 wal aRgay-
frefx agqREETET @ Sl
AZARGHARIEA, 759 |

Bgar QU s gpd s TR G F z;zhamf,f?mmir, ATCET Qa5
o epatairseydy LGS o Jaarg Qe on Comyib
(@6{; g,@g,‘sr@@vmﬁxsg Lﬂ(g,{nlx; & LTG0 S5 ‘7'1!/@2’)?3(5
Ppiari. oepz  Srefeoiss #5840 i w i ind
; g T suTEEds pafir eawin@ Gawry o em &

paurenfare suransgis 2T
e ST SUTEEIEGST GTOMID BFL BN

19, srefl gTET Govseavbua Z G

2 TERTEAE FE TS Gt dm L
Smﬂaaigi ﬂ@éfﬁ_ﬂ'ﬁ%’ga'ﬂ %\lﬂl =] PR b
agz 1 FIOE TNE " X Wk Hﬁﬁﬁ%’
a7 o A A Far SR T mm;:-rmmim
M W ag g @S gﬁ” E '

o AR |

Sy ar (P
LoITL. SIS

@ amfoP i mres gy .



98 THE JOURNAL OF THE MADRAS MUSIC ACADEMY ([VoL. xxvi

WY PIY TEY A AT i W AW Sweg

GUEIANY W T GAfR @A &Ra e oy
Geg: TLE 3T )
T STy SETR v vElgiorer PAmuila L@ p 12
ovaly ol wrer Cemrdg wreab (D GY1DTSRfD 2 6 on Q) gerTL
@ FU[ID, Y F VY TIGer TV F PUGB D 32 J & BISET U 1b, Fater
s g Pev Yoolls g 32 @Lirew 10T %uEeT GTETD QF i ger.

14 fgibuy ﬂemivw@uzég,{és’@eb | BTBS T L Budch
BESTD YGurwio GFiati® poy, Eis srawd ef Flars s
ST BTy - S WedrD,

TRR FEFFAN AT e W K-
PERASTATaRC T et 3 |
[y . N LN
FatFRRaaAve @ntia: wiameRt
Cn .
TYN AT AIEATwg F24Arat 3a: |

@in ¢8ers g Ber auimamBus Guhn Su 1 BIDLICHID
1.3123 IEID.Lj/ﬂ,@ZDQpWGYT wBarsmser 14 arg wbLifl @y e o
W3rs GGG LIy Pedi®pg. ey Elouer, gL g Py
el g 32 suremaend 32 63 giorisd srerid CF g5 5Qerer m
G@:mmﬁm)z__wxfer,;ﬁ & TesT LILIDRS p 5. Quo.gnb ST L 5 Pev
1% Gifi G g% Gameirer Beuanrig.us evaspenrid 32 5167 L 4 “Y1g-
ud m s od FBonrs g e 56T 4 GWT J Qi1 D,

15, wasray  mrorBarubessHe (varsBg, sFmgy
ouib o) yrwmd, 2 U35 a@wBL, by SwrgardwrGuw) G g
efCiugrargy ¢ aafarwmd. syQuir AT 5F Gars 50w -
gourgiing g, son_Ca3s . Oy F3wad srowQur : & apL_’
Qa@Ba aame gPa gnds Bowry war 32 ST 26T a7 @i
srer g Quirmer S g8 myy.

16.  Quarersyran ureapur arggreirer 2070y Panb
sauraar sorr 800 aimerfisendy aper © SR LTRIGH oy g
ond” or@rp @y BHGDEG FpmT 350 5 Beurs mIGefich o p Dy ;
Qg Fang Qpaid sTavuUBRRHI By HDD ey Bewraid
Qgflatiiugreay :

. ~ (and 0
frai afigamm: s=rcfasgaroren: gl
TFATFAR et AFAERTT aa AR |
IRATER FREaIERTATRE v
TN N | @z 36k § sigaenr wsew )
‘amraeeq T w0 arorp ary a4 518w 18 g51d Qaramr®,
61 61@ H1b ey g Sr mrenrud i O g ay Gy ibiprail_ih BTy ST

pARTS 1-1v] PUUSDaar® Cloarsir§sT § r&mgGer 99

Bailimi; Cibior Qghal fgsTeigl, Fany GaDy b Gunorer
Fgibuy 5P Sums mL_pirgy apirg Sou av3gTSGrb Qe
oor si8gamb Gwb T . SIS MG UL 8 g1dLgib
wig awBgrgon Qedgrr (SwpPererer FGarsULg ),
12 ewapih GT@rUDE DGWTTHG BTI ST f@ sTouth er
wou' e Ges8s urgsmg ugdses por, Ty F3red O il
&% gl

17, @fweér sLprgr savigHw &mﬁér@(rjd@m Ly
sure 1om%v 32 qpsmisar QaTesr @,a;@jr%mnfﬁ @cied wralmib
Qeflbg Qarararewrd. T&STESS BD o DL '.,wrrz?@'/ml_?
wrmptd @ I S6@D  2ar@iaTUd g WIUED 2 orear &
B> Qsrarar Sy gt

“erLQurmer or ggaranin s wrud b hgyt.'/@um@;@ir @iodscs
Qurger srariis sy, (frdﬂur@dr: & 5 ST g W& TRg e
QD LIPS DS &TGRT G?@J@/lb. 40 asrgHsT U TS BISEh% S 1_000 QUK
QP BISEGSHE PO cgbgrrﬂmisgdr Qav_wir, Gz'asasnw‘gs,@;@uo Y it 1
wgBHnHD wEpLSHHGID Qurss Suimiin e grer el
FwBFh, YT Y (LB QO 4y eI fﬁ&xg,@g] B ST 32 & g
STl gl Jrsmiadar Umg. aha Hid 2.w& (10555 afapund.

18. gmomorgwr 1550 QGgrar Buiair. Qar  evag
Guar sawr #Fuie COsfallugre g :—

e agun e ST Swiy F oy |

YaBy wper smB S FTavS I mEoT I VBRI IS G Py e
u@@p COgarumagg Qghais&u.

19. 160080 d6r ypsrar_ g gnrs LLLITGY (D@DT I TgyT
CRGT (&I T Y TET a8 QUIg TEG LJLTOIDEDT) TERT ST B Ha1s gl .
i @B FVTR, VST @l ST s G?Gurs/maz___w@
gaifgafib hser sub g s1580 Cuefud. Gaew e gy
prgr S glalg T qga/mr'r. F JIT S BT 14 uu‘&m@a?)¢§ &7
sréw Qaefudl cri.  gour sisrigworar 32 &rsroaE
Qaraw® 1$H ergiwgsre M s & wigeror guafaow
gy gSudlulovwTs BTET 5 G?uu:/mu'as &/DL‘?r&?éI)/ 40 GGG
prefisshr o pUGSSDT. DS Fi STQID UMY TG
& GuUTTH@GID oT G FIUGaN Qb ApeT 2y STQFGIL-GT @i o1 1
S@pD AT MEEHD JTSRSEYD LGsT i®ssSarr® urgw
srsa O ghfiwaie. @@g'gx me/p.@z_'/u_w‘mf@%u BTST @(@fsg
wn@py. Qis 0 srgsT sramaer nL./r{;Gr@. FTHTWG D55
ST Qo153 D&TS AT:10650 3T 1 @ar/r.svwm?@uumg' @I[I'V.JLJL?—
wrr Pepw l_lﬂ’lbLJiJ)JGZD.UJJ G)’ar/rs,?’ FILIITID ,@Jmpém.,ga/g/mm
rpPu  owk@g oubysrw Ly grERl  QLiais@er p .
Qarmst_10® ourger Gghfafiu sraly

“« g i aenea FeraArsy wETR



100 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vor. xxv1

@i ATIUEETY BT & p9 55 Binar 524 S g g
WP BSOS FSUT Fu_ Gaf & BTG tbﬁf$w7@,$631u,¢5r;:\’8a)
Carmr @ 5035 smusGorer gy Caf®puy. &g, per
srgoficy du %5 LG FIoib, Ydu) 5 LGS FI0D, T gy @)y or® Qg
Sy, Fu)% UEHFI0 Gt mped BUpatw L1GsFioih ‘
97 & 1bgwins B uenri_ b Sounfudey < ¢ » e e g g
S Uy e 12 ST 55T 0fL )37 1 36 ST S ST TS mse
FPF5OTRD Y. H5 108 a7 557 973 mE 9 TS Doy,
uspFioie GFisg 36 argsrsrasiiafe N
APANNTES  GTOTTID, @) malser 58 «93s
855G urLand gQgaa GWYWT Gy,

T o QuiTayerr.

B b Fu| g
ITaGms gay
B FTA 0 Sar

eu  if B

~*rp . . N . .
20 FBauzk, 2z yoh 50 Ha, Qafabi) ) 5re)y -

Qan GHifws F50 gz UBS 5 Qsiiadse
B s 30 Do wrg. 12 ATEET Bip
WO % b, 12 avarg Buigmarra b &ap
SR mEeT BGG, 12 YIRS T gyen

P& s g4y 4
BT R san g
5wy ser oy

; e s @587 1) % paj
QUTIDIFFG’ST;EE),{}; 0 a & B o ST 7y @%fﬁ”ﬁa:@ .

~ . ~ = ‘ * /Dgﬂ @oﬁ)ﬁj Q?L__
DR IY FTGT YT 8 5T,

W IR A /R IXY |ETH gy RLUCE R Py
afaeRd | a na RRe wwam g (o, 7. 1.164.3)
FTEWME A 13 AR 99 5 TR | (164. 11) .

RERECCEOIECEIoE P ST wfremi aw aufyh
A anarfc NAARASRILIN G 7.5 ([ETa e FREANY; ;:;Ia.
qAR T | HART A emearne S o
T FAMAE AZAA ITH o 796 o T 1Y g 3;,
Ta T W ARrwenrafonm qi Fredt ag BRI 31 ~m_
AR AT a R

PARTS 1~WV] g @reaw® Cuersrssr P raysdsr 101

Beer sépid 88 aramgwini g.wlfen sff srews.

..,.-ﬂ:- 'LJ f uﬁﬁﬁ(ﬁfﬂﬁ ~
{t- GT& PLIY. 3 FGT GoU LD

wdeswugh ¢
MaewugBs
S0 F A aud
wugsndeadg
u;ﬂ;lﬁﬂvlﬁawv
SHew &y

ﬂﬁﬂv(ﬁ&lﬂulﬁ

evmrinSir Qluwfrlsa*/'v({,'s@gfu
Quergmy  wurm  say SmsL
vpfS OsNeIs® p g,

21, s a@a, 1030 FTEST, USUTOT G, (5@ BFWLEEDHT
UT@EUTG 163EOWSSTRD  SYGTID GUTLICW (Do) F58 G4
80 551pd, (ST G ow G ib, .91, G ary Gaetry. Ggprovws
@y 5gapd, Qaralm &y i s ms@yL, SN 1T W15 & FUb, &
vlr 18558 Qu Hosuler einlimus SR SEa)D,

G is g, Qibiorrd @arlm ; w1 53uTew apl_gib. o
E5BI GG, GLsTTR QT8 p | HHBUTED (IG5 &F(DID, U
Qealaimiisg, Guapd alB&Ss1D Qrav® srd ;
: D g3ure fagib i
 S5p6 L8 giamd, soral) @uast® g ;
N FCUT STBESTID & -5

@Q;}Gﬂ/b@ Fspis, Barip Quawr® gl ; o
A FCuTer wgunoid = 1D

&& 7 s g MagUid, Ferd Frer® g‘fr@') ;
G GBLITe) @ Fagd F-5
Fafl &G 10G 71D, SDLUD Qe @ grh ; ' .
HFBure daprsid &-8
14



102 THE JOURNAL OF THE MADRAS MUSic AnApeMy |[VoL. XX

835 oviig Brapmseyn 12 rr@sefs wrd esa g Gura

12 eveigfiaefid) el g gdisend wr epesTe, Daelns

rovg Brupd sl sl sHUbT 0@ FHVLTS EID
@it Bu) b pamal,

22, Bevdleray.scdupu SeluBery grdd wi@
wir  groads Gafadlugres ;. asrar® @amssenh
qoig Flge Au grddgshedr sravwinnmg Swrd
Pés, ghser o @glann By syl G §g g
wng S0 i 58556 @&@@@V@Wﬁy& Bars Bevé samr
%gmgﬁgxué}f HEE  FD g B mEsn & QehaRif p g
(B3er 5By 0%l @B Brd srsre, 12 sveurdisdr, 12 pr&
sorrE HwSgl, altg Gverdaafer Ruueny, W5 SRS
wirgarss VIR g sereoidopdar Warabremger gra YITTE
siar, & ghalad pg),

gfyorgn Surh ARy Dovnda

T G E 0w Rour e gy dr—@ 5 S

G srar FpsRoss Qaravio yr g Giomwents
a8 Geudsud B pd swesr, Beo @rZom

ar @5 A 78w qorg

Qe srafe. daviows—p B s

sforp er@aler e Qo Bwréaoy
Qurriss weiria Qodrd paiy,

@5@;@1‘ 13 @‘v@m@ma&ru@ &
Guerugnd, § B ol 10 g9
1801 o L-Zib, 20ai g =T
oLy & Rudriiralend,
‘%ﬁféﬂ&r’{’@é EXE UL @y oty ey

POLE sag gymars el
! Logpnd, 1% argy SR gp1b,
w, Qiaﬁgs b gpnh, 22 g
RO E @ mflad s Ber pesr. &g
BhBrib @ g efSD p g

el Grediteramg 5 & @b Lirel gy
i AGY B®E, Buigg gy
G gran® BB el pryd g
O arar Lo PUDDE Asrdr ausy

BES ~ apBanp Quniiger

Caons @1 Oer,

PARTS 1 ~1¥]  aedisd Brdr® Qoaranbgr xnshisd 0y

Fig GAFTEPN swhmy eowiigrd aerww ya
@{{{zebt 1) ooy B30 hoRB o 32 ar Ssrafer mEraiiad
AT LT E gud, apIa, i, oR BDaeyiis Gurins Suydrar
WS B, HE@ R arews,

§-8-36-15-15-80-30-205-1 g& w@ad 83b @f afdesr
¥ “ﬁ,&@ ;'é,fﬁ & HH® @ 18 i RE0RseRS @ g wnsh,
B 32 abggrsoamames 12800 v 2B ey T2 stisrovad
g @ QerPisdloko, Qugrb ew areadd ovf v 1 ga-
S iefonsrad gy e Fer ol Gueud Fova wivRipod & &g gor
wrdu Bumd,  ygSure 18ag Frowwrer séyars ger
g, @B 10 L R aveau & L1 & o BT 7 WTESsT, F#eu e
BEUUOCTCR & 18 L4 K V00 § L1 (0 & &V L ST gy o) B Gt
82 #rgErirasmet@a iy Dardromd, B dmentar @i
FOIZ, B T MN.s wiLw sFEsrorsmser 33 srer g
ap B Jurinsasar s g gt mior® gy



104 THE
JOURNAL OF THE MADRAS Mys;c ACADEMY [VoL. xxvI

23, wEeg I E@a& g1b O ghadiin gres g
W Fad qre: S gRaiRiy
el TR ey o At )
Qe EGEETUS  1pgo
GOIAIra_ raer roy Q& raag
S AUITY., Srgdmd, C5D srer
HUTET G700 G ey 72.5r'rg'5§rru'

mb,gsrr@rw/rm)/airm Cgrig
@ggl. HAEZN APFH TIEH
D ©Os5M858 pg. Qormipri1w®

AB0EB Sy o Qos

- . . $

aerfi e G)u-tu.rrﬁm @ﬁmdry@,ﬁmi@ Upm S
u;/r',@; TS ULE YY1 7 90 Qv 60(?
@civ.au. VIVTQ gy ger () iy
BED3B@pib,

wn el q
SUIBG ST G)/iD, &Lt

SWID 6T i
VW Buy g \% R N
EuBay si_smioli .

or B ; :
LU Qs et S Lf]:uﬂlrasm TLL . TIEGTE euf
a;?l&llbﬂs:zgrmp OT G b, FHISHT
STE @lﬂ(x?@mﬁnq_ @ty FhmgT

L .
‘SQU,Q/DUL'IL?!ﬂuJ” BT grg a1y Gouanrig. me?

Gauairg. &7 @0 Ry T & muih ’o@@uf@@ﬂ W TaIgTE Qi
Braiars uglaairy @ pe 6@11”;007;0105_561)111:1@19 DG

< BDGS 3 : U URLY Y, 7
um@)@@&p Liémﬁf;ﬁ/%) o8, @GUFF é%ﬁlul‘)frfum o
’ » Oor ymgn,, o T GWTID  GT G g
fj&?ﬁ fwrr.“wglsum’;‘;;m‘e}rijﬂ TESTTLYGTID  or eir gy U%
S e D 1R, g ST D@ w53 amo
U@ aGRer per, © Boager A GWrF AT i Lm_ i
fepos ar 2o
s ; % TS STa 7
?}tb m_;}‘;’;@gy 0 Moptnnrg (@[ﬁg);&)u BT S550S
srIh @ P o é5 8 2. A wgg srh
Caar®id, oyl dq e . ETESTrInT
AQpUILTS @z, T,
@HBUT® Dgag g i ATIa g
21, i@ g oy,  ABEBa gy,

2 VDT gy . ‘
FFBSITUI @ g Gy g,g;m,@l'fgfgﬁ“gw B Frwent crew p yrap

BBENIL SEGE0D G i B O10sDriBp g, g
@i & gD Lo.eru{'@@&@@,-n VTS TS DT G F65f) 6T T 0
uxD’f’?tMmf‘wW:@’ Q,ﬁlﬁm%ég’m’ﬁ?r m@iﬂlb. Wi B> Lgew—ovd
B e e S0Tsri iy 5,1 8 Buiras rmanaimd e
e R e e
OLE; g S8 iae O " TTIDT £ T o o
w)ﬁu or. @.ﬁéldrﬂu? ’gg‘m?;$ﬂ’6u;-rgﬁz;r/v @ﬂ"ﬁrﬁ@;ﬂ?)—
; B @

DF i g 32 Fir G ST

PARTS 1—1v]  pl1L5 Brer® GLoar &T ST §memser 105

e yBuiprsid gorwGwer py ‘FEm Qui’ erarm Erggemb
QediDma@upr. HFH @vayid s ewd & L - o d g U
10& e = 61 6" q Q& & B 5. W5 10G Fuwrsy rBevaTser
s Paafier Sipterarar HBuaw s56g LGAUTalG)  gerw
Qurargy Garen® ‘mlioruwr aorp ErSsersm gl umy.
@ isor. 9ger avairih avaio Loy —avd GLibstien et 6r pi
QsM@pg. @is Quaw® 1DDTETEAT @@Ja?,ﬁwfr.ujumﬂ?
Aamcuriaerr ? srb oread gid Airawrwd GFLWpYupn? L6
gstb Qaiaful_ L airsalior ey aTarg Gy af '@ﬁuw Gm@4
A5EDpy. @oedgwrs PuOusrory FuEEE Sdvaw How
Alivarsdr @oefe gerefafl @ &mLE) 5& Baber Qpiss
Q&g auiHD P5.

28. mmp gurdsd  Qedagnd  Goki,  Tasraig
QITIFR QFllgy usETe Yaradr L grar § e AP SHuib
I@OBmpid.  mivg wTFYPDO Guarane Qup e
Qarerorr HGHLLS GESSS56 5 alapuib. :

29. mng swBs pow HI5S I Sauraraar Te) Ly Qi
cmgs 6P sas Qeaiursore 2 awr § Govawr g us 619a7,w1mr.@m..
mamawrer o Sa Goran® 2.y Casryulsre e
OTE &% @I, QSSMEL [5G ELLLITEST asém)mu.;as 5’”)4,,5
Cgirsg nPUL] BIDEpOL-W Qger@ @ wlsurygb. H5HG
apov  argaorid  (97bioKy {@zummrggmmrmgfm,m Bsflgi
Woarerarsar  gofiigs  gaTar il dw@a;www.rr@m.
mb QgoreL L rmgg $edF 1bnpurEer sEls Lo o guir
i uBIseNwTo SitD, BT & gL JE5FSIDTLIL LT, & D55
LU LI LTI ﬂ@L_.Juﬂ'ﬁ’oE'G‘IT. b @ﬁfm@%u}_@t 825
o FtHs sbuie /51__1:3ura5,t1; Qarodr@id. wppur suds
yop sopula® BLLULSD G?&rru'L.:/T@lD- ROEELZTY .Qgg@,w

B rgarme eawrer pgwsiady TATD (PYAUITER B0

. 1D D e

eh@s wop Guwerans Qupp A plymLwg G:I"G&T/D(/_Zﬁu
Qatar@id. TS FTOvFsw UG @G]J,@;ﬁa’wm eTeirLy
F6T &G Horing. Freov Py isGorr 6T D DDA 56T G
wrer 1 gPuiee adig Qsrarar Gaawr iy WG & awrs
& b paausel (GEEET DET. 2 FTJ T ITE, gramserur®bd e m
TS (PG LTS | YIRS eV .u,ﬁégmﬁ:@ &105 BI%ET @?,émnrsor
sor Ly Qeafuriere §t5ss Cavawrig w afepumaer. o
grag@er 3T ene s o Qran® evargid G DEHID, ST
g, il w udey-owds lnaifn‘)arf)—GT.@r@ Cargy Waigid Eevd
STD@IID, FTOT G HS &@/@ﬁgglp,uga @1 & sOL&@yD LTy,
wmaglure 32 srHgTesdn S sady 80 siggr sramsele
Y BTWTFIOTE—I ST L ST /TIK/@.ﬂIh%;E,QGv ewdl sm 105 Pz devr
flew P 1pm LI &1 106 © &M 6TOT D YOI T Qe 2By T apewT
s ovarg adm—ur b  JeBSSa)Db Y WIT SIS TS
ud (5 & BT Do,



106 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoOL. xxVI

30. ETRATLITEVD J 5376196{) 6‘/51@'& ugrs EITGT'D,“;U'L'UTQ‘?GUDTFF
af g Bauren pwmsrtT @ss30ugralg : 12-24-48-96-af Zuruier
WEHT GV BIFET DG ST MG GTET D P 2T G UGS S
12 ovargGwar o 1000 aipapivsenss wer Qusssrss Qsi
@ g T Ls

3l. yaves aurders smbd UTL-§ Sés sramiser (004s
Guey @uougres Qgpfualaiy. smsd siuie Gsréd
Qupp el BgFgsaur yass ardeors eerer gram
sar 200 grev o arar@eusSTT GTGT M mbedDE BaL LT ool
s@psE of UG b QFTO (P wTee Posds rh@ib.

32. Qums_in® Jarserdiw QsTerms B gauenguie
2 W@ s pa puid Baero b, weapLs QU Fofp GUOT 1515 (15 &5 (5 Lt
@ufr@ﬂ'i-ﬁfrlﬂ(@/’b (@@ngrfd}, LT GT T Wgflal g Bwe@ p Lo Fer
B FTIRS TR GVOIJHSAT LGN ST RD I Deusor TCay D@D
srggraser 32 avorugd QFAULUPa ST o oeusdr s r@eﬂrd)
agng per awsdger. Qumal1w® yarsalsr Qsreramsamus
wwpss adadg Gs L aavarwpd Qaramr® QFreaw peraly
FeoZw. Gsare algals evduBuriser r@uw £ iger Qovad g3 5
oororg Awowl Qup Graud Gsrar® IDGT G T S Wi i)
2. GRTi .51 lenﬁjbgfrmj@.ﬁ Qe dial raGar ar gy B B3 per. &y amr
Aard 40 srggréser e aw@iTug oTeaads P P& G1D
2 555 5T L.

33. 40 &!}éﬁﬂ'&l&ﬁﬂ?d) 2arar Fa s ui®) ETwiorer mTL
yrag@e  BrssMEsr  UTgud  efdomud gy & ol @b
/sﬂ'éSGY.Umﬂ.é,@.-@)“D’ Qf/r@gsg/'m@@@frez@m T 1y of Gaurer @(
o BT HABDSH BT wr@ssewmd e er gy G.;arrrcsir&?mr@')g)-
o7 QeI T@ e (T @uyaisy, @frsuin@) Ggwogid ameargGi ey
DL 5D Qo ® STESTID 19 &g @Jrr@é@@r%&@m@}r@
QererGarer. DD I SBUTSH Gyawr® By T SmaEnD aimib.

& LD,

HMHI TFGED) TAWGVWIGISHET
Rz af Gaurer .. eror. of. QuBSLBTIUEETILY @I, ST,

govPaouimsg us® Qumfunb seagev wlGmisar Ter
gedwador Qgri_tauls S relvrsdr QFluarsemLw
& GFAWID. G DI QB $5 S FTH BIT FTIDFTSOT T L Bwire
grgevard, Whresgel sreg g ¢ Qavrsaver D05 GHS
grarey ORSE s 788 dorgy Qerss Cguy B8mGLeaeCGlr”
eTaTapd BTG gS%wuic EME TE@® TaDOVWBISET  GTWGT
o da puith ddalds QusSwr.

g puaeaiuie “AspRBrrigsep so@er MgoTTSs
wBar wars syl sr —Cugnserss frers Quash ey
Aoy go@Lt HTSHD QLD FSUDTST WITEESHLgnih
oy FgsSgL b Cersg Qnéslaar@tisr gy Qsread
WpEBmi. @@ Tarme 2unaysGar ofgensir @iy
Y FIT S SHGET QB0 FTERIL,eVG T 5 G FLD Q)T LILI ST D S &
FoT TS Gaueor Qb TeT 1 @E W urad. wnl FsHeo
e UraRry Gunb @BUUe pis8s WAITESSID QUL ST
SMB STHHT BV JTEEHFGTID VeI @ T D BBUUMNDS QS
Qaiaor® Quer oy LyoluBS pg.

Frawr & P @arsond Ao aiBsapmsdor Qgilel & 5 Qa8 @pir:
et @, aléyw, wGusH, B9, ,é,'y'rr.sal;,/r‘g-m,. B e FE B
W@, UgdEHib s B @5 Bwkss Gaiar@u eTer g, #585TU% 5
wrer wPUgrevrs AwoESEEL-GT ST S BV FEGD @l Jrioks
@P-gith BA@ LSS LD U TETUTEPL SPub, &GEIGT
S rEm@ S  maITEVHSEL SD/D 'G’a-'n'mg.j QuESd @76 5w
sengib Uglar QFib 2. uTwgDsud OF5MsHwés Coamr®
Quosr b & QBEBWT. SBPSTSST FEFN STV ST S H Qb
LahT I @S0 b T Fpenlis@aad Qrss Caiar® Guer v Qg
wur&® pgl.

g s@agrar  “ Qevrsa=ar DBILSSTO L) Ogs g i)
Rargy Qerés Cgu B8rOrewbr ™ ey Qaefud g ms
ewmr. Qs raavwmsdruid Qsfsg bF Hurssrgevard
Qurer pausGs Lsardy QFré@sss Qeunyd s Qgmbuayb
say_1b orer p Qerarar@urg:, mibmdy GUTETp UMby goTEs
@@L FoTETId @FTae Qaverrig wiBgs Qav,

uigud usPuee Usws U GFiasns o
Qaur(s 10afl §GGD HBSTID QBUUSTD HaIr eI sEsaL W
F&G FMDOTSPURISEES SosgTTUCUTe LT 5 G P
UGl WITeTal STwldmil ZE&EE .



108 THE JOURNAL OF THE MADRAS MUSIC acADEMY  [Vor. xxv1

FuTsITRT (pFOW ua';g;fra:@'[r ,9/?3[5«:5 @‘Fémmrmr Qr'r:é,g&m:
. (G‘gu:Jéﬂ w1085 CaTH 55 _@@&@@W&m @/wm@ml BTID oI
sap i B sk st LngFlatan( usardy jurend Gei
srer BuTsTaT! 1o yugLyd @6‘[1)17'[5{5(5‘@.@) QW;&;[?S?GDT&;ZQT .Gﬂafu_:mg./
rmﬁﬂ"é orarp viBSab LSS GHUL-WTID. P& wiws
DTG 5 5 @,rr@)JQ Qg Qnsgn Quripy AsE Jp
amgmwfgl’ (@@:}9([{(1) @L_Jﬂ'ggﬂ'lr.ggﬂ"ﬂ'ﬂ’lbn:luw .a;mg/, -&TOWUJ‘?W&
o p B QUILRS DS HOVGEGD By s58gs10 SFrer
arTald® 85 rgymse Brgs Comes:
§@Q@1b sQurdd &Sl gsT ygrasid |
smsTglT L UBrsugs wlmg .
&b sTuad 5 3SFTH Mo : 3 Geweid |
L@y g gorey@iw Shwisarrer ey ybyiatn uadbrid
Geiiispars 206s @o_isd wanlws oDy sub
Griry sumsou UIRTSEDS o DYFETIr. Ay SHS
L8y gL 8 FBssen i Brecvavrioa) H3ss @y Bl Qe
Cé’uﬂ'é) uﬂlfU@9§ﬂlDW?)T JTIDTUWIGT FLOL ‘&W@JUJG}‘:ID fgu@hfmﬂ'
ﬁs@g@ Qedi 5 mebm)rrmav. l.?;pm,u.'tL/Lb _,@@UQ Q&b 61 @ D
s T E™S Qavafui @ Qma& .
oslBuTe Lf Sursgrgrd L% ST SET m‘@r@w Qr'rg}g@w:
v Haw QorHurs dngn@gg/& .@&rrszzm(p@rafmgug BTEHLD
s -»g@gluﬁ“b Grlugnh s HBeTyd QmlusTe BTHLD
LS ED o word BBUBEeTs GHTS@TEsT I HFNG DTS S
rsw@ﬁ";”"rrmé) PuTsyTRT 2 L3555 Qevraov~ar ererp &5
™3 lTu Qurly §38 sF® yapsvwumadr s Ogifisg Erg
giﬁr ST G BIDPDLW éLL_GJ)ID(UIT@.I.D.' .
s por B F@ESTT, fT, SGET, AFYS, aorevw, LwT
L b ;U g, FTig e p sovmsdns Qaren g
T s, G‘rﬂ'mﬁ{9&m E5ES!1D- aur @l $wS PR QBESID  J 6D
ser e ﬂ'r.rasfﬁl ; .

'@G;) r@@é@@mﬁ 1LY ﬂfm)ﬁz.@r”’ﬁ soH5aTHm Cure
6T S ng;@(aﬁw Cor g LTLGTLD.
gra ¥

. g ST ETLDTE Qurayrgt 3oy gre Pl Wﬁé

‘Qlﬁ'mgmfﬁ:&?@'f GUIGLOL UTy- @55 BT T G SR
g 7

g% JTE

P s

" N
grod b = ori5g STA@BLT
ot J v ‘ .
&0 Guth = B gmadler @gew

Quar 77

sratb Quargy vevs@a Caibphime &G

1. @uﬂ‘_ @5'@123 VT Qafl GBI Qie Gersg Qms
grhY Dmmfﬁ)ﬁ”@‘% w6 5y LBy Taugerer.
. o -1D

&ﬂﬂ’—(

PARTS [ - 1V] GBB TFR) T QDG BISGT 109

2, emagruyenr gréip - @QHe Mapu o s6 S F5mESHT “ovifls
1uglan ” s BIaY S5T0 Y550 STEFTISH pETor ST
&6r gpars Qoo Qg fssew Ay greriorersrsCa
Qwsgin. #rafsBuepd of sy G5 grerwrersraGa @Qmss
Caer@n. @559 WS SurssrTgr awpfu “ o g daudls
B Qembep gy ad Sureysr” ererp 7G55 so® 2 5TIewTD,
Qrs grab ey pewwrergTe evram Sweptd &f g geviorsSa
T s Jui@api.

aprLa  premzeficy efsgevib HPEors  QELIUSTR
avr @i gumaeyd o ggew Iy FrenorsCear QeiwGauemry Qs
@, BT @rser @Qbg savksler wwral b puyid QFifiE g
QFiig 8T gseTmserTs QhhsBEe VTV Tl SWBISEr Jov
YhGwrd 1Srarf s g1d Qarar® QmwsRar por.

Brgslarasar awflsSrs8nS evbusS N’ ovral &wibr
sarr@e sragevsadr Qgifsg of g, Qrer 7, 191 gow, Iy
roviisaie evr @l Swmsdr QFiw CaerPir, shGarGiwsiwrer
JFEGT GG ST, FTHG JoWmST TS QEOUSE M G,

“wr mror® QFC s iwgpr fry™ " e p &i 5 58%w
ey émmary, afy, Qrersy, HHLS ToVBsar o Psors
Buws@ar por. @y sagew Lfgmserrer @S s58w sdr
Qelafe Gurssrgr Dpissar aTy QFrawrosd Gumss
upLgujom ?

swrwr srevBhser, Baygrser QFiigs &g 5w ser G ymb
veph  SGprigglruer GFrig QoUuP@® @ w
gl ser smow, usd sovmisafie CuUrdpssismeausarrs
LB B HEDeT mar,

L@rraianbio, Bey®f) G wpgid Tarp &g 5w ser seoew
2 G GRT BIGE )

10 p wriBswsTrisEyd 555 WESTUSD DS S 5555
Ly Bigadwadn Gelag Gule @ALI L GhapitsDaer
QupBu woridstalrCu 9 BIGHL S TTSTMCHD VT @) S
sovmadrud BETHE HPpIrs UMl sl HCns i giord
Qeiis Qi@ miser. Qarsefe Ul L ewrid FUToeTw i,
W BauTey YWBSTT, UDHT WSTHMUITTE P JOTETUTSET Bevew
@rigdwasdnr Qsig suwsgsé Gsr@ig Qoi@miser,
Ggois arsdsudsrirsoie ugr arsGgaurégrdurt

PFVTATUTSTT Il YPSTOT BT 55%w 5%T QUL QwEDupi
sar. Quiseymw Br5s%wsSbred Grergid QEdg g
@3 @p1b.

B Psdrs Qeduar Gulen Qsrarar Jancdugiser i @
(DRQTIDE 10@T G D LSUT DI U S8 8 GSM IS D
Apis 40 &7 @sa)b @(55';56}’@169%7@10. QUQLIT G ST
8w Pés aubyTewr ganb SdL&EGLD. S Gysarpar auienry

15



1
10 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VoL. xxv1

ofiench of . P
Zlbfp'z)&;m&.&ﬂ@gr_rb&(qm‘__w_ @;%ﬁifﬁﬁigl TEE5 QIHOTE S
wlrwg&ﬁ B &@ G @@aru@muq_ CelmurBey, safujd ul.z
iy @g . Qv g 5Cuw R EELEY &/régﬂﬁférg}rﬁwmfréjr
e A[ﬂ‘!?@r‘% suGiLy.  GFUSQETRLUTHT. S ehusm S
85Nl s @owrice siogE o 3 Sser et
SRy LD 5 YORETIRGET YT
Aams 3 .éémlblr ABEDS | Japawr, wredsrH yevbraTy m
adr &fm.;, mwag@m{m@&?mw Yl Cersg Lgiors
wrali 0TSy woTiBEs Ais o sims D red
e, @,ﬁg EGth @ﬂjﬁ;&&ﬂ'ﬂ@& Qss Barawr@id Wb Surs
’;; 89;“ FUS BaIgen ST JTs%s G560 * fer gy al@ mT10@ 555
5@2115 :{:;f;r@ an ,meﬂ-fs@mv\;g_ B Qsras Qendsr albuS?u/sé;@)r,@
‘@% 3 O UMY 355 @mg@uﬁeﬁ REWOTRFQF IS BT 5 58w
a ,m% B 2517 G0N S Yéd pg. ST QST 1106 :@@'uurr

u@m m@[%@&ﬁﬂ@l&@@@ Qwis  10Beanyiwrer ovs sy
BUSDSW OG5 F5A 555 Qelis & 558w wurs DwsR pa ’

. amgu@ur‘rw. FlsBrrgosioter jedamser Qadgraub
%,5/53;5? Zﬁafreé@qggm;s QOGS UrEBSUSrTeT ST n 8
gﬂ . 7&: s rﬁ’g@ HDL_WIpIg1D. &M 5B T 5insi0rer o5 Gw 5
&,5;5’1'1 O Pe e.alf_@ev@/ Qargabr_uran 9 g8 GFarid sief
,__g; T ar o fr,.ﬁ,@'asur WIS GIDY S @) & BiD Q?ci‘GUﬂ'LLé-'ﬁ.jﬂ(ﬁ

T J TBQUIHOERT TS L pULIBID FarallBais G Bev 55 Fow g

;;,T X1y @Wﬁ@&@@?l_l{l ww B pgu Gurmgs Su QST 5
? s [ﬁg!mrr'a(@@a_u!g),@rwrﬁmgu/m, VT aman & gt 1b HeT GlewT 5
w B DGy aréBawssTyr or U 45055706
h Yy 655 SarQuer g seai

vowal ~Qa_Gag Cargar _urem o5g Qeordshaf

Sl
. .~y BB8ar msy Qe @
o )} ursi. 1 &f sin_repeh of
gramib—FArper QardAuw gy, Fipar :
Qiopws 8 e DTy ey

GIPOT FJFTULP T SO (LPS Qipgus
aw~may wrgwepay 103rrw ew e gy
s B Gaw
g FuTEs Ty HE® aew=sury Guoaew Fici
@ @zeuzrmvyé,a;wrr@)r pelargar zapp  Curppg
55’;566)@156';7'- &@,@m&@ (pSWmSET TGN powvad, .y BURad,
e Qeiiwds wpswid, L evayid, AL ey S ns
A g wpaerada Cugib i68 QupPuagsu
5 LT HUS® I Qurmgs Qmsb.
g gayih @OTee outbyyranr JmsTymEeH_eT Gl
AondtL 68 1@ yapevwumisdr Qgisg Qyer s,
iS5, A ETIOT FIQHL_T T BISGET I DI LILIUG)S Q55 Gl

Wk ?

PARTS 1= 1V] BH FE@ JeDIIWBISET 111

935 FepuLoT LSaTw ovinilldgs Qaren® Sns apisHS
gL @aUamEdT L yapig Srssdmadns Qi
Qauarig w3 s el L siowmselo Biss%wsdm QEdgTe
P Y EQETEH QUL TG Bid 50 ETTSE @uslig HEFFunb,
SLtom P @ 5 5% s%ruid  BID urg s Qaren@in Cs_@s
QarerPib QBE5HF LT

PuragTeT eVibiy TERT S@UD YL WUTGBHWSSTY T YT
H@® e @rsH yFsHITIESOTL @BOUS DG Yo
FTEID DG WG DS IDQDT YL G5 1F@ JADWTISESHT
Q gl i QT e LTG0 FTGT S yafla &0 E ST STESET JavEpHerar
81 & 5w s%r & QFuw pLg-uib.

& @)% 58w Auwtissbrud QgfalssmCw, 3 @Fduyb
@ 5 5% £S5 Y 5S BuipiisQarooord QHEBEr T
srar.p Gaorad Ga_semib.

i Bursgrgi Quefuil L 7 QpewIBIEET 1087 B6v @alSHis
QaramGL. srer * greBus ewls srer WAl G 5 JTS §GeT
oredar”’ “endl & 1or UT & av B UEHEF. ggerasar’ “ uginrey 3
FrEnaEpSy wredsT’ 6T & D Qrssmusal gL &8ss s
TET YD FEBESG S&HSTHILN awd Qw83 per. 2 g
sawriors QeQar® 8155358 @b palarg 8rgsim Qsre g
BQ per, sasaliv)mISeT .

1. wf Bursgrgt Cursiarouw e aTisG ‘v ggrer
p@HT’—2 G gpianL_ut BTID URdw QFdud UTEWEEDS T TS
Syperauris eTer p Gauawriy- usaurdr Brislw epyugSe Fur
ol gg QD3 per.

2. garLarswre 55 srla srag@e ¢ Curaioar
moUBaugr & PpSF TH D @i 4 swruie QamsL reou Furer

Aareovos WirisBDss AP0 Homsrsmadruph 285
P Puie Rgshsg Qos@C per. ‘

“ ) —Gueranver gOUBaugT B apSs’ @B LgiorGioranal
HCrs of shisefey L& psGub Ffleend Qar@sars Yaevam gulew
g wpgg Gureower gouBayr’ aerp uewaduyrer dyrig
855, puowaide & srafl 8 LTs LRERLGw
miol@sy wh QauislLe” —erer p Bawry.s Qerar® Qs
G par.

FIRID— DG (P FUPperp@he L Tper anryey Hrewgs)
106l WD GETL-e(Lpe GETer(hs FAAIDG) Fhs FEgTYH FTT
Tg TG 105 5apTen o1 GerapC T Q5P gioewr—iE—

Foaur 5 @0 @,ﬁmfr@v@é@ ewraurLigeT msdr o hPsmls
s Casr@wr Ymsals YPSTE @S VTG DEISGT
ML DS  1DeT P R 550455, -~ QTgd efap ey Gararm
ST FBLS Jé;fl!;‘ldz&‘lﬂl./lb SNSF @ BTITLEY, WESADTAY



112 THE JOURNAL O
¥ THE MADRAS MUsIC
ACADEMY [VoL
« XXVI
VST SSI-T B BTy 8 Qurenipar
FJT 3 Bev e TuDewar s 5w WPTSBwrds Sy,

&EOuBeupy T g
Bp Sasbry

Tl 53 g6, Can g
HOMZ® S &mismipg
m T & ; )
BDTN U FST & G117 BupBey

FUSG 2  gyien_uy 510

Urler, T & s
CsruBmasy u_ér Lrissrioa 55
@arlrfma?lu ey masQersvevrd
WSGD 3 asrru;@mauisr@@meir“@ Srars8s ;

BB 5 L4 B3859 O :
Banw m_msgs;r' VST LI DT T @w@gLvau%u?@mf:nghgeuu
waT FTI & 854 43, YRG5 @i &1 5 58w e ;)Qz)g

Brs@3 per,
USIOTeIS 1rs nasy iprelda T St
Aloreusl gire maay, Sy T PUD BIs55 Dy
. <= leida 22
Qg_mm VECEF Ry Lot s Ggedamw 9y T585% @ @&v”‘@
Qg uramsSr Ursmiser, . o A8 S udey

U—eTugibiom,” @uibQaairibor i >
r DTWNDIOT . :
sr@seuribior ' > Aer o5

la:) N .
<~ gauah Qavr VU T GHT (1.5 27100
3 ; 59 JIDID Qay
& apresald £ sérar 7 & @ ar
| TETESS @ﬂiﬁﬁcﬁill_dr HES5 APTEBDuIS LUyasn
@6—-3T @i 1bioT, 100 %auribiom,
. n . .
Qasmjlfw'mfr L5 lD,@mmymLﬁ B ST T yibwT TH D uTdwn
SBT Y55 FTil uT@uoLy QF il 5 Pener mrer iy Sarar "
837 i Sanorer « : ‘
3 4 il iom UT 5w B g ;
. L. . . . o L &”.5Wl ?
srerp By gs A0 e 7 5.5 %w aow a@mﬁu/a’/&a’r.@ e
U—tor 8 eovd gm0 gmv s g 57
9. U—dsh evrd Bgrio 588 S0 avd @
ST &TF ouT 10 & B ov g
F—aur 10 B uTLT £ WA STV o G 105 e
VI D L% B o ol ST o Fr 1 gH—
GCrip Brar Gang B ICorayap mryrwent £ Il s 5r
@u(?l_lfrl_ll_L._ TOT P ) FT ST FFQUT 1B 1F 50 5B
L 5T O Sp) LI Gz’u//mfujgﬂr wed smiser @iy erer gy af g @p Ty
aro G&dlg Gsrear@3 par,

o Uras el S P .
é@ y 8 LTSI TERT, Fuwimwr .affr@v,@{n, Saflar wpguror
QUTSORUSTITSOT A FIFN S5 BUDBSEHL_T &5 5 TE@) Janen
wistr Gghsg &689 salvadr Cedaigpg  Aywsend
O& o g o Fgib, ‘

: FIDD_15 5 6T Gr
IETWILIOT BT spiad@)a &) mir

PHILOSOPHY OF MUSIC

{Continued from the previous Volume)

BY
RosiNprALAL Roy
Santiniketan

Music and Verbal Mind

Our ways of thinking necessarily depend upon the symbols or
instruments of thought and in ordinary life our experiences are
described through the medium of words. Thus it would not be
wrong to observe, as some psychologists do, that when we think we
really talk inwardly. Such an observation also implies that
experiences are symbolically transferred from other senses to our
organs of hearing and speech.

It is not generally noticed however that there is a kind of
thought which may be cntirely musical ; and musical minded people
would probably agree th:at there are times when musical tunes may
entirely displace verbul thought. So also there are purely visual
thoughts consisting of visualimages only and yet may inspire tunes,
songs and poems ot pictures. There are similar thoughts that may
be stimulated by taste and smell which often stir up old memories
of entire situations with visual associations as much as do the
musical tunes and verbal poems.  This 1s another confirmation of
the thesis presented belore that sensations and thoughts are
mutually linked or harmonised throngh 2 common medium which
we have called Duration (Matra).

In music we ar¢ mainly concernad with Musical and Verbal
thought which combine to create the song. The word Sama
is composed of 83 (Vik) and Ama (Swara) or Prana. The musical
notes were called Yama. The aksharas (syliables) were called Yoni
(the female principle). In our conception of Sound (Nada) we have
again the same combination of Na (Prana) and Da (Agui) which is
the same as Vak in the Upanishads. In musical theory the words
Dhiatu (metal or the seed) and Matu (the womb or mould) respec-
tively refer to the Tune and Syllables. It follows thus that the
musical tones and the syliables of words form a couple {Mithuna)
and music was originally a sublimated form of sex-play free from
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social inhibitions—a consideration of the utmost importance from

the point of view of individual and social psychology, as we shall
presently see.

Both musical sounds and words are created by the combination
of pitches or durations of sound-periods. But generally speaking.
the musical sounds are harmonically related in simple multiples,
while the more non-harmonic relations belorg to complex numerical
relationships. Thus notes a fifth apart are more musically related
than notes a third apart. Even a voice fixed to a fundamental note
may have harmonic overtones and sound more musical than another
voice whose overtones are not harmonic and thus having a verbal
or unmusical effect. Similarly again notes of such scales where
semitones exist more frequently are nearer the verba] thoughts and
emotions that we ordinarily name as sorrow, fear, etc.—the pessi-
mistic thoughts so to speak. The more harmonically related notes
on the contrary create a brighter and more joyful atmosphere.
Between the pure harmony of the octaves and the poignant dishar-
mony of the microtones we have the various shades of musical

experience combining the two fundamental emotions of joy and
fear.

In our psycho-somatic life however sex-relation has both the
elements of joy and fear in varying proportions. Verbal thought
associated with development of language according to our traditional
psychological theory, is bound up with the sexual energy (Apana-
Vik-Agni-Prthivi-Anna). 'This theory is confirmed by the fact that
language has developed largely through the needs of sex-life. Thus
Freud :

‘¢ An important clue in this connection has recently been given
to us in the view expressed by a philologist (H. Sperber of Upsala
who works independently of psycho-analysis) that sexual needs have
had the largest share in the origin and development of language.
He says that the first sounds uttered were a means of communica.
tion, and of summoning the sexual partner and that in order and
that in the later development the elements of speech were used as
accompaniment to the different kinds of work carried on by the
primitive man. This work was performed by associated efforts, to
the sound of rhythmically repeated utterances the effect of which
was to transfer a sexuval interest in the work, Primitive man thus
made his work agreeable, so to speak, by treating it as the equiva-
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lent of and substitute for sexual activities. The word uttered during
the communal work had therefore two meanings, the onereferring to
the sexual act, the other to the labour which had come to be
equivalent to it. In time the word was dissociated from its sexual
significance and its application confined to the work. Generations
later the same thing happened to a new word with a sexual significa-
tion, which was then applied to a new form of work. In this way
a number of root-words arose which were all of sexual origin but
had lost their sexual meaning. If the statement here outlined be
correct, a possibility at least of understanding dream-symbolism
opens out bcfore us. We should comprehend why it is that in
dreams which retain something of these primitive conditions there
is such an extraordinarily large number of sexual symbols and why
weapons and tools generally stand for the male and materials and
things worked on for the female.....c.c..en » (A4 General Intvoduction to
Psycho-analyss).

This need not surprise us because our first or fundamental Rasa
in all the arts is Adi or Sgﬂgara, the others being its elaborations
or variations. And not only the syllables but even the ideas,
phrases, and idioms in literature take their birth in this original
Rasa, otherwise love and sex would not be the most dominant theme
in the whole field of literature.

It would be instructive in this connection to understand the
structural similarity between the language of music and the language
of words. Even pure music which we hear on instruments,
proceeds in sentences composed of musical phrases and conventional
idioms and end in pauses, which are even more important than
punctuations in verbal sentences The same idioms, as I have shown
elsewhere, are repeated in particular families of Ragas with changed
intonations. The psychological implication is almost the same as
in verbal language where the same phrases and idioms may be;
twisted into opposite meanings by means of prefixes. The chang&éi
of intonations of the musical phrase concern the Srutis or”
microtonal variations to create emotional effects which are similar,
yet different. Apart from this verbal norm the language of music
has in it the norm of architecture in the Alanlséras which is far less
important in literature—and the colour'-norm in th.e Qamakas. .We
may even say that the language of music contains in it the various
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lines of expression accentuated in the other arts like architecture and
painting which however are fixed at different stages of a dynamic
emotional experience. Thus painting and architecture fix the mind
on to a picture or structure and this mental fixation may have a
great deal to do v?/ith the problem of fixation observed in psycho-
analysis. Verb3:1 images conveyed to us through literature naturally
create this habit 10 US as a mode of thinking which repeatedly
fix the mind to certain localised situations which appear and
reappear in dreams and in neurosis,
5 Thgre is further resemblance between our music and literature.
Prm_ lflltzia(\i/dha ;.md‘ Anibaddha Gina most obviously resembie
0s¢ and Verse in literature. In Ragilapa we have the play of
musical notes, cadences and syilables which have no rhythmi
scheme and are therefore unbound (anibaddha). b as
ir:lj:;g :g E‘ubsizcijsha Z}erbal technique, Thus a fixed rhythmic scheme
1badaha G_ia or song wi ¢
?;vhen the verbal content is eIiminftzv(;t:svggbl‘:}ec\(;:;izt. o oo
instrument the rhythmic-verbaj cffect remains. 'I‘}(x)irs

depends on the nature of e song, whether the regul
;;:en1e or tl:e irregular musical scheme of rhythm pfzdez)rmi‘::z:l
e musical rhythm f.llow i icn
thses and idioms which Ca:;m‘i‘)i;;?;f‘;%ltf:]‘;??:::‘ Oflthe n_‘“Sical
tical rhxthm of poetry. So for the sake of verbal phr s th amh['ne-
phrases have to be mutilated to fitin with the verbapl sc?ls:;] th%muswa]
pqctry a.lways tends to emancipate uself from the . Ut' oo
a.mhmetwal rhythm as in Blank verse. In good m 'regulamy O'f
tions there are always two rhythms which cut acro o ompost
of these one is the irregular sequence of musicalss ;n-d A
olpher the regular arithmetical rhythm of Tala with e t'he
of cyc!es of f:lock-likc regularity. The purpose of - anles_s s;ncs
amancrpate its own rhythm from mrchanical sugc(:)o on o
unpredicatable succescion of phras:s and thys toezsslc(:)er:mlo o
over

the verbal §cheme, and to elevate the mind to a region of
and emancipation from mechanical laws and rules of freedom

Itis important to note in this connection that the R
asas

1s recognised in other arts including [ mphasise on the

re ! g literature ¢ phasi

»ainful av)d.fearful rather than on the pleasant oy, I t

il and fear .—l: T than asant and joyful. Thus

morg Srogire, Hi ¥&, RKaruna, Raudra ira, Bhayanak
» Vira, 2,

Thus rhythm as

any other
however
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Bibhatsa, Adbhuta, and Sama; only Hasya and Santa have elements
of joy in it. But even Hasya (laughter and humour) exploit some-
one’s misery or discomfiture, while Santa rather indicates a neutral
feeling. In the elaboration ofSpﬁgara itself in the anubhivas (norms)
and vyabhichari-bhavas (perversions) emotions concerning anxi_ety
predominate, as in Glani (regret), Mada (intoxication), Sanka
(anxiety) and so forth. The tragic part of literature is far more
permanent in effect than the comic or the joyful. Poetry in a large
measure expresses yearning or unfulifilled wishes and therefore verges
on anxiety, not only in case of mundane love but also in case of
religious yearning. Only in music the emphasis is on the experience
of Joy though an element of Fear has to remain here also in the
occasional use of verbal technique. This verbal technique however
is not limited to any local language but, as already indicated, is
there in the relationship of tones and in rhythm.

This universal language of tone and rhythm is not limited to
localised habits of symbolic thought but may be regarded as a
guage through which symbols of thought belonging
nterchange. This seems quite possible when
we remember that sensations are mu'tua1‘1y related through Tim?-and
the conscious experience of a sensation 1s not th.e whole of it eithery
For instance the sensation of soufmd is copsclously felt vsfnthm
audible range but the sensation of its very hlgh‘upper parna'ls
and should be unconsciously retained by the skin and as ligh
the visual organ occurring to us in dr.cams as vns?al images.
visual images should predominate In dreams is C!UIIC p.ro :

leep is essentially a visual phenomena in w.hxch 1
beca.luse ' pe of vision is transferred to or linked up with se
O.rdmax;ytosuf’:; Touch and Sight in man have becorfle the . gen
tions © mmunication in sex-relationship which indeed is a
of c0In Nature as a whole voice and hearing farc the genpr._
sexual selection. The question arises why thi ‘
i life of man which has created the abnorm

and that specially in the most civilised

primordial lan ‘
to different senses may t

means
perversion.
instruments in
perversion in the sexua
of our neurotic age,

people. ¢ potent source of this perversion seems to be ?he
The mos ht which has set up a mode of thinking

th of scientific thoug )
%lr]o?' is entirely visual: this, we have seell, has been noticed by
at 1
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Spengler. Hence in our so-called ‘educationf, visual and tactile
thoughts almost wholly envelope our mind while music has been
set apart for occasional entertainment. Even in music thus influ-
enced we have a predominance of verbal-arithmetical technique
which brings the language of tone and rhythm very near to the
tactile-visual consciousness. In this the verbal descri

ption is wholly
visual or touch-sight consciousness.

In pure music we have
musical phrases mutilated for arithmetical rhythm while in poetic

songs or lyrical poems the verbal content harp on visual images.

Verbal language which originally consisted of syllables of
sound having a direct sonal effect later abandoned this technique in
conscious application to combine syllables into multi-syllabic
words and ideas growing mainly round visual associations. Thus
in spoken longuage we have two different streams of meaning : the
anconscious primeval meaning of the syllables and the conscious
local meaning of their verbal content. The more civilised a
language the less suitable it is for music due to a conflict between
the implications of primeval symbolic sound-forms of syllables and
the immediate social implications of entire verbal phrases and
ideas. It is found therefore that music seeks the more unsophistica-
ted dialects of the villages as does also poetry. It seems that ip
Vedic times a separate language was thus created for use with music
based on syllables (Aksharas) representing subject, object or action,
remnants of which are retained in practical techniques of music
and also in the grammar of Sanskrit language. That the language
of syllables still persists in our unconscious is indicated by the facts
observed in psycho-analysis. Thus Freud :

“The Chinese language, both spoken and written, is exceed-
ingly ancient but is still used today by four hundred million people.
......... As is wellknown, it consists of a number of syllabic sounds
which are pronounced singly or doubled in combination. One of the
chief dialects has about four hundred of these sounds and since the
vocabulary of this dialect is estimated at about four thousand
words it is evident that every sound has an average of ten different
meanings, some fewer but some all the more. For this reason there
are a whole series or devices to escape ambiguity, for the context
alone will not show which of the ten possible meanings the speaker
wishes to convey to the hearer. Amongst these devices is the
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combining of two sounds into a single word and 'g:e usek:;' f;::
different ‘tones’ in which these syllab'les ma?' e | sPo th t o
purposes of our comparison a still more interesting faf:ltalls to :a e
language is practically without grammar ; it is 1mp;>ss: a; adjeitive
any one-syllabled word whether }t is a noun, a ve(; o 2 adiectin
and further there are no inﬂectnon.s to show gender, n o th,e ,a“;
tense or mood. The language consists, as we ma)‘r say, Of the raw
materials only; just as our thoug.ht'-language is reS(t)hve | into 118
raw material by the dream-work omitting to express e re
. i
" lt.Th tone which is the musical extension of speech is .perhaps
always ea most important factor that expresse.s the rr.lean;lrfg ar;:
importance of the objects indicated’ afxd their relatlzzsi n:g .
written language the tone is a}ways n;1zzlsn$oax;<:al:a:ht:s"ain ‘ig" o
imagination refu |
::Selfpr)a: EZSZratt: eset“:tfjl %/isual associations created in the imagina-
tion entirely divorced from tone and rhythm. Het;cceir::h:mr:;cilszg
mind habituated to printed ]iterature.develops a sort ;) revmscribed
imagination that may stir up visual images only eit e;‘ inp amasies
in dreams. Hence it is peculiarly true f?r the modern ml'n hat
(:l-'elams are mainly visual ; sounds or music sel.dom .ocm_lr in : ct
haps in the case of musicians whose 1m:31gmanon re:Jec s
excelift p;;nacf dwells in the tonal regions of the mind. I.n ordinary
;il;': ::)snuaal imagination or musical experience associate;j w;t}}: :‘):l]:t::
becoming more and more scarce, the demands o sct pave been
localised in our acquired visual habits : perh'a\ps ll.'le rPo:k;mt;:) ant
hy sexual desires find a perverted satlsfacflon in skoptop
(asing mani ) and similar visual perversions while ac.tua]
e potenoy is in inverse proportion to the wishes or. desires,
'Sl'e}fuilol\)r;:: I;;c(};;loit and accelerate this degeneration though its cause
e .
i re deep-seated in our social life. o
. mi\ccordri,ng to Freud the coqﬂict between Eg;) angf];;):u]ii% :: Othi:
basic cause of individual neurosis. Wh.en t'he energy e libido is
ilable for the Ego which is able to su i it fc
i .IODger o the libido rejects reality and finds sat:sf.acuon in
socta Purposg rt is the only path through which the a:rtlst finds a
e rom, hantasy to reality. There is certal.nly a great
e batc koffrotr:utz in it for the artist is able to incorporate
amoun
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the life of phantasy into our routine of daily life transporting
as it were the audience temporarily into a dreamland without
much strain on their imagination. Thus music with its
dynamic nature creates a life-like phantasy in  which the
components do not fall apart into unrelated images or units.
But this is true only for good music ; bad music is itself disintegra-
ted and its parts disconnected with each other so that in spite of
ability and dexterity a totality of experience is not created. In other
words the conflict between ego and libido is evident in the art itself
which infects rather than inspires.

In our ancient terminology the Ego is the Prana while the
libido is the Apana. This is so because Prana is the original Hunger
of which Apina is the most important component which along with
the other three components serves the Prapna. And the most important
characteristic of Prana is the voice with which Prana has been rightly
identified (Brhadiranyaka and Kaushitaki). Prana or Swara is the
masculine and Vak or word is the feminine principle of which the
entire Ego is conjointly made up. Thus in so far as libido is
available for the service of the ego it is a part of the ego; when it is
ot available for service, as in neurosis, it is in revolt against the ego.
Thus our conception of the conflict is often reversed ; the speech-
energy being the same as sexual energy was ori_ginally a limb of the
Prana appointed to serve him. Thus sublimation of sex energy due
1o its availability for the ego is not an exceptional ability
of the artist, as Freud suggests, but is the original norm of the
ego. When libido or Apina or Vak is corrupted and dissociated
from the Prana that the conflict occurs within the ego and libido
and ego appear as two opponents and then sexual obsession

exposed or concealed in symbols appear most important as symptoms

of a disease.

The chief seat of the Prana is the mouth (hence MUkhyz& Pfa‘-la)’
the original source of'libido and h}lnger, the f{ace (as .yasya),

ading the limbs (Angirasa), and 1s other localised functions are
B A ina (sexual energy), Vyana (external strength us;d in
e l‘?c?“m: (the upward movement of nutrition from the viscera)
wocgk)S,amﬁ?mz (harmonising of distributing energy). Of tl‘mse Pra‘na
:‘;d Apina have been regarded as the r‘nost important mlmjeatt}ll:g
psychosomatic harmony Or disharmony in the €go. 1n music they
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have the most important manifestations in tune and syllables (and
words). Words therefore, as Freud has rightly observed, are of the
utmost importance, for the verbal mind never sleeps (Prasnopani-
shatl), It is thus capable of working independently during sleep to
create dreams while the Prana outwardly asleep watches the play asa
mere observer, or a censor when the dreams threaten disharmony and
revolt. Exactly a similar censorship exists in our waking life when
tones or srutis are approved or disapproved and directed : they are
produced by one part of our being encouraged or discouraged by
another and this procedure is generally followed in all creative work
till at a very advanced stage the execution becomes so faultless and
effortless that no censorship is further necessary. In other words the
libido is entitely sublimated to the level of the ego and then whatever
it does is accepted as correct,

Another important feature of dream life as revealed by psycho-
analysis is condensation and its reverse process elaboration, This
is most easily evident in music where 2 small musical phrase is
presented in a condensed form, elaborated as a whole and in part
and lastly wound up aud condensed back again into its original seeds
form. This happens also in the detailed inner elaborations wher;
after an elaboration or two we repeat the seed-form in a h
phrase at the Sum. sort

The condensation being the musical technique of the male
principle whose business is to purify and retain the seed, th
ela‘boration is more pronouncedly the verbal technique (wi’thou:
using words). the Female activity, whose business it is to elaborat
or develop the seed with detailed elaboration of the import ;
limbs of the potential configuration. This again is the procegur an;
Nature. wher.e the elaboration of the seed and its return to jts orj <ian(a:;l
norm is universally evident. The Mukhya Prana itself gth
el?borates into the five-fold ego with the other four limbs of thus
mind during life and winds up the elaboration into its cond y
potential form at death. ensed

' In all the arts and crafts, in literature and mathematics, th
individual human mind chooses its own suitable symbols or in;t :
ment.s of thought and expression (0 be continued by hereditru.
predls.position. Only when the individual lines of ego-libido creat;j'lry
tgchmqnes are forced into centralised techniques of industrial oo
nisation the individual is displaced from hereditary predis OSiC:fga-
His libido, now completely separated from the outwarcFI) o,

sulimation, turns back on the ego in revolt
i N and hence
libido conflict. ce the

socia]
ego-

1 Pr.—413. Called Garhapatya Agni—which neve t. Here Prana
has been regarded as Ahavaniya Agni—-gublimat]:d f'rlgx‘: rAgg:rsxaom' Here Prang
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MUSICAL STYLES IN NEAR EASTERN JEWISH
LITURGY

BY
DR, Jonanna L. SPECTOR, JERUSALEM i

Jewish Liturgical Song is very old and goes back to the tme
of the First Temple in Jerusalem, founded by King Solomon about
3000 years ago. The Temple was according to Biblical and
scholarly sources a splendid institution with large choifs and
orchestras. Its music was well organized and disciplined: The
elaborate set-up of singers and instrumental players was intended t0
impress and inspire the ever streaming masses of peopler wh.o
thronged the courts of the Temple every day. But what the_musw
sounded like cannot be reconstructed by descriptions of instrl:
ments or the number of singers and insirumentalists mentioned 1
the Bible. So far no musical notation has been discovered and ¥°
have 00 idea what melodies were used, whether singing and playing
Were in unison, harmony or heterophony, what rhythms 2%
musical forms predominated, whether instruments Sef"_"'d for
accompaniment only or had an independent function of their OW!
as well, e.g., for preludes and interludes. .

. Unless musical notation of some kind and the key t0 it
discovered, we shall never know what the music of the Temple
sounde:d like, Meanwhile the only way of approaching the music
of ancient times s through comparative study. Jewish masic from
'flll over the world has to be recorded, transcribed, analyzed and the
".‘d%Vidual musical styles compared. If then common characte*
ristics, modal and rhythmic patterns, are traced to isolated commu-
nities which have not been in contact with each other for the
greatest part of their exilic period, these patterns may be taken .
Polnting to a common origin in Temple times. But even if sue
patterns can be found, we still have to be careful not to Jump;"
hasty conclusions. The antiquity of melodies cannot be judged };
musical features only, The cultural influences of the hostnatio?

. into
and the interplay between the civilizations have to be taked
Consideration,

. The oldest songs of all pzoples on earth have to be Sought'e::r:
the.xr respective liturgjes, Liturgy is for many reason$ less sub)
to influences from outside and liturgical song can therefore the
traced back further than any other type of song. And amongs!
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liturgical song it is the chanting of sacred books which as a rule
reveals the purest musical tradition. In Jewish liturgy the most
ancient musical elements are fouad in the cantillation of the Bible.

One of the earliest and most primitive forms of Biblical
cantillation is that of the Samaritans. The Samaritans, a small
community of less than 200 (two hundred) souls, have guarded
their tradition for 2500 {two thousand five hundred) years. They
have kept themselves apart and have refused to intermarry with
non-Samaritans and hencz their dwindling number.  The Samari-
tans, whose centre is Nablus in Jordan, consider themselves to
this day the ‘¢ true Hebrews ” and call themselves * guardians
of the Bible » (Hebrew ‘“Shomrim”, “Shomronim”). They feel that
they observe the Biblical laws, the dietary laws (*‘Kashruth”’), the
holidays even more strictly than do the Jews. They also continue
to sacrifice animals on Passover in the same way as their forefathers
did thousands of years ago, "a practice discontinued by the Jews
with the destruction of the Second Temple (70 A.D.). The
Samaritans consider Mt. Gerizim as the chosen Temple site and
not Jerusalem. They also consider the Jews from King Solomon’s
time on as heretics for having built the Temple in Jerusalem
instead on Mt. Gerizim. The strongest links between Jews and
Samaritans is the reading and chanting of the Pentateuch (the Five
Books of Moses), in which both groups believe and which is the
basis of both religions. _

The Samaritans have two types of Biblical cantillation: that
used by the priestly class only, e. g. at home while studying or in
small gatherings of priests, and that reserved for public reading on
the Sabbath and on holidays in the synagogue.

The first type of Samaritan Biblical cantillation is based on the
ten (10) Sidrey Migrata, which may originally have been the basis
of the Ta’amey Hamigra as used until this very day by Jews all
over the world. The Sidrey Miqgrata as well as the Ta’amey
Hamiqra are non-diastematic neumee, of whose existence we know
at least since the 6th cent. A D, but they may be much older. The
oral tradition of the Ta’amey Hamiqra goes back to Temple times
and is probably as old as Biblical recitation in public.
(c. 500 B.C.)

While the Jewish neumes (Ta’amey Hamiqra) number as many
as twenty-cight (28), the Samaritan Sidrey Migrata are fewer in
number- there are only ten different neumes. Both systems resemble
each other as to form and function, but it is interesting, that in
addition to indicating phrasing, e.g., stops, partial stops and
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the Samaritan peumes also serve as Fiynamig signs for
diminuendo and piano, crescendo and forte. The Jewish neumes

m:unue ch more definite and developed than the Samaritan
which al: n:;:)t have this interesting feature. The question there-
?g::l:rsise: whether some of the Jewish Taamey Hamigra did not at

e time serve a Sl . . imi
o:murics, and which Ta’amey Hamiqra might have had a similar
c

function ? . .

These are the names, signs and functions of the Samaritan
Migrata:

.. Enged - connecting words

: Afsaq - final cadence of sentence (Sof Pasuq in Hebr.)

» Ana’u - half close (Atnach in Hebr.)

| Arkenu - soft and low voice (Rekhina in Hebr.) - “piano”’

A/ Sh’iyala - question (She’ela in Hebr.) - “crescendo”

/- Z’iga - shouting (Ze’aqa in Hebr.) - “forte or “fortissimo”

<: Atmahu - wondering (Vemiha in Hebr.) - “crescendo”

<. Ba’u - penitence - “piano”, “diminuendo”

o Za’if- wrath and excitement (Za’af in Hebr.) - ““fortissimo’’

[ Turu - studying (Tora in Hebr.) - “mezzoforte”

(Signs taken from Mss. or qu. 1103 Brit. Mus., photostat
Dr. Z. Benhaim, Hebrew University, Jerusalem, Israel)

The Sidrey Migrata sound archaic, more primitive than do
most of the Jewish cantillation, but are unmistakably of the same
origin and source as the Jewish Ta'amey Hamigra. However the
range of the Samaritan cantillation is small, rarely exceeding a
major third (fourth in cadences), and important phrases Of
meaningful words are emphasized by raising the voice (even
shouting) and by change of tempo (stretto or sudden adagio)-
These sudden changes of dynamics or tempo are never applied in
Jewish cantillation, except in the dramatic reading of the book of
Esther by Persian Jews,

The second type of Samaritan cantillation is much more
elaborate and introduces a feature not familiar to Jewish
cantillation, namely the interpolation of meaningless, extraneous
syllables, like ““in, wa, waw” into the text. These syllables occurl
at the end of a phrase (afsaq-sof pasuq) or on words of special
interest. The melodic line in this second type of Samaritan cantil
lation is much richer than in the first type, the priestly cantillation,
and becomes often actual singing. While the first type, the priestly
cantillation, is “word-born> (logogenic) and the text predominant,
the second type, the cantillation of the priests in publie, 18

emphasis,

milar purpose, which was forgotten during the
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‘.'melody-born” (melogenic)*, where the melody seems
important than the sacred text, or at least just as important
where .sy]lables are added in order to be able to use much 1’
melodies for shorter texts. This latter type is contrary to JS\:%:}:

tradition, which deliberately k )
Biblical text.** y kecps the melody subservient to the

mare
and

While t.he second Samaritan type of Biblical ca till
utterly foreign to Jewish tradition, the first type appe s
been also the basis of all Jewish cantillation, Th;i)sp . h,to have
renExarkable, since the' first type is most likely the older 1osf tthc P
?;eltlaw?:aused ex.cluswely by the privileged priests and “tabiof’w:)(;
the y . n. ’_I'hls we know from current Samaritan practice: o
o. ay a Samaritan layman needs officia} approval by the S: St
priests to read the Bible in the “priestly” mannery Ae dine
Am-ran ben' Ishak, the official representative of ‘the Cgordm.g to
their ‘fforelgn minister”, a Samaritan, who does not Zmarctans,
the pnestly. class has to pass an cxamination before he is elon_g "
to re?d “ l,lke the priests . This is in consonance with permlt.t‘ed
of priests in ancient times, their privilege not to discl practlce':s
!(nowledge to the ‘“ uninitiated . A clear parallel can l?se it
in Bar Hebraeus discussion of a musical notation on cla ’ lfound
to texts in hieratic Sumerian and vernacular Semitic, of ‘ yl? b
texts end with the solemn formula : ¢ Secret. The’z initizvtet;h the
show it to the initiated.” Another parallel to this kee ing 'f o
secrets is found in Jewish history as well : Hoorosp thv‘ OL tlfflde
appz.zrently a Pharisee, refused to disclose his mTlSiCé.l kcn el“te,
to his successors, who were most likely Sadducees, (YomQO\;ISe('ige
lest a dishonest person acquire them and they worship i(iolata”“
But what these musical secrets were is not known. It is not knory.)
whet}'ler they concerned themselves with musical notationown
certain manner of singing or Maqamat (modes). ’

An ancient tradition of Biblical cantillation was j
by t.he Jews of Yemen. The Yemenite Jews, isolat‘;(a;lsfc')rc}))rile Si)rtvlfeci
Jewish groups for thousands of years, followed [ewish tradition
closely_- and guarded it zealously. The Yemenite Jews claim that
they have lived in Southern Arabia uninterruptedly from tha ’time

ation is

a

‘I;Jg;gie.nircA and melogeir‘r.ic are iérms used by Curt S. in i
the Ancient World", Norton, New York 1943. achs in *The Music of
**Dr. V. Raghavan of the Music Academy in Madra i
! havan | s, India,
;?1 dpgl;:t}giuil thehsxm.nlarltfy Sbctween the Samaritan public readl;néa 0»}1 a?hteheB?;lsé
Hindu chanting of Sacred Books, especiall 5 inter i

of meaningless syllables into the tcxt.O P Y @ fegirds the interpolation
[See his article in the last volume of this journal, pp. 109-111 Ed.)
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of King Solomon and the Queen of Sheba, whose home was
Yemen. This would be from 1000 B. C. on. They were joined by
Jews in the time of the Babylonian exile of the Jews (c. 500 B.C.)
and again when Islam came into power and many North Aruabian
Jews fled to Southern Arabia. The life of the Yemenite Jew
centered entirely around religious practices, even practices which
were out of place in Yemen and abandoged by Jews all over the
world. The Yemenite Jew translates for instance until this very
day every Biblical passage from the original Hebrew into Aramaic,
just as it was done during the time of the Second Temple in
Jerusalem, when Aramaic was the vernacular of Israzl, and Hebrew
its sacred tongue (. 500 B. C.-70 A, D.) Aramaic was extinct
since, and the Jews of Yemen at no time spoke Aramaic,
their language being the language of Yemen, that s Arabic, but
they kept the tradition as prescribed in the Mishna (commentary
on the Bible, a collection of oral laws from earliest times until ¢,
200 A. D, when it was edited by Yehuda Hanasi), Aramaic did
not serve any practical purpose, but had for better understanding to
be translated into Arabic. Following the law of the Mishna, the
Yemenites read the prescribed Biblical portion of the Sabbath first
in Hebrew and then in Aramaic. This is still done publicly every
Sabbath in the synagogue, the Aramaic translation being invariably
chanted by a little boy.  While the Hebrew text ig cantillated
according to the traditional 28 Ta’amey Hamiqra (the neumes), the

Aramaic text is rendered in a tune (nigum), which varies slightly
according to the length of the sentences * )

Now let us explore another

rather interesting area of Yemenite
liturgy, Shirath Hayam, the Song of the Sea, a prayer said by the

entire congregation. The way this song is rendered by the
Yemenite Jews is quite unusual : one hears clearly fourths and

fifths, and is remined of the * organum *’ of medieval Europe. The
geographic isolation of Yemen and the forbidding attitude of its
kings towards Europeans made an intrusion of European influence
impossible, Hence, where did this simplest form of harmony come
from ? In trying to answer this question we have to consider a few
facts : it is not a feature of the Near East to sing in Fourths and

*Another very curious feature of enite Biblical cantillation s the
nciation of the Jews from Shar’ab which reminds the listener of Hebrew

. Is this purely
. Garbell, Hebrew University, Jerusalern, comments as
f mon feature (between Yemenite and Lithuanian Jews)
is the merger of ihe vowel-phonemes Holem {“ey ) and Sere (*‘a™),
certain parts of Yemen, South

i ¢ and East up to Hadramaut, HoJem is pronounced
‘€. —In parenthesis additions of J.L 8.
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i ic i is to be excluded. Could th;n t_he
A an}? SZ ?;;bclcfrlgr?auti?: eS:Jsdanese Negroes via Ethiopla with
hal‘.mony e was in close contact? Or was this Stl.]l- a featuri
i :emder}rom Temple times and preserved in its original form ?
So for tl?;e is no answer to this puzzling que.stion, the more puzz;
S_o fe:)r ause not a single Jewish community in the Nee_lr East c1>
e Ise in the world sings or plays spontaneou.ﬂy in this ear y
an)’WhCI:e? m. Inthe Near Eastor in Central Asia the fgrm is
girtlfrll: rr]ri((;sto lrmet’emphonic, but never harmonic, not evendl?yaz;c(cj;lc;:ngté

| ites also shows a radical chang

T Sone o tl?:nse]i/i?rfy:;i,Y;:ge:ilstte:r of Moses angi Aron, jo'm.s in
Of' term?o’bvetl . at this point dance rhythms are introduced 1nt}(:
e cong. trn ‘better to express the spirit of the text, althoug1
e Song], d ecing takes place. Is this also a remnant f_rom Temp ??
tin aCtuah a‘nt this point people may have proken into danceh.
Thtts o a as we can go in thinking this problem t.hroug 1
s farers to this question we will have to refrain unti
o 3“5"; data and material as regards }hls phenom‘enon.
iy morone can still assert that there is such a 1h1ng as
Neve:it:?ee ]tersasceable to Temple times as is borne out by the following
a mo

.case,

ho
. f the Decalogue from Zacho,
i interesting is the melody of X .
Higny m't[:e Ku%dish Jews lived jsolated in thecmountialgzv:f

istan. X . ), an -
112“1'3;2:; since the Babylonian exile (6th Cel'lt'tgé wo)rld oo the
1 ;::d a tradition of their own. hNOWherinI:m\er The Kusdish
0 ite in the same .

ments read quite in elod
- Cdorr:g? r;csi might be expected intone the ?e;algg:: tnoo:l Thangz
Jews do again and whic .
ich i eated over and over ag . ording to

WhIChtliS:or: Isjlight variations. They also d.o nOt]Sl;gilst :::tn pose§ o
o o vmes prescribed in the Bible. Their }rlr}eho Zint to antiquity.
e ne istinct and different motives, all.of whic lP se. as well as in
three dis ?ves occur also in the Samaritan Ih)eca ggay::r for Rain **
These moti for instance the “ .

i enite prayers, as haic in Jewish
cer?am. %.ZI:‘m andpexpression belongs to 'the m%slfearrielody of the
whxc"ﬂ md is very close to an incanta;lo;. rare examples where
music an ne of the

g e belongs to one . i les of
Kurdish Dec‘igg;atterns occur within otherwise different sty
common must

; munities.
i ed Jewish com .
tsolat 1 almost universal tradition among Jews of

oint to the Persian reading of the Book
f]%stiva] of deliverance from the enemy.

As an example of" a ]
the world over or'1e mlihl
of Esther on Purim, the
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The Persians read Esther in much the same way as do Europeans,
except that their reading is more drimatic, the dialogues and the
prose acted out by the reader,

In contradistinction to the above example it is surprising to
what extent the ancient Babylonian community of Baghdad was
influenced by Arabic music : the Kinoth (lamentations over the
destruction of the First and Second Temples in Jerusalem) are
completely Arabic in style, showing all the features of Arabic
folksong. The range is wide, the melody changing as if improvis-
ing and has little resemblarce to Jewish traditional religious song,
which is usually restricted to a third or fourth, the small range of
which is enriched and embellished by microtones.

ime at the first hearing that the

In the next case one might ass:
The Midnight Mass of the

Jews had influenced their host-nation. ! . 0
Greek Orthodox Syrian Church sounds in sections completely
Jewish : the melodic line uses frequently augmented seconds

(considered by Eastern European Jews * typically Jewish), chojr
and cantor alternate, the cantor employs coloratura, sequenceg
grace notes and trills in his solo parts, responsorial singing appears,
and so does the
by the singers as accompaniment to the solo of the canto
All this including the melody itself could be taken right from thr.
Jewish -Orthodox service of a synagogue in Eastern Europe. e
can this curious resemblance between the music of . How
. . (o] Church d
Synagogue be explained ? Did the Church learn from the f; an
Jews in Europe, since Near Eastern Jewish songs soung ¢ far away
Not very likely. s differently?

We know that the Greek-oriental mode employed .
Greece contains two augmented seconds (d...e ﬁat }f to this day in
b flat— ¢ sharp—d). This is preciscly the m ; sharp...g._'a B
Greek-Orthodox Syrian Church iy ¢ oce

second occurs also in other M
of the Meditetranian areag ;
$ in Dyro
feature of Centrs : pe.  Althoy o
Churchsong bgtlflﬂin?sm th_e augmented second ‘Ig)gngng'na”y a
under the impact of °r the influence of the Byzanj ated into
seconds are 2nuc}(1) lt:nl\/lronmental folkmusic in Syrialn‘;wor]d and
(Ukraine, Russia Rl? Ovefi by Eastern European :Ie vemented
synagogual mod’ Manta, apg Hungary etc) ang ws as well
e called « Ahava Rabhy » ;’Vhicnh Used in the
! corresponds

aqamat of the Negar

¢ drone ® the long sustained note Sustaineq
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roughly to the Arabic Magam Hijaz. It may therefore be established
that the mode employed in this particular section of the Midaight
Mass (preceding Kyrie Elejson) is similar to the mode used by
Furopean Jewry in prayersong, which in turn is similar to the
Arabic Magam Hijaz. Futhermore the cantor and choir, the respon-
sorial singing, the cantorial solo and even the “ drone” common to
both Synagogue and Church may be explained as an attempt of
both institutions to imitate and to approximate the form of singing
at the Temple of Jerusalem before its destruction.

It seems obvious that the Near Eastern Church and Eastern
European Synagogue have drawn their modes from the same source,
namely the Near Eastern folksong. No influence of Synagogue
upon Church was necessary ; they arrived at the same results inde-
pendently. But how is it, that the Near Eastern Synagogue does
not make use of the enlarged second in its liturgies 2% In all other
musical features as coloratura, trills, sequences, modern free rhythms
and microtones it is a true child of the Near East. Only the
augmented second is missing. Why does the Near Eastern liturgical
song of the Jews avoid the augmented second? Since ancient times
the augmented second was associated with the Aulos, a shrill pipe,
employed in pagan worship. It may therefore be possible that
augmented seconds together with the Aulos were banned from the
Temple and remained banned from the Synagogue in the Near East
even after the destruction of the Temple.

But why then are Eastern European Jews so fond of the aug.
mented second ? Perhaps the answer is as follows: while in the
country of their origin, the Jews rejected the augmented second
because of its association with the originally pagan worship
and orgiastic practices; later, when in' _Europc, .thc ngs were
clinging desperately to their ancient traditions, and in fear to lose

“their oriental heritage were nostalgic for everything that might

remind them of their homeland. They now absorbed willingly all
musical features reminding them of their country of
origin, including the augmented second, which came to them via
the folksong of Greece, Turkey, the Ukraine, Rumania etc., and

whose former function they had forgotten.

.
e Synagogue in Egypt and Syria, where some

* ith t tion of th
With the excep usha for Musaf) are said in Hijaz,

portions of the Bible (Parasha & Qed
18
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In the above article I have chosen the few examples with a
view to elements of commonness, which might be used as steps
in tracing back to a common musical heritage :

(1) the possible common basis of all Jewish cantillation

(Example : Samaritan priestly reading of the
Pentateuch).

(2) the traditionalism of the Yemenite Jews (Aramaic
Targum-translation) which expresses itself in their
music as well.

(Example : cantillation of the Pentateuch),

(3) the possible use of early harmony in Temple times as
preserved in Yemenite prayer,

(Example : Song of the Sea): .

(4) common musical patterns existing in isolated Jewish
communities as revealed by a comparison of Samari-
tan, Kurdish and Yemenite liturgies,
(Example : Kurdish Decalogue).

(5) a tradition almost universal among Jews,
(Persian reading of the Book of Esther),

(6) common Near Eastern elements as
Synagogue and Church independently,
(Example : Midnight Mass of Syrian Church).

From the examples cited above and the partial analyses, one
readily sees how many gaps there are in our knowledge of Near
Fastern Jewish liturgical music.  The only hope to fill these gaps
would be more and more examples, hoping, that by mere volume it
will be our luck to find the missing links upon which the solution
of many puzzles confronting us at present depends. Obviously a
great deal of recording still lies ahead of us. Tt is a long range
project to collect, transcribe, analyze and compare all Jewish
musical material available. Knowledge of African, Arabian, Persian,
Turkish and Central Asiatic music is necessary to determine
influences and origins, parallel developments or diffusion. The
process of Jewish musicological research is slow and painstaking.
On the other hand it is of utmost urgency at least to collect the
musical material which exists in oral tradition only. If not done
quickly, it will be lost for ever, since all Jewish communities are
uprooted and subject to complete assimilation and integration in
the melting pot of Israel. The pity then will be that not only shall
we lose the opportunity of preserving the immediate past of all
ethnic groups, but we shall never again have the opportunity
of tracing what is common to all of us and thus reconstructing our

musical heritage from Temple times,

preserved by
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Dr. V. RAGHAVAN

In a song on Alahar, the Lord of Beauty, Dikshitar stated
the goal in a compendious form as the transcendence of vulga-
rity— QAT 0. The great Tyagaraja held before us two
types of musicians and music-enjoyers, the one who while being
in it all the time is yet insensate to its greatness and the other
who knows its essence and revels and forgets himself in it. The
first he compares to the toad and the crane which stand all the
time by the side of the lotus of that supreme ineffable bliss-
QCATERY FHSHT THAFE - and the other he exemplified in the
personality of that promulgator of the path of Nada-Bhajana,
Narada, whom he describes as the bee drunk with the
honey in the lotus of Nada, and humming: m(
In Alankara Sastra too the distinction is made between
true Rasa and its semblance or degradation, Rasibhisa,
a distinction essentially of culture, While Sringara as
a fact of human relation is common Wwith the rustic, the
aboriginal and the animal, it is the higher consciousness
and refinement that make it, as a Rasa, the lustrous thing it
is, Suchi and Ujjvala. A higher realisation, a heightened attitude,
a Jarger background, is therefore called for if art, and music
especially, is to be allowed to exert on .us'all that profound
influence it is capable of. Such an appreciation is, like taste, a
gift. No greater proof of this is needed than the extra-personality
of our great music-masters, a full understanding of whose
title to a place of immortality in the history of our
culture calls for a wide study of the varied aspects of their
mind and contribution.  Negatively, the same is also proved
by the fact that there have been and there are numerous
composers, whose industry has been interned in manuscripts,
This is not something that we assume, but is patent in the
very life that the greater composers led and the legacy
they left. If we call attention to their learning, if we analyse the
strands that composed their thought, if we emphasise the role
that the art played for them, we are only saying something not
only not extraneous to their compositions, but is borne out by
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them and, virtually,

forms their burden and the declared motive
force of their creatj

Ve output.  Not we, but Tyagaraja it is who
says * Sangita jnanamu bhakti vina sanm

argamu galade” «Ni sad-
bhakti sangita jnana vihinalaku mokshamu galada.” This is the
‘sara’s the sum and substance, not of that Saramaii song alone,
but of all our song, whether of Tyagaraja or of Dikshitar.
Between Ayyaval and Dikshitar there is no difference in
ideology or achi

They were just two of the mahatmas
Whose appearance becomes inev;

and unfailing in effect, 1

t is a matter of common experience
that there are amidst us
quite alien to-Sanskrit of

numberless persons who have become
Sastra,
whose cultural Astikya st

10 Achara or Anushthana, but
. M hangs as it were by the slender yet
strt?ng §1\ken thread of our music. 1f Tyagaraja created a regenc-
raupn in the bhakti—marga, in the belief in the efficacy of the
recital of the redeeming Name of the Lord—Nama-kirtana—as a
means of salvation, in Bhajana ang Bhagavata-sampradaya, Dikshi-
tar reinforced spiritual 1ige by these and other paths as well ; his
work had both a popular and o learned phase, the easy as well as
the esoteric approach, “indiviquayist and exclusive as also all-
embracing and universal. Bhajana mayqq us adore Tyagaraja as
Narada’s own disciple and his poetic Ouipourings on Rama make
us revere him as Valmiki’s Incarnation, How does one contem-
plate on Dikshiiar ? When Wwe think of 1
Dikshitar did and the pu

anar and {ake into
account what Tiruvarur and Tya - e

: Baraja meant to him, we may
call him 2 second Sundaramurti, apq it 1S no accident ’Di\(sh'\'&at
has 2 special piece on that Saing in Takka

the Devara, When we think o

: » A Raga reminiscent of
f hin
grace of Guru-guha and the endle

of His drew from him, we see iy ikshitar a second Arunagiri.
And when we see him seated before hyg Chakra and his roomaring
expositions of the lore of Srividya in piece after piece, and in
special groups of them, We may e deem that th’e great
Bhaskararaya took a new birth ¢ Propagate the Tantric cult.
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e’ 1Kshy ] rly all-

: tion of
. . ith the hlgh concep :

ight appropriately begin Wi agaraja has

'W:hrar’zl?l’)hiicslll)ilzarphad. It is well kno:?lvsr;c EﬁastevTe};a% Kritis of
music ly voiced forth the phiIOSO}")hY"Of m-kshitar’s Kritis. That
e)fpreS»SS: yh referencés are not wanting'in D1 that God is the prime
hr's.' .tucis itself an embodiment .of Nad.avh 2 or Devi, Divinity is
D1v1ﬂl]y tor of music, that as Siva, Kris 'na that Pranava is the
Izzlré)v?)}ls %:velling in Sama-gana, Venfua"o:n X;?c ,’that there is nothing

: Nada and source O —is conveyed by
qumtessgnlf;:sfmore than the nectar of Nat(lif: R{:tipnriya ziece—
th'at Icli’(t)ar not infrequently in his Krms.hltmbodimem of Bhava,
Dikshi . .o __he describes God as the avati Kriti—
‘Mararatipriyam "‘mmm.wml In the Vams in Herself
_— - * i mn <

Raga antdi ;?:;uvati’ Devi is addressed ésﬂ gabg:mg Rl 1n
«Vamsavat +wo Srutis and the Svaras: A ddess” is said to have
the twegzr ¢ in Sriranjani, the Go s T | In
‘ ?:;?ned goneneSS with Svaras _a‘}l(: ::1 d to be the Pranava
a - i, Devi

v elsl e n Gaurb an - -
Gaur;\gl'rmtzﬁzekug?\:ml image - vachaka - of Nada Brahman - qrg
which 1

i le world
awaﬂ&l ther that sustain the who
easts of the Mo ) [URSCELD)
The t“;O bzong and  poelry : 'ej:aoq:%the Goddess
are  SWe? llavi of the Chayagaula DI he practice of
in the Anth ah goal to be attained by the p f Abha-
of arts. That t y Godhead is seen in the de_scrlptlon ; aula
elody and rhythm 1s 42 and Laya in the Kedarag
o the +gati’ or goal of Na Puja can be thought of
yambika as dess. That no greater. Al 1 Padi where
piece on that oo f song is seen in Sngumnadla o e o
than the off%s oda is described as the best pa Yecious \ore of
the nectas of 'NaG 4 who gave us this Pts on Brihadisvara
to God. 1t " X radesvara- in « Palaya mammch Yajnavaltkya
usic - Ga“"‘?"‘dya'pa\d The Vina-vadana, :\V 4 oot Sia
of Tanjose in Ny eas.ier sadhana for mO\;Sefzrea“He sought to
referred t.o T ";(“hinammti-fotm g ught is mentioned in the
in his Vma-,DaYSoga-Dakshinamum.i:ormv ':(ﬂl Elﬁﬁill Both
teach in his G on Dakshinamurti, T@H itoi‘}g: of the Sangita
in Phenadyuti © .bed as the repositorl €
song d Devi are describe handrasekhara in Marga Hindola
S the Tiruvarur piece onC '
Sastra 1n
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and in the Devaranji song « Namaste Paradevate * : G“ﬂﬂm&-
Y and EHRTTSII It is the Lord that spread the art of dance
and music through different sage-teachers: WY& {7 {

{ d in the Bilahari-piece on Hatakesvara at
Tiruvarur  apd

in  the Devi-song in
Rasamanjari, Siva ag the expounder of the different aspects of
vocal and instrumental music and the poses of Tandava dapce
cannot be missed in the Chidambaram Nataraja Kriti in Kedara -

z TATVSIS That in jts differ-

in a number of Kritis :
in Gitapriya on Guha ; Cha

in ¢ Sadhujanavinutam »
but especially so the Suddhamaddala,

oves the eighteep Vadyas
peculiar to Tiruvarur temple:
3 In  Devi, object
of Dikshitar® r had a deity who
- Sangita-Syamaja
¢ for the English
mplated without the
true form of the ten
1 the music of others

]
§ regular worship,
was Herself the presiding dej
as he refers to her in his San
Nationa] Anthem,
Vina ; through it,
gamakas ; pot only i
too, She is delightin

the compose
ty of music

skrit substitut
She could not be conte

She is expounding the
a Her own playing, but j
g and €xpressing Her ap

Preciation by nodding
Her head : in the beautifu) Varali  piece
on  Minaksi ; in the Nilambari
piece on Nilayataksh; ; #\'UTHIWW B in the other wel).
known Minaksh; song; AR in  Nilotpalam.
ba in Ritigula ; 1 in a Kamaksh; piece in Saugandhij
raga ; and SYonNe - Abheri ;
(Kalyani Bhaja re re chitta); &ﬁ (on Sarasvatj in
Saravati); (in Gaurive]avali); 3
Durge)s

Devagandhara and Abhayampg i Kalyani); a‘aﬁamf%wwq@
in a Malavagy; piece relating to Srivanchyam.

It follows that according to the
raja and the like, the ¢ objeci of
God Himself and po mortal being, however emj

to Tyagaraja, the Rasika-siromani 1g ey,
Himself, to Dikshitar also the

$€ composers,

Dikshitar, Tyaga-
adoration byt

he art of music js
nent he may pe. If
joy his Songs is Rama
enjoyer par excellence of hig
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iravi, Prasanna
o i Vasanta Bhairavi, !
CPR ivinity itself. In Vati . ; in the
Vol tlessv:l)rlaVl isydescribed as the _Ramka-sek::\r?he Sangita.
Venka‘lamba Navavarana songs, Devi ﬁgurels{asamanjari piece,
Ka$§ (Todi and Punnagavaralj songs); in the 2. In a Kriti in
251 aguhax is referred to as Rasnka-g}mga‘t’is'f action that She
uru. R dess his sa .
i, Dikshitar tells the God _ . implyin
l?lhan){)a(\)sc;; lzi”ksall Mangala, has given him honour, 1mp(Y g
the a | AR
that he need not go to any man for any reward

i inology of Yoga Sastra, accord:
mﬁa’@' :izpn:sg ;her:::liltur:)c;l yggga, the‘Ku_ndal.ini Sakt:i
s 1o ‘Wh“fh ‘Z n’ether-most Chakra of Miuladhara is rous;f1
Slumbering in . io -most Chakra, the Sahasrara, wherellllporllt e
and taken' to th%]i{J flows forth from the thousand:pet;l. edMotus
nectar of 1mm°?on ):)f the ' Spirit, Dikshitar says in . ’1s h'aﬁle}-
for the delectai; ce ¢ Srinathadiguruguho Jayati Jayath; -\zou; ii
malavagau]abep his dedicatory song - G_urugﬁha :: e o A
deemgin :zy Sahasrara-Lotus and is drinking the nec y
seate

FREATEAT ATIEIARaTa ; |
sweet music : AIAREEE

o firmed article of their
irakti h votaries is a con ‘ s

The virakti ofsiiicto seek riches or the gifts of the rich is pot
faith. T heir avewhich rich men, in their usugJ. style, ref;tar ]t&ok as
a negative pose, oipé Gpnby. Itisapositive vow o in.
ezhai-k-kurumbl{, anog‘ ing - which is a necessary adjunct of imy
chanya-.foaslszssle’;f It is obvious it is not possible to ;x;'r;(/eh'\t::o
true spiritu ) mw, y ikshitar

ja shunned d !

masters. hlflTZ?v%:;?as:ek Goddess Lakshmi the’kils H:; Srerlet;;’"'
said 1 s he reproachful thing called the Se. ng ;
gold ; I shun the rep HATTAAEIE AR, which may be held
Wﬁg&ﬁu?i?n to son;e trying Siwatio-n in(l; lsaalllﬁ‘alllzz. \fv‘;;?:htrﬁz
e 00;1 ti}i]lar: ihe learning and the art constxtu’u.aas the Goddes i
belief t i in the Vegavahini song,

i i ace
praises Sarfa‘s)\r/:t:h :;nsorrow of having to be looking up to the f
saves one it

m l
of degenerate man : mmﬂﬁra?r

gy .
e; wedded to devotion
But all prabius Vée: ‘?OOtsielcgerI;::frial gain, Dikshitar, like
and averse to any i ;)ife should naturally have.faced many:
others of his way o 'tuat’ion. It is rather interesting to compa;d
desperate and teriSL masters here : While Tyaﬁargjahg:(:\;; .
the éw?/erc;:ltl:\?:c:’f l?i,s feeling, of trial and anguish, in
forth e
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Dikshitar «digested® ag

, 1t were all such ris; .
the technique preseri °h risings  and, following

bed by the Yoga : ;
on them, contem ga Sutras, instead of dwelling

: plated on their. Opposite-Tg YIRS ﬂii\i‘ﬂiﬁl'ﬂﬂ'{'
an.d kept singing of the Lord andeis S‘;‘ B% i
o ¥. But while Tyaga-

s songs, intensely persona] j

. nal in large nu '

contain no reference to any person g¢ numbers of them, yet
b

the j ikshi
makes some specific allusgj L
. : 10ns t0 names of a few lar e-minde
;Zﬂiew;zc?]; ilrtuthelr duty to be of service to Dikshitagr. m;:?idhii
varur, Mudaliar who belonged to a

. r ; -
el vas ey s o D, oy o, 8 U
deity at Ku;;gktljle Ragamalika in 14 Ragas - on Visvanathapthe-
reference, Diks;)it arai - Dikshitar mentions his name sucgh a
local defty a beinarwusuayy makes indirectly by descri,bing the
the local temple.%ru Orshipped by that person, who ha b

stee also. A s ppens to be

: imilar s ;
made to King Serfoji of Tagjore by indiret reforence is

being  worshi .
pped b -

Nabhomani peice, Ypom

tesvara Eddappa,

Dikshitar makes ap exceptional refer

his shelter : a@m_m%%m

To continue some ¢
was concerned ;

€nce g

there are ot allusions T:yagaraja so far as life

s themselves, besides

. : 10r{ed above, yield liitle

piece which definitely p;  being the Amritavarshini
K R nts tO an e . .

some drought, Dikshitar pr Pisode in which, 1o relieve

i o ayed tha’f the clouds might rain,
Eg&iaa S T Ry
References, howev H@R B T
» however, to hjs convi !

" cti .
1. Ta his Mayuram Abhayam 01 and self-confidence in

: o v . ba sopp i ——
posparipalininy, but this does noy's(& 10 Kalvani, e read * BrarizNage:
of the logal ksnha(?e ﬁ“a e but 3DPpearg € a reference 1o any contem-
ctra-mahatmya ; thjg requires ‘f% rtﬁea rereéencc to an episode
T verification,
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the path of devotion, his realisation and attainments in the path
of knowledge are somewhat pronounced in Dikshitar’s pieces,
Firstly we may indulge in speculation as to his Dikhsa-nama,
Votaries of Sri Vidya take a new name on initiation. From the
frequency of incidence in the Kritis, this Diksha-name of Dikshi-
tar may be taken to be Chidanandanatha. Mostly in pieces on
Subrahmanya with whom he identifies hin(zself. this name occurs
and when we see such utterances as @:Wﬁi‘(ﬁﬂlﬂmz in
the Balahamsa song on Guha and  {(RyEreFagama. in
his dedicatory song, we may see in Chidanandanatha his Diksha-
name. As in the case of the Tyagaraja-mudra in all the songs of
that composer, we have in the Guru-guha mudra in Dikshitar’s
pieces, a reference to the composer himself. We may, accordingly,
see that in some of the references here, Dikshitar refers to his own
scholarly and musical attainments : In the Bhairavi masterpiece
Balagopala, he thus refers to himself as ¢ Vainika-gayaka’, a vocalist
and master of the Vina, and in that Bauli piece of quiet exhaltation
¢ Parvati-Paramesvarau vande®- a similar expression is found
describing himself as ‘Pandita-tara’. I think we may legitimately
lay hold of these two phrases as being exceptionally significant, as
underlining for us two aspects of the art and genius of Dikshitar
and as giving us the clue or key to understand them. While on
one hand his style may be considered to owe its laya and visranti,
karvai and gamaka to the Vina, his scholarly zeal, Panditya, led
him to give in his songs exhaustive expositions not only of forms
of individual Ragas, of celebrity as well as rarity, but also to
illustrate through them the science of Ragas, Melas and Janyas as
may be considered to be in vogue at his time and in his school.
In fact, it is the same Panditya that explains all the Mantra and
Tantra, the Advaita and Purana of his songs, indeed even the
Sanskrit language that he chose for his expression.

If we search for predecessors for Dikshitar, we have one in
Margadarsi Sesha Ayyangar who, from the way Sri Maharajah
Svati Tirunal quotes him in his short tract on the art of composi-

_ tion, Muhanantyaprasa, appears to have, in the immediate past,

blazed the path for these Sanskrit composers. More thap
Sesha Ayyengar, the Advaitic Sannyasin and composer of Kanchi-

- puram, Sri Upanishad Brahmendra, with whom Dikshitar stayed for

some time, influenced Dikshitar’s style of sahitya; recently I

examined a large number of Upanishad Brahmendra’s songs and

found that Dikshitar’s expression has many echoes from Upanishad
19
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Brahmendra. As thereis no doubt about Dikshitar’s erudition,
it is only to be expected that he was steeped in the musical heritage,
This is best illustrated by an echo of the Talapakam composers
in Dikshitar; in his Mayamalavagaula piece °Srinathadi’, he
describes the Lord as }he lamp shining on the tower of the };eart
of the wise ~ HIeRTaAl E@m ‘ -—and one reads in a Sri
Raga piece of Annamacharya ¢ Etad akhilambunaky’, W

yaweta fiftwg RawdoRag |

Dikshitar left us in no confusion and controversy - in
respect of the Ragas of his compositions. The scientific
anxiety with which he wove into his sahitya the Raga.name
is something for which we should be profoundly thapkful
him. That be based himself on the 72 Mela-scheme, gag f‘; dt.o
in the Kanakambari-list, is clear from his Rasam;n.arif"e nd it
Kamakshi in Tanjore - in which he says !
and from the citation of Melaraga-names with their
fixes: Kasi-Ramakriya, Geya-Hejjujji,
Vasanta bhairavi and so on. We may note also the use b Dikshi
of the technical term Raganga in the new sense of Mg(arl shitar
bega.me current at this time. Dikshitar, it is borne outag;t that
Kr‘ms, stéyed for an appreciable period, at Tani y the
Sri Ponnaiah who expressed his devotion to D{Er}e‘. whc:n
some ‘cox?pOSI'tmns on him, became, along with his Sblta;'1 in
Diks!ntars disciple. While songs on the shrines i rothers,
Tamilnad as well as on Kantimati at Tirunelveli showl:lh e
Mela-names were used by him generally in all his songs th a1 those
use of thc?m anq the profusion of songs with theic’ ¢ regular
the Tanjore-deities  Brihadisvara, Brihannayaki Knames on
Venkatesvara etc., show that when staying at Tanj,o e Bt_naks_hu,
set himself to a special task, obviously on some scieﬁt-ﬁlkshltat
or request from pupils, of composing a complete self: containsg
corpus of lllustra.txv.e Songs, most of them short on -contained
72 Melas and their janyas ; and it seems necessary t: s;cai(::ll‘:n‘?;i

the complete set of these songs in mss., partica]
down in the family of Sri Ponniah Pillai.p ioulasly thoss handed

The most obvious fact aboyt Dikshitar’ i
st ( r's m ife i
Jarge-scale pilgrimage that he performeq ang theuﬁsllliallllge i
this land of temples (0 the practice of Kshetratana. pIt is gs:yg in
the M ahabharata, when the five Pandava brothers spent their elxillen

piece on
Katapayadi-pre-
Gana-Samavarali, Vati-
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time by performing Tirtha-yatra, that pilgrimage is the common
man’s yajna. That the consolidation of religion among the masses
is best done through our temples and festivals has been demonstrated
from the times of the Devaram and Divya prabandham. If we look
more attentively into some of the Kshetra-kritis of Tyagaraja himself,
we find that the description is of deities in procession, with Bhaga-
vatas bringing up the rear with thesinging of devotional music. The
additional value in these Kshetra-kritis of Dikshitar is the mate-
rial of archaeological, iconographic and literary interest that they
contain. These songs are epitomes of Kshetra-mahatmya. Dikshi-
tar was a keen obsecrver and a curious enquirer and never misssed
features of temple-architecture which had particular relation to
the symbology of the worship at particular shrines like the Pranava-
Fkdra-vimana in his ‘Ranganayakam’ in Nayaki or the Somacchanda
vimana at Alagarkoil. Tirtha, Kshetra-vriksha, form of propitiation
specified at the respective shrines, the leading episode of the display

- of god’s lecla and grace, - these constitute the essance of the

mahatmya of each Kshetra and these one can always find out from
Dikshita-Kritis associated with those Kshetras. So that, it seems
not only proper but also necessary that, at least in some of our
major shrines which Dikshitar has celebrated in an appreciable
number of songs,- Sometimes in a series even- efforts should be
taken by the authorities of those temples and the Eandowments
Board to have these songs regularly rendered in those temples,
When dealing with Malabar shrines- e.3. ‘Pannagasayana’ in
Madhyamavati, even the speciality of the Payasa-naivedya is not
feft out. [n the Mukhari piece on Ratnachala on the Akhanda-
kaveri, we have out of the way information of the tradition of the
Abhisheka-tirtha for the deity bzing brought by a fourth caste man
of Arya descent AAEATTATHATIRI YA T HATATLRS-
ZIET which our Dravidian propagandists may take note of ! Two -
points mentioned by him in his Kriti at Tiruvorriyur a[ﬁzgﬁm
in Arabhi and in the Nagabharana piece on Tanjore Brihadisvara
draw attention to an important feature of the temples at these two
places and the worships there when they say AW €4 §%§
ATFTTIFATITR and AETAEY TETR, In the forrer case
it is known more widely that Tiruvorriyur has Vitanka (non-chiseled)
natural Linga with just a kavaca in front, and the temple here, as a
shrine dedicated to Tyagaraja (of Tiruvarur), having been ihe venue

of some of the Jilas of Sundaramurti; but it is less known tha
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Tyagaraja forms an integral ihadi
anin part of the Brihadisvara shrin
as planned by Rajaraja Chola himself; there is a Tyagaraja-sannidhi
g\i th:a Malha-mandapa there and the conduct of worship etc atllhel
g temple, as epigraphs sho i '
Dig emple, p w, were organized as they obtained
From Kalahasti to Sabarimalaj
‘ 1 and Guruvayur, Dikshi
shnppeq and sung at numberless shrines, but of :ll t’hesl: S};‘l}af aar
sta(xinds in a special relation to him. The place where he w:uvl?mr
and where 13e spent the greater part of his life occupied hj y (')r:;
.most and influenced his spiritual quest to the ut ® Thon
is dha.rdly one deity, big or small, in ths Moo noe
and in the numerous small ones i ’ c
_ . m the pl
anhd adja_cent v_ﬂlages, that has not beenpszc:g if:_dbtheD.slt(lbt?rbs
The t:xnusnc-serwce: otj the temple was systematised b}; hlin: lt:lr'
sset tke tulries of the Sivashtapadi or Sivagitimala composed b. th:
ankaracharya 'of Kamakoti Peetha and had it sung ats eciﬁezl' 1
ces in Tyagaraja’s temple. When I had taken Mr Just'p VvV -
iﬁlem}r Iyer ]thereG some years back, a 73.year old Naga;\czzraix;k:ta;'
emple, Ganesan, sang the Punn i b
1 U ! agavarali piece fi i
eSnt'ashtapadl which he said he used to play oo ﬂuter;t i;e ;%rzththls
r:';a_::ee. Telugu Padas foF Abhinaya by Devadasis before T aem
: (]j r; composed by Dikshitar, In a Sriraga piece D'k); fr
;]a exes t elct)‘rder of annual festivals in the temple in th; ml sztar
: » € helps us, by referrin i -
gmz . Nllicl)]tngamba piece in Kannada-ga:ljam S;vnad Purana in
N gr;:;ar:'l; ai?tf tl;f Skanda. in the Nilambari and Athanet;0 ie::he
o Tiruvarujr 'was ¢ hl}pala piece ‘Sadachalesvaram’ on Achaiava:s
clear from the earl;artg}l:]aﬂy puzzling me ; Achalesvara is, as s
¥y Chola architectural ;1 tures
. . nd sculpt
of His shrine, tpe c?ldest part of the temple ; };nurg' fea.tur?s
piece on the deity in this shrine, we have ;hese fclykShl;)%:s
ur bits-

THARIRRER, ITeEa |
- W?WER, AR R T
explanations for whi & TERITFA correct
p £ th Which I later hunted out from th
chapter © tesec_tlon called Kamalalaya-mahatmya in th ¢ 35th
purana in 2 M. in the Tanjore Library yain the Skanda-
The reference to Ud-ajya i 3 '
. k X -ajya 18 to the story i i
Saivite Saint Naminandi Adigal who, in a wag with g e
Tiruvaruf, xpadc the water of the Kamalalayam tank ¢ ’ bau;]s. of
serve as oil in the 1amp in the sanctum of Sri Achalessgray ';‘l:;

e of Tanjore

main temple here

" the Tirtha called
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s to the Achalesvara Linga being eternally lighted and to

reference
pura are toan architectural feature as

Chamatkara and Chamatkara-

- well as a story in the Kshetra-mahatmya. It is said that by some

he openings in the sanctum structure, there is
always a beam of sun-light on the Lingam ; the story in the Kama-
lalaya-mahatmya of Skanda says that it was to bless King Chamat-
kara who worshipped Him that God Achalesvara manifested this
constant Jight on His form, and hence came to be known as Achala.
Chamatkara-pura is found here to be another name of Tiruvarur.

God told King Chamatkara:

staPrsé whentn afa, foF s 30!
aRmafry wenTR are waire e )
Feaft ¥ afew JeE 9 T |

¥ R o e At

Tiruvarur had been a remowned shrine from most ancient
times and the continuity of the important role it played could be
traced from the Pallava, Chola, Nayak and Maratha periods of
Tanjore history. It has been held to be the Miladhara-Kshetra-
we may recall at once Dikshitar’s description Wﬁ?@m
in* Vatapi Gapapatim.” One born at Ar#r is counted a
Sivanadiyar, and the Tamil saying gocs swivuid Jpigridgh e,
which Dikshitar gives expression to in his Viravasanta piece on
Tyagaraja mﬁ%‘m‘aﬂwﬁ’tm | In the Athana song ¢ Tyagarajo
virajate > he adds - FFORATIEE: | The long galaxy of
saints and psalmists associated with the place makes him
say in the Ucchishta Ganapati piece in Kasi Ramakriya *the
Tiruvarur of those of wisdom’ - K&WH%TWI Some of
our celebrated shrines are concretisations of certain spiritual
Vidyas: the shrine of Nataraja at Chidambaram is the Dahara-
vidya of the Upanishads in Temple-form ; similarly the Tyagaraja-
image, the temple and the set-out of the whole shrine together with
Kamalalaya after which the shrine takes its name,
is a symbolic presentation of the equally high spiritual Vidya, the
Ajapa or the Harsa mantra, explained in texts like the Suta-samhita.
The Ajapa or Hamsa is the highest type of Adval.tlc Vidya. Hamsa
which is the symbol of the fuliy evolved spirit, is really a con-
traction of the formula #& qi— ‘lam I:Ie ’, i.es a restate.
ment of the Upanishadic Mahavakya 91E A and  TEA-

arrangement of t
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The Atman, which-is caught up in this ‘material vesture, is all the
time swinging or rocking as it were in the net of prana ; in the
eternal rhythm of inhaled and exhaled breath, the soul is perform-
ing its ceaseless dance ; and as the breath goes in, it produces the
deep sound of * Ham * and as it comes out, it produces the sound of
release ¢ sah’, the two together producing the great affirmation
(A)ham-sah ‘I am He !’ Thus this supreme mantra is all the
time indistinctly, inarticulately, automatically being uttered by the
Soul. This is symbolised at the Tiruvarur shrine in the legend and
picture of Tyagaraja placed and worshipped at the heart-spot on the
chest of reclining Vishnu, and dancing as Vishau's chest heaves in
the act of breathing. Tyagaraja is a name based on the
Upanishadic text QRIA® ITAFAW : and the

adic : image of
Tyagaraja, like the crouching child, echoing the Upanishadic text

AR %mﬁq depicts the Atman lying in  the cave of
one’s heart - mﬁlﬂzl The image is a dancing
deity and the dance is, as I have shown in the Sanskrit Mahakavya
that I have composed on Dikshitar, manipulated by three poles or
rods comparable to the three Nadis Ila, Pingala and Sushumna.
To see a real dancing Siva, one should see Tyagaraja ; with
Suddhamaddala and Kahala, the Ajapa-natana or Hamsa-natana
that Tyagaraja does is indeed a transporting experience, the
profc')lmd truth of which is something fit for Yogins to ponder over,
NEARAANFTTEA_ as Dikshitar says in  his ¢ Tyagaraja
palayasu mam.’ All the esoteric details set forth above are given
expression to by Dikshitar in different Kritis. Thus in ¢ Tyagarajam

Bhaje’ham’ in Nilambari - : ﬁﬁmm.

fa®a| (yogi-rajaor yogesvara is Krishna or Vishnu) in “Tyagarajam

bhaja re’in Yerukula Kambhoji; in the Hatakesvara Kriti in
. . ) N
Bilahari SEEITGENE ; ANAATNAZIITR in the Marga Hindola
song on Chandrasekhara; &m&ﬁmﬁaq in the song on the
-~ o

festivals at Tiruvarur; aﬁmaam@gm' in the Athana Kiriti

‘

‘Tyagarajo Virajate’; in the Natabharana piece he gives itg

relation to the breath: ITIENIAITNRAR  and  ultimate
meaning is Stated in ‘Ramam bhaje’ham’ in the weords - ST SaT-
W It is this subtle inner music and rhythm of Ajapa-natana that
Dikshitar refers to as Hamsadhvani in more than one piece of his .

pras in_the well known song, and more fully

aﬁmmﬂaﬂ'ﬁﬁﬁﬂ%ﬁ in a Kamalambika Ragamalika,
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This Hamsadhvani, which first fell on his ears when he was ushered
into the world on the day of Tyagaraja’s first appearance in dance
in the Vasantotsava, was haunting Dikshitar wherever he went,
and we hear it even when he is singing his first song on his Guru
guha at Tiruttani.

In the name of Kamala and Kamalalaya, meaning lotus, itis the
lotus of the heart that Dikshitar sees, In his Anandabhairavi Nava-
varana piece ‘Kamalamba samrakshatu mam’ -the music of whose
Pallavi and Anupallavi continuously haunts one- he describes Devi as
mﬁm&#’r and when singing of Ganapati, he thinks
of this kamala as the lotus of the Miladhara Chakra %m—
FQTHI{ wherein is laid the basic oven of the fire of consciousness
Chid-agni~kunda.

Tt is not the younger Guru-guha alone, but the elder brother
too who exercised a great influence on Dikshitar’s mind. As the
occupant of the Muladhara, Vighnaraja is not only at the root of
yoga but he seems to have had a special charter at Tiruvarur to
appear in the maximum possible forms.

I do not know if any one has counted the number of Dikshitar’s
Kritis on Vinayaka or the various forms of Vinayaka known to
Mantra Sastra which Dikshitar has adored in his songs. Sixteen forms
of Ganapati are known to Mantra Sastra and all these Dikshitar
has dealt with ; of these let me draw attention to only three to
show their importance not only to yoga but to the question of
Dikshitar’s erudition in Mantra Sastra, his exact descriptions of
the ‘dhyana’ of these forms and the surprising usefulness that
these serve in the field of iconography. At the left hand bottom
of the entrance hall of the Ajapa-natana deity Tyagaraja, we have
the Vinayaka standing in the dancing pose on the spread out
serpent which one cannot miss as the represeptation of the
Kundalini Sakti; this Vinayaka is adored by Dikshitar in the
auspicious Sriraga piece - %ﬂ'@'ﬁzmﬁﬂlﬂ and qualified as
TFRAFARE T and q%mﬂlml In the Navaroju piece
the form called Mahaganapati, sung also in the Gaula piece, is set
forth ; and look at the Charana and the care with which the arms
and the objects held by them are set forth so that the ‘dhyana’ of

the murti may be flawless and complete : Eﬁ?l’ﬂ'i’-‘-!l’q RIS

which can be‘veriﬁed'by a reference to verse 4 of Raghava Chait-
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anya’s Mahaganapati Stotra and the following Mahaganapati.
dhyana in the Silparatna and other texts of iconography or Mantra

Sastra :—
I AR A TGS |

A piece of similar striking iconographic importance is his Malahari
song on the five-faced Vinayaka - JPREQAFHH-, which I had
explained in a note in the Hindu with reference to a not altogether
correct illustrated article on Vinayaka-iconography which had
appeared there.

Mantra Sastra-is an esoteric lore but its benefits can be given
even to non-initiate and the general devout people if, as Dikshitar
did in his wisdom and compassion, the lore could be embedded in
ordinary hymns and songs. There is a well known story told about
the origin of Dikshitar’s Navagraha-Kritis which are said to
have been composed for the sake of his dear pupil at Tiruvarur
Suddhamaddalam Tambi Appan asa substitute for the regular
ordained worship of Nava-grahas which he could not do. This
principle pertains to all the pieces of Dikshitar which form for the
common people an accessible version of Mantra and Tantra Sastras.
On Devi, of whom Dikshitar was an initiated Upasaka, he has
numberless Kritis, some specifically devoted, in more than one series,
to the Navavarana worship of the Goddess. In all these we have the
whole Sri Vidya lore set forth and it is well nigh impossible to draw
attention to even select examples of these. Even well known songs
like ‘Srirajagopala, Saveri’, have a mantra sastraic basis. 1 was surpri-
sed to note while working on a compendium of Rama-worship cailed
theTattva-sangraha-ramayana that the inimitable,*Mamava Pattabhi-
rama’ that scnds you into a samadhi as it were, closely follows the
dhyana set forth by Rama in his Upadesa to Sugriva as to the form

in which He should be contemplated upon. From the same point
of view we may note also the fact that in the Devi-songs of Dikshitar
are strewn a large number of the names of the Devi as found in the
sacred hymss of the cult, the Lalita-Sahasra-nama, the Lalita trisati,

and the Saundaryalahari : g’:‘n&ﬁ‘gﬂ‘éﬁ fararuan Rrarrrsy
qﬂ%ﬁ‘ﬁﬂﬁ in Gauri Girirajakumari is after the 8th verse of
Sankzu'acharya’s Sau“da‘}’alahaﬁ- TRafRratiemat in the Vega-
vahini song, £ [T Eguat in the Kannada-gaula song, and the
geries of names bassed on Hrinkara in the Sahana and Jhankarabhra-
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mari songs are all from the Trisati. The names from the Lalita
Sahasra Nama are of course too numerous to mention ; but some of

. the long ones and those that appear in a series may be noted.

Compare the 8th Kamalamba Navavarana in Ghanta -

, AT AT R -
MET and so on, which are all in Lalita Sahasra Nama. The Lalita
song on Lakshmi embodies expressions of the Vedic Sri-Sukta :

fecomdt @eft, macrsmfes i (also in a so-called ¢Note’-compo-

sition fsrquesstATie R on Varalakshmi), are after feogaui] Zioft
GARCAIAATH_ and WAL GAAHASAR | In the Anupallavi here

we read in printed texts fRITATEHYHARG I think this should be

corrected into mmnot only because of Dikshitar repeat-
ing that expression in another Devi-piece of his but also because it
is after the Sri-Sukta where we have @tﬁﬂ‘aﬂmﬁﬁﬁtu

Dikshitar endeared himself also to the young and the common

folk by composing many Nottu Svara Sahityas, as they have come
to be called, as also pieces for such popular festival-days like Vina-
yakachaturthi, Varalakshmivrata and Sarasvatipuja ; in the songs
dedicated to these, he specially mentions the dates on which these
pujas occur. Also the corpus of popular stotra literature that
every devout man imbibes is reflected in Dikshitar’s songs : Many
popular verses on Vinayaka are echoed in his songs on that deity ;
even s0, popular verses on Sarasvati and Lakshmi—Syamaladandaka,
Mukapanchasati and similar Devi-Stotras—are all echoed in his
songs on these Goddesses.

In South India, in the tradition expounded by Bhaskararaya
and others, Sri-Vidya had been practised as a Sadhana-marga for
Advaita, and it is thus that Sankara himself is associated with
Devi-Upasana. Our Dikshitar too followed this school of thought.
The prevailing terminology of his expression in the songs is advaitic;
as in the case of his Sakta lore, in his Advaitic utterences too, the
profusion precludes any adequate quotation. Apart from express
mention of Advaita, in songs like ¢ Tyagarajad anyam na jane * the
whole system is given in a nutshell ; in ‘Guruguhad anyam na jane-
sham’ in Balahamsa which refers to Dahara-Vidya too, Dikshitar
mentions even scholastic matters like HEIREFANAT \'ﬁ\'ﬁ?ﬂm: |
In the popular Tarangini piece, which spells like an incantation, he
exorcises Maya : ¢ Away you Maya, who are you to harass me?”’
And in the style of Sadasiva Brahman’s & REHAR and other advait
tic Kirtanas, Dikshitar too sings of the abstract state of Advaitic

20
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realisation, the state of cxceeding bliss -g@aT- which rises in the
lotus—hearts of the saints: WW )

I ' FEREAT A
q]f\ﬂzﬁﬁ FEAH_ and s0 on in Purnapancama raga,
Though- he has described numerous deity-forms and had sat for

: y8 took its firm perch. Even in the
details of the Saguna-form, he $aw symbols of higher significance :

in the curved trunk of Ganesa and in the curved nose-screw on the

Goddess’ face, he saw the outline of Omkara :

in the‘ Yvelknpwq * Hamsadhvani song on Ganapati and in

the Nisamani piece Sri Rama-Sarasvati-sevitam,” aycaesl-
AW In and through his elabora

members that the arghya, padya,

Chaitanyg - %‘H"ﬂﬂ 3 3

te puja, he re-
pushpa and naivedya are all

SATTEAGAN | In his Padi Kirtana

i ¥ he oﬁ'c.rs Nadamrita as the Padya, AREAGIA | Is it not
significant that in the midst of his concordance of the festivals in his

Sri-Raga piece, he should say: i

‘ e, | : : the great naivedya

that ;‘ould be offered to Lord s the nectar of knowleggea i

t is in a heart rid of aJ impurit igh inspi

] : Tt i y that all such high inspira-
tion is possx})le. kas.hxta}r laid repeated emphasis on gpl.\rity of
heart fmd mind. If the sight of limpid water reminded Valmiki of
the mind of a gqod man, the sight of the fyl cool pleasing moon
reminded Dikshitar of the heart of the good man —EE R AW
gagﬁﬂns ffmtho:am;vh?)oi Tyagaraja shines like the royal swan in the
I those e pure ; R ¢ Athana -
"sl;ﬁg:rl;ar]:h\:ratjate); Dharmasamvatdhani takes.her ab(ode only in
‘ arts - Ll (Madh i); Si a
sporés in tl.le same kind of hearts &y myamaVa;£;1§$§£§§V:;d
the alalfrxshna In the exquisite ¢ Chetas-Sri * delights only in such
chelas as is free from all heart-burning I The Goddess
is easy of ac.cess to the Sadhys - q (Bcg:dag) Itis
.the he;lrts rid of ragg and dvesha that can be called beautiful and it is
in such hearts that God s pealigeq | g
(Isamanohari), N

Hearts that are soft a
f). Hearts od could meit with th
ate needed if diving insjghy ghoylg flash forth in tfl:n:‘ e iy
(Aksayalmgavibho). |

Convinced that it is by the Lord’ . .
| ord’s grace that beings lived,
iﬁffﬂm‘é‘:’ U e (in Raga Jivantika), Dikshitar dedi-
cated evorythiie 10 the Lord who was everything: wrer®l @el-
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FRATNA ATARTRS JOFGHAAR (Saranga). Look at his faith

and affirmation in the Rudrapriya song :
I am Tyagaraja’s devotee; therefore though 1 know but
little, T am really omniscient.”
JUOAE T At — ()
fefsRtsorarse wdw e |
The Advaita-bhavana with which he worshipped is emphati-
cally stated by him in two pieces on Guru-guha“: In the Maya-

.malavagaula song he says « Always worship with the conviction * I

am Guha, the Teacher, lhe‘ embodiment of Knowledge and Bliss " -
FgAYSERIT Ge T g W1 And in the. Purvi song,
Sri-guru-guhasya daso’ham * he declares : ¢ I am the servant of Sri-

Guru-guha ; nay, I am that Guru-guba Himself, the ecmbodimeat of

knowledge.”
SNTETER FASE— AT AR
e TAER |
Let Sri Dikshitar reign in our hearts as that Jnana-Skanda and
Guru-guha Himself !



WHY [S THE MRIDANGA SO-CALLED?
By
Dr. V. Raghavan

In volume XXIV of this Journal, pp. 135-6, 1 showed why the
Mrid-anga was so called, i.e. * one having mud as its characteristic
ingredient * and where exactly on the drum was the mud applied.
L quoted from Bharata’s Natya Sastra 1o show that fise dark mud
from the water-brink of rivers was applied on the face of the
Mridanga.

Now this is also corroborated by the Tamil epic Silappati-
karam, which as is well known, containg much valuable data on
music and dance, Ia book 28, Nadukar-Kadai, on the copsecca-
tion of the idol of the deified chaste wife, {Pattini-k-kadavul), in
the preliminarjes preceding the dance of the Chakyar from
Paraiytr, vocal and instrumental music are described ; and here,
line 55 speaks of the drom, muzhavs {maraja or murava in Sanskrit)
as smeared with mud 1 Man kanai mushapum 0650 & lemT (Lpipayth ).

It is well-known that in the realms of music and dance, the
whole of South-East Asia wag exeensively influenced by and
indebted to India. On the guestion on hand viz, the dyusm and the
use of mud to give its face the Proper tone, there is swrprising
information from Burma, Mr. R, Talbot Kelly says in his book
Burma * (1, 65) while describing the national play of Burma called
the * pwes  ;

*“ Next to the stage were the musiciags,

busy tuning up. The instruments used ar
description.  First is the ‘¢ sipe ”,

perforated and carved sides,
ded on strings two octaves
black goat-skin. These are

eight in pumber, now
e peculiar and deserve
8 circular “tub ” with
round the inside of which are suspen-
of drums, or tom-toms, covered with

: ) tuned by clay being Squeszed on to the
skin until the right pitch is reached. T, skilful mannsy in which

the opevator manages the olgy s c’f;tensﬁug to waish, and it forms a
pretty patiern in white apou the gark skin. These drums are
called * patlongyi ** and are played with the flat of the fingers, the
musician sitting in the middle of the ring.”

{. A & C.Black Ltd., London, 1933, revised Tiustrated

NAGASVARA

By
Dr. V. Raghavan

1 have shown already in vol. XX 2 155-9 gt ihis jour?:: thg}
on the evidence of literature, inscriptions etc., the icorrz‘}a;:t: ; n:a f
the name of the popular temple pipe mstwmen{}l a i (;g:e :n o:
and not Nada - svara as some wrongly assume. le;e;sthe correc:
inscriptional evidence supporting t}1y contennon‘ :sl1 ! {
is Nags-svara. The tascription belongs ta the las _quar gr
name 18 g t. A.D. and comes from a Jain temple in South
oA g?}is'ix;t'eresting to note'that Temple practices were }he-
oy Dfi' ther it was Hiaduism or Jaipism. In the record meation
§ame,dw ? musicians including a Doul or Tavil player, & player og
Nagasvar nd a Nattuvanar, for whose maintenance the reeo'r'd
Nagasvafaa ift of wet and dry lands. The temple where this
regm'te‘rs z:vag made is that of Simhapurinathasvami at Sirramur
prtiv‘;m;nscription is incised on the bank of the Tank (Tangai)
?vl;xicth ivas to water the lands donated. The dox.wr waYs T‘mmifppa‘
Nayaka, ageat of Achyutappa Nayaka, thg Tanj(;rl-; Pvayalf. ng' ;
inscriptions of his son, Raghunatha Nayak, we nfwm in mugic
i are also found at Sirramur, The recor.c.i is datcdﬁgka
hrstory.A. D. 1582, in the reign of the Vijayanagar _Kgng
éigjngarf;zya" Thef following is the text of the inscrlp‘tion
mentioning Naga-sara. ‘ o
gaaeg [0 ] wRa [ ] fww "5%, 95T a-ﬁammqmq
grut gTgud SaTenl . S@eT SaD  IREER 18 tair
Bue Gedar darp mﬁa&w b5 Rz isfnu,m.m; ;,yi‘m 1;'&9,5:5,
Ugebuyh Geuar g QLD Eganey f’@ﬁﬁlf ﬁéf @ ﬁguy
iiéed i TiuEH &DEERT Bwin ‘mvu&wf m ,b,@
iiamid & ewamiBurF @@&Gmdgm] Gmnms&t_mr
%}Tm @esrd nlRudr gs Grars aGs QuGicd Uy fdsdg
S HATE A SGE FTESIND AGEG Q&B,a&gpmﬁ Qmm)&v
Qo g LI OLGEHd g S G L TEE GL.L‘«.%?{;?L.(.?gfrw, & @
ma'-‘@l‘% TG BL.G&ESEL-RISTS QLD . (@ﬁzéf@. J{ﬂ[ﬁ‘;ﬂﬂ uewwﬁaiwzr&m
Qadmasampuieo (&) srgmd usmas@asredp Gfalf@;fﬁ@m
el ellarsuiasr Guil@]o srssFans Qunis] & se.a
THRUAMATH
prasld. South Indian Temple Inscriptions,
Vol. [, Madras Gavernment Orsiental
Series C1V, pp. 42:43. D 2770-4,



TODA MUSIC

. Sangita Kalasidhi Mudikondan Venkataramier
& .
Dr. V. Raghavan

8ri Gopinath Das, M.A., rLe. of Ori .
re«sca’rch in the Todas, brought a couple ofO ';‘1:;?1 g::t‘;e w: $ Jobng
Mus‘tc Academy and desired that we should help bhim tm nio the
music of the‘Todas. The two Toda geatlemen ca ooy e
different occasions and were sufficieatly modernised re rercatatives,
They» recited Toda songs relating to love, marriage E;esentauves.
pretgt;ancy, a song on entering a temple and a lu;i;;;ys;zfr; dan$$
g]u ¢ ‘l two ‘Todas a nt}mbct of questions, trying to find §‘t :

usical conciousness or ideas and assumptions that th iabt poce,
es8. As‘they .sang, soava-notations were made aey_m:ght P
The recitals included a modern composition » as given below.
recently improvised for the Radio. Which they had

According to the oral information ten
g:;:;‘:::g :;actn;;okf them..cightccn varieties ofd;r::{ngt?:gilcw i;fc’
otber said that he new thirty ways of singing. The latter said th
cach letu 3 t,gmg was called a Tuk, 2 word meaning sonmath‘at
some of the pic::: 'tecwiez oy the e Toda gentleman b s;gg
o o e e ited by the first 1o check on the questi
» QUL We cannot say that we derived much hx;’; ?rf

this, for while in two
, cases, the Radi
there was seally no difference in the n(;il: by &nd the Jove song,

: o 2 % but there : :
in execution, in anather, the marriage song, the notc‘:cdt;ffgr‘ﬁ:renc“
(3¢

We were led to the conclusion
called so.; there was no scale or eve:xhzr;:?iz:xxa:rgﬁ music fit to be
of notes ; though all the seven notes could be bea 3‘ o cquence
were not correct ;' four or five svaras were momrf, Svara-sthanas
Ga alone could, faint traces of sharp and flat be requent and in
was somne kampita but it was very rough and unm:giﬂ;?msed ; there

The Notations vecovded by ys.

1. Song on the most sacred B
. uffalo. Dha C e
Sa Ree,Ga Ree.~—(Syaras Tiore) thi Ree Sa 83—
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2. Modern song composed for the Radio.
Sa Ma M Pa —Mi Dha Pa— Sa Mi Ma Pi—Ma Dhi Dha 83—
Dba Pa Ma Dha Pa.—(Major Tones)

3, Prayer in front of the Buffalo-pen.

f}Iee ; Ga Sa S3—~Ga $3 Sa Sa—(Major Tones)

4 si: SaGaGaMa; Mz Dha Dha Ma—CaMa Ma Ga; s
Ga (\_32’1 8a.—{Marriage) (all Major Tones)

5. Prayer
Nee Nee 53 ; Sa Ree Ree Ga Sa.—{Major Tones)

6. Ladies’ song in the 7th month of pregnancy.
83 ; Ga Ree 8a; —Ree Ga Ma Ga Ga Ree —(Major Tones)

7. Lullabies
(i) Nee; Nee; Sa Ga Ree Ga 8a3,—Ga Ree Ga 54 53

Pa Nee phé Nee Dba Ma Nee Dba I‘}ee Si

§ 8
(it }s)bﬁ S3 Sa Ma Ga Pa Ma Ga Ma Ga GaPa Ma

’Ga Ma :}a———(Majar Tonss)

Love Song ; ]

8. Dha Si—Sa Ma Ga Ma Pa Ma Ma—Ga Ma Ma Pa Ma Ma
Dha Sa Sa Ma Gfa G; I?ha Si—(Ga and Ma flat)
‘ 9. On goiné to the temple.

Dha Dha Sa Sa Cga. Ma M3, Ma Pa Ma Pa Ma Ma, Ga Gt; Sa

f iy f
Ma Ga Ma Sa Sa I%ha Dha Sa Sa Sa Ma Ga Ma Ga Sa.
’ _’ ~{Ga and Ma flat)



OBITUARY NOTICES

i

The Late Manjakkudi RAMACHANDRA BHAGAVATAR .

The Academy is very sorry to record the passing away of
yidvan Manjakkudi Ramachandra Bhagavatar, a member of its
Expert Committee. The Vidvan, who passed away on
|5—11—1954 was one of the grandsons of the direct disciples of
Jhe Saint Tyagaraja, namely the Umayalpuram Brothers, Sundara
Bhagavatar and Krishna Bhagavatar. He had a large repertoir
of Tyagaraja songs and was endowed with rich voice. He was fof
a long time assisting the well-known Harikatha Bhagavatar Sri

v

SriRangachariar of Chidambaram,

THE LATE D. V. PALUSKAR

We are extremely sorry for the loss that the Indian musical
world has sustained in the death of the gifted musician
Dattatreya Vishnu Paluskar who passed away at the very young
age of 35, on October 26, 1955. He was the son of the celebrated
musician Pandit Vishnu Digambar and had, at his young age,
established himself as one of the foremost vocalists in the field
of Hindustani music.

Young Paluskar had not made many visits to the South to
build up his reputation here but ‘through the A.L R, he had
gained a large circle of admirers in the South, There were graces
in his music and voice that appealed to Carnatic ears.
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Sangita Chandrika, By Attoor Krishna Pisharati, Published
by The Gita Limited, Trichur, 1954, Pp. 668. Price Rs. 12-8-0.

The Chaturdandiprakasika of Venkatamakhin is usually taken as
marking in the South the culmination of the creative activity in the
science of Indian music represented by a series of monumental
wosks beginning with the Natyasastra of Bharata. Most of the later
productions are only elaborations of the basjc principles outlined
by Venkatamakhin. The Melakarta scheme enunciated by him has
ever since be=n the basis of the Taga system in Carnatic music,
though the soundness of this scheme has been questioned now and
then. The Sangits Chandrika of Panditaraja Kaviratna Attoor
Krishna Pisharati is, however, an original and elaborate treatise on
the various aspects of our music, very frequently differing from the
views of Venkatamakhin, It examines the views of earlier authors
and propounds certain novel ideas.

The work is written in the form of
being in Sanskrit and the bhashya in
in Malayalam characters.

Sutvaand Bhashya, the sutras
Malayalam, but both printed

The sutras or aphorisms are very brief
statements presenting the central ideas, and these are explained and

elaborated in the bhashya or eXpository commentary. The work is
divided into 12 sections called ¢ Prakasas °. The first section deals
with the production and propagation of sound, its varieties and
characteristics and the octaves. The second section deals with the
nature and scope of music, its twofold classification into Marga
and Desi and the division of the latter.into Northern and Southern.
It also explains Sruti and the different views regarding the number
of srutis in an octave. The third section is on Svara, the seven
notes of the gamut, their Suddha and Vikrita varieties, and Vadi,
Samvadi, Anuvadi and Vivadi. The fourth section gives the details
regarding the construction of t?xe Vina. The fifth prakasa defines
Grama, gives the characteristics of the Shad ja, Madhyama and
Gandhara gramas, and explains Murcchanag and their varieties and
Suddhatana and Kutatana.  The next section is on Mela or parent
scales. The different melas in Marga and Desi, the classification
of melas, the main ragas under each mela etc., are detailed here.
The author adopts a new method of classification and nomenclature
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of the melas. Tala forms the subject_ of tlTe seventh section.d Th;.
stituents of tala in Marga and Desi music are enumerated an
® rolai ed ; also the varieties of Marga talas like Chanchatputa,
e t’a etc., and modern South Indian talas like Dbhruva,
Chack;;puetc L;va, Yati, Graha etc., are also explained: The
R‘uﬁ?h prak.asa is on Varnas and Alankaras. The foxfr kinds of
Ve nas namely Sthayi, Arohi, Avarohi and Sa_nchan and the
;;:rr)karas in Marga and Desi Music are explained. fGamaE:t,
Sthaya, Alapti and Alapa constitute the'subject matte'r of the n
ion. Sixteen Gamakas like Trirupa, _Sphunta .etc.t are
pon ted and defined an.l the methods of their production it the
el?umef: lained. Forty varieties of Sthayas, three varieties of
X;::t:_f{aga, Rupaka and Kataka—and thf: ten’elements of
Alapana like Graha, Amsa ctc:, are given in detail. 'ljh.e tentg
tion is ap account of the different types of.composm?n an
v the characteristics of ancient Prabandhas like Sudadi, Ali,
éllvesetc and modern types like Kirtana, Varna, Pada etc. The
at S c't,ion gives the major characteristics of: 44.3 ragas arranged
flex ; der of their melas, and the last section illustrates these by
1('[31’ theor:)x:for each, the Sahityas of which read continuously form a
cc:rtlzsected account in Sanskrit of the Ramayana story.

Some of the noteworthy conclusions of our author are the
following :—

1. Marga and Desi are two diﬁ”erent.syst.ems of music and hthe
rinciples of the one should not be applied in toto to the other.
?t is the lack of discrimination between 'the two 'that has.led some
writers to propound certain theories which are incompatible with
. d make certain remarks which are sometimes mutually
pract:ce.anr Throughout the work the author maintaios this
3‘:;;:;1‘3:5:}0 Z;d in every section he points out the differences

between the two.

2 There is no scientific basis for the conception. of t.he
eseﬁce of transverse nadis in the heart, throat etc., which give
pr

rise to different srutis.

i There are 22 srutis in
Srutis are all of equal value. . : .
;.av;r ::)e Mrarga and 24 (strictly speaking 48) in South Indian
an o

value.
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Under one and the same mela there may be different ragas
kaving the same Krama-sampurna arohana and avarohana, the
difference among them being in other elements like Graha, Amsa
etc. Thus Sankarabharana, Puranira, Narayanadesakshi and
Suddhavasanta are such ragas coming under the mela Ra gottamsa,
The most common of these is calied the ¢ Ragangaraga ® of the
mela, as for instance Sankarabharana here. The Ragangaragas
are mostly given, except of course for the 12 additional melas of
our author, the same names as those of the melakartas in Venkata.
makhin’s system, sometimes dropping the first two letters. Thus
the Ragangaraga corresponding to the 18th mela Srihata is Hari-
kamboji, that corresponding to the 9th mela Rakti is Harapriya. It
it interesting to note, however, that the ragangaraga of the first
mela is given as Todi as its Shadava without Pa is named Hanuma-

todi, thus reversing the names now current for them in musical
treatises.

Let us see how for this system is an improvement on the one
now prevalent. Firstly, it is claimed that while in the nomencla-
ture which passes to be Venkatamakhin’s, first the number of the
mela should be got from its name, then the particvlar chakra to
which it belongs, then the position in that chakra and lastly the
svaras constituting that mela, here the Vikrita svaras in a mela
can be directly got from its name. While granting this, we may
remember that in the former system the name of the Raganga.-
raga > is either identical with or forms part of the name of the
mela, and thus enables us to ascertain easily enough the kind of the
svaras in ragas which are the derivatives of any of the more com-
mon melas like Hanumatodi, Mayamalavagaula, Harikamboji,
Dhira Sankarabharana, Mechakalyani etc,, thus reducing the
Number-chakra-position-svara process to merely a theoretical
necessity. It is in order to indicate the nature of the different
svaras that Venkatamakhin names some of them after the ragas in
which their characteristic forms occur, such as Gaularishabha and
Varalimadhyama. Secondly, as noticed above, our author
proposes 12 new melas which constitute the different combinations
having both the varieties of Ma, and the reason given for this is
that Sankirna madhyama occurs in some 1agas like Saranga. But
when a mela is formed with both varieties of Madhyama, obviously
it cannot have Gandhara since a mela can have only seven notes,
Therefore the ragangaraga Saranga of the Bharitarthamela of our
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author has the notes Sa Ri, Ma, Ma, Pa Dhag Ni, whether
Ma, is pronounced as Ma or Ga. This means that Suddha
madhyama should regularly occur both in arohana ar?d gvaroh%ma
and that there is no Gandhara in the raga. Th{s is apainst
practice because Ma, is not regular in this raga since it occurs only
io the characteristic prayoga Ri Ga Ma Ri Sa, and Ga,, though
not an amsasvara, occurs frequently enough. Hence it is that the
earlier writers give Saranga as a janya of Mechakalyani mel.a axfd
consider it a Bhashangaraga with the anyasvara Ma; occuring in
certain Sancharas alone. The form given to this raga, by this
author therefore, would deprive it of its characteristic colour, It
also seems rather strange that while for Saranga a segarate mela is
devised, another similar raga Yamuna-Kalyaniz in which also both
the varieties of Ma occur, is given as coming under the mfala
Ragavatamsa of which Kalyaniis the ragangaraga, and no mention
is made of the Suddhamadhyama prayoga at all.

Some of the ragalakshanas here are found to be at variance
with those found in current practice. For instance, the archana—
avarohana of Sahana is Sa Ri Ga Ma Pa Dha Ni Sa—Sa Ni Sa Dha
Pa Ma Ga Ma Ri Sa and not Sa Ri Ga Ma Pa Ma Dha Ni Sa—Sa
Ni Dha Pa Ma Ga Ma Ri Ga Ri Sa, The arohana of Anandabhai-
ravi is Sa Ga Ma Pa Ni Dha Ni Sa and that of Balahari Sa Ri Ga
Ma Ga Pa Dha Sa and not Sa Ga Ri Ga Ma Pa Dha Pa Sa and
Sa Ri Ga Pa Dha Sa respectively. Kannada, given as identical with
Kanada, is peither the Kannada we know as the janya of Dhira-
sankarabharana nor Kanada the janya of Kharaharapriya, but a
krama-Sampurna raga having the same svaras as of Harikamboji ;
so too Khamas. The special and characteristic prayogas in the
ragas are but rarely indicated. Some well-known ragas like Hamh:-
kalyani, Andolika (Mayuradhvani), Garudadh'vam, Jay§manohar(,
Nalinakanti, Hamsanandi etc., are not mentioned while a good
number of obscure ragas are given,

Melas and ragas are arranged in charts and talas are illustrated
with diagrams. One would wish the authorll.xad .given illustra-
tions of the different types of musica} corrfposmon in South India
ani given also an account of the ml‘lsxcal mstrumeqts.other than
Vina as well, even if he had omitted the description of the
pumerous obsolete prabandhas and the elaborate account of the
construction of the Vina,
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Some names are Sanskritised. Thus Varisai is Parichaya,
Tirupa is Trirupa, Chapu is Chapa, Kurinjj is Kurz.mgi, and .Durba}r
is Durvara, But some names which are Nnow In vogue in their
Sanskritised forms are retained in their original form. Thus
Yadukulakamboji is given as Erukalakamboji.

Sri Attoor Krishna Pisharati is well-
who has enriched Malayalam literature by
and rare classics and by his numerous oth
value. It is gratifying to note that this 0
Muse has now brought out this large and
science of music embodying his profo
which he has been cultivating as a »
subject in a clear and critical manner,
study of almost all the authoritative Sa
from Bharata’s Natyasastra to Gavinda’s
these are frequently quoted and their vie
he agrees with the ancient authorities 1}
Narada and criticises Sarngadeva, Ramamatya and ven katamakhin,
We disagree with him on some of his views, but at the same time
we appreciate the fund of material he hag presented in the treatise,

The work deserves to be read more widely than the language in
which it is written would render it possible.

known as a great scholar
the editions of several old
er publications of abiding
ctogenarian votary of the
substantial volume on the
und knowledge of the art,
obby, and expounding the
He has made a carefu}
nskrit treatises on music
Sangrahachudamani and
Ws explained. In general
ke Bharata, Matanga and

The book is neatly printed and nicely got up,
as the Sri Swati Tirunal Centenary Commemorati
the photoprint of a rare portrait of the royal com
dress is given as frontispiece. Considering the size
the book, the price should be deemed very moderate,

It is published
on Volume and
POser in temple
and worth of

S. VENKITASUBRAMONIA Iver

| Sankaradeva and His Predecessors B

¥y Mr. Maheswar Neog of
the Gauhati University. Lawyer's Books

tall, Gauhati, Rs. 5.
The history of Assamese literature,
music and dance-drama are bound up with th
of Sankaradeva. An account of the life and
is therefore welcome and the author of the p
no introduction to the readers of this Journal
already made noteworthy contribution.
present book, namely Sankaradeva and
something with which readers of our Journ

e rise of the personality
work of Sankaradeva
resent account needs
to whose pages he has

his contribution, is algo
al are familar, as atten-

devotional movement, °

The subject matter of the.
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tion to it has already been drawn by papers published in the
his journal. _
page;:rt: tNeog’s account of Sankaradeva is in two parts. “I: ttl;e
first part he gives a comprehensive survey of Assan;isheen er sdll:;
before Sankaradeva and in the secon’d, a description of the ?m Juc-
tions of Sankaradeva, Sankaradeva‘s vyork mz.xrks a :1 8 . t;;d us
to Vaishnavism, but even ‘li)efO}'e dhlsf:'lon;f’t :;rg;;sggjataa an% i
ayana and episodes ‘ 8, ¢ .
sza:ll:es:dt;?nR:ong‘uZ the choral song-type called Oja-pals 1? t::ézg
le puranic themes were composed in songs set to ragas, in (
::hge sung by a group of singers, led by the chief called Ojs
(U?agz‘flf:t)a;deva (1449-1568), born in a ruling family, rengunced
life, went to Puri and returned with a copy of the Bhagavata l'xr;na
’ t possessed with a zeal to propagate the lo_ve of Kr'ls na
o bezl' sgm In the wake of this new Vaishnavite enthusiasm,
?;le;)ev :':as : lite'rary and artistic renai.ssance which was foste];;d 'by
a network of Vaishnavite monasteries called Sattras an ! ;ﬂ;;,.
. led Nam-ghars. The works of Sankaraqeva cou e
how? ca!' to three kinds: devotional poems which arf: adap-
cla§51ﬁedf mic and puranic episodes, treatises on devotion and
i ’ 'eps which are in the form of song and drama, . In the lflst
ORI Kirtana-ghoshas which are devotiona_l songs with
::ftrzgiﬁ?: :t:; ankas or natas, i.e. .plays on devotional themes
ntended to be sung, danced and gesticulated.

a short biography of Sankaradeva to

this al\gz;lﬁ:?f :?:cgz?t%:iion of Sa;lka}radeva to and the place he

ies in the history of Assamese htergture. Students of t}ae

g;:sctl;;:;ezfl devotional movements in the d:ﬁ'efent par‘t)sl ofblnilg,

with which the arts of music and dance are inseparably bound,
would feel grateful to the author for this publication.

V. RAagHAvVAN

Ethno-Musicology, By Jaap Kunst. Martinus Nijhoff,
Holland. 1955. .
The Hague,musicology is the comparative study of the music ?f
' Ethno- tries and peoples in their historical sectings and their

f”ff“?éfaffo‘ifl This is as yet an infant science but exiremely
inter- .
fascinating.

22
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The author Jaap Kunst who is Curator of the section on
Cultural and Physical Anthropology of the Royal Tropical Insti-
tute, Amsterdam, and Lecturer on Ethno-musicology in the local
University, is known to us as the author of the exhaustive study in
two volumes of the music of Java. During his European tour, the
present reviewer met him more than once, saw his work and

materials and listened to his expositions of Indonesian music more
than once,

The present book of his is in four parts :  First there is a pre_
paratory essay on the scope of ethno-musicological study, of the
tone-structures of different musical systems and of the instruments
of different nations ; the section includes a survey of recorded
material available in different western centres to help this study of
the music of different nations. Then follows a substantial part
of the book in the form of a detajled bibliography, to which the
present reviewer has contributed many annotated titles from India
The bibliography runs to nearly 2000 entries. In the third scctiOn.
there are besides photographs of some noted western musicologists’
reproductions of pictures and drawings relating to the music and’

musical instruments of different peoples. The last secti :
ified indi ’ ion pro
three classified indices, provides

There is also the Society for Ethno-Musicology of U. 8. which

issues periodical newsletters carrying current biblio i
. . ra
other information. graphical and

India affords a wealth of material for the i

; : growth ofthis br
of musicology and with all the facilities available today for re::rilh
ing. a}nd reprodl'lctxon, it should be possible for institutions ang
indxvx(.iuals wprkmg in this country to launch upon extensive field
work in m;llsxc and dance. The findings will throw up valuable
data which may light up many a dark corner i i
of our music. in the history

V. RAGHAVAN

The Bihar Theatre, Bihar Academy of Dance
. . s » Dra
Music, Sinha Library Road, Patna. Rs, 5/- per year, me and

We have great pleasure in welcoming this Journal i
) published
by the Bikar State Acadfamy of Dance, Drama and Music. It owes its
inception to the enthusiasm of Mr. J. C, Mathur, its Hony. Editor,
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who was formerly Education Secretary of the State and is now
Director-General of the A.L.R., New Delhi. The Journal carries
contributions in both English and Hindi. It is desirable that among
the periodicals that have newly sprung-up in the field, some devote
their attention raainly to the theatre ; the Bihar Theatre, whose
contents relate predominantly to the theatre, would therefore have
a distinct place for itself and contribute to special work in the field
of dance and drama Thecurrentissue carries, besides other contri-
butions, a long paper on Music in the Dekhan and South India by
Dr. V. Raghavan, and an article on the Indian Folk Dance by
Mr. Shantidev Ghose, The Journal is well printed.
V. R,

Lakshya Sangeet, Lakshya Sangeet Karyalaya, Hill View,
Raghaoji Road, Bombay 26. Rs. 5 a year. .

This is an Anglo-Hindi Quarterly Journal started recently by
the wellknown North Indian musician and scholar, Pandit
Ratanjankar, Principal, Bhatkhande College of Hindustani Music,
Lucknow. Pt. Ratanjankar needs no introduction to the readers of
this Journal or members of our Academy whose Conferences he had
attended regularly for some years and enriched by his expositions of
aspects of Hindustani music. The issues carry English articles,
Hindi articles and editions of songs. From time to time, journals
devoted to music had been started in different parts of North India
but they could not sustain their endeavours. Recently, the
Central Sangita Nataka Akadami has come forward to give
assistance to journals and it is hoped that periodicals like the
Lakshya Sangeet, those exclusively in Hindi like Sangita of Hathras
and the multilingual Sangits Kala Vikar of the Gandharva Maha-
vidyalaya Mandal, Bombay, will be able to improve their standard

and usefulness.
V.R.

INSTITUTIONS, REPORTS AND SOUVENIRS

The setting up of the Central Academy of Dance, Drama and
Music and of similar in_titutions by the States has given a fillip to
music and dance activities all over the country. Organised festivals
and Conferences, as also fieldwork have. l?een in evidence and
the Reports Or Souvenir volumes pe.rt'a’mmg to these activities
or institutions show the great possibility of work .that can
be done in the different parts of the country to promote the arts of
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music and daace in the folk as well as classical spheres. The Third
Annual Report of the Kala Vikas Kendra, Cuttack, shows that the
Orissan institution is concentrating on the children’s sector. The
Souvenir of the 8th Annual Session of the Estally Cultural Conference
(Bengal) carries a useful series of articles and drawings of music
instrumeats from Indian sculpture. The Suy Singar Samsad of Bombay
bas been putting out splendid Souvenir volumes, got up in an artis-
tic style. Lok Kala of the Lok Kalakar Sangh of Almora is doing
excellent work in the field of folk art. The Sangit Nivedak Mandal,
Ahmedabad, is a new institution which bids fair to become the
centre of music and dance activity in Gujarat,

V.R,
Fontes, Artis Musical, 1955/1,

This is a bibliography of music and an account of activities of
music libraries edited by Mr. V. Federov, of the music section of
the Bibliotheque Nationale, Paris, and the Secretary of the Inter-
national Union of Music Libraries. The reviewer had occasion to
meet the Editor at the Unesco Conference on Music Education
at Brussels and to know the scope of the work of musijc bibliography
he had undertaken. Consequent on this meeting, the Bibliography
edited by Mr. Federov now includes an Indian section and in the
present number, there is a classified list of editions of songs, old

treatises, modern works and research papers pertaining to Indian
music.

VR,
Systematic Musicology.

Viewpoints, Orientations and Methods,

Preface to the Descrip-
tion of a Music, By Charles Seeger. escrip

The first is a paper from the Journal of the Ameri
‘ i ; merican
Musicological Society (IV. 3), Here the author sets forth some

criteria for the systematic study of music and specific forms of it
ip the space-time context of each,

The second_ is a short report presented to the International
society for N_Iuswal Research at its fifth Congress, and deals with
the same top%C of the techniques of musicological study, with due
concern fo'r its <'iual aspect, of treatment in speech-medium of a
subject which exists outside speech, though in the midst of a speech.
dominated world.

TWO KRITIS OF SRI MUTTUSVAMI
DIKSHITAR

in Kasi Ramakriya on Margasahaya
and
in Sorati on Lalita
- Epitep BY
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THE TEACHERS’ COLLEGE OF MUSIC
MUSIC ACADEMY, MADRAS.

Principal—Sangita Kalanidhi T. V. Subba Rao

Vice-Principal & Professor of Vocal Music—Sangita Kalanidhi
Mudikondan C. Venkatarama Iyer

Lecturer in Theory & Pedagogy—Mrs. M. Sitamma, B.A., L.T.
Model Class Teacher—Vidvan P. Ramachandran

Instruction is imparted here to pupils not only in theory and
practice of Indian Music, but also in the correct and approved
methods of teaching music. The trained pupils will be competent
to teach at least the School Final Class. There are three specially
qualified Teachers for Practical Music, Theory and Pedagogy, and
Model Classes respectively.

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

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

Scholarships and fee concessions are available. At the end of
the course an examination will bz held and diplomas awarded to
successful candidates. The first in rank will also get the Rajah
Annamalai Prize.

Persons of both sexes are eligible for admission. Only those
candidates whose proficiency in music is up to the Intermediate
standard of the Madras University are ordinarily admitted. Pre-
ference is however given to those who are already employed as
Music Teachers. Applications for admission shall be in the
prescribed form. Tne final selection of candidates for admission
will be made by a Committee before whom the candidates shall
present themselves on such days as may be notified.

Prospectus, syllabus and admission form will be seat on receipt
of postage stamp for the value of four annas.

SPECIAL PADA CLASS for advanced students is conducted
by T. Jayammal.

CLASSICAL BHARATA NATYA SCHOOL is also separately
conducted by T. Balasarasvati under the patronage of the Academy.

The Correspondent, The Teachers’ College of Music,

THE MUSIC ACADEMY, »
Royapettah Madras.
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Sangita Sudha of King Raghu |
natha of Tanjore, Sanskrit Rs.

Chaturdandi Prakasika of

Venkatamakhm Sansknt

Sanglta Sara Sangrahamu

Telugu

Sangita Saramrita of

ulaja of Tanjore, Sanskrlt

- Kritis of Pallavi Doralswamy

Iyer in Notation.

(1)

Krms of Mysore Sadas;

va Rap
in Notation |

Summary of Raga Lakshanas
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